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Cexkuusn 1

AKTYAJIBHBIE ITPOBJIEMbI
BU3YAJIBHBIX HCKYCCTB U JIU3AMHA

THE RELATIONSHIP BETWEEN DANCE AND PAINTING
IN THE HISTORY OF ART DEVELOPMENT

Deng Jing,
master student, VSU named after P.M. Mascherov, Vitebsk, Republic of Belarus
Scientific advisor Lollini.A.D., PhD in Art History, Head of the Fine Arts Department

The relationship between dance and painting has been a significant aspect of art
history, reflecting the interplay between movement and visual representation. This study
aims to explore how these two art forms have influenced each other throughout history,
focusing on their shared themes, techniques, and cultural contexts. The relevance of this
research lies in its potential to deepen our understanding of the interconnectedness of
artistic disciplines and their impact on cultural evolution. By examining the historical and
aesthetic connections between dance and painting, this study seeks to contribute to the
broader discourse on interdisciplinary art studies.

Material and Methods. The research is based on a comprehensive analysis of
historical documents, artworks, and dance performances from various periods.
The study employs a comparative approach to identify commonalities and differences in
the expression of movement and form in both dance and painting. Primary sources include
paintings, choreographic notations, and historical records, while secondary sources
consist of scholarly articles and books on art history and dance theory. The methodology
involves qualitative analysis, focusing on the visual and kinetic elements that link these
two art forms.

Results and Discussion. The findings reveal that dance and painting have often
mirrored each other in their depiction of human emotion and movement. For instance, the
Baroque period saw a close relationship between the dynamic poses in paintings and the
elaborate choreography of court dances. Similarly, modern art movements like
Expressionism and Futurism drew inspiration from the fluidity and rhythm of dance to
create visually dynamic compositions. The discussion highlights how these interactions
have enriched both art forms, leading to innovative techniques and new aesthetic
paradigms.

Conclusion. The study concludes that the relationship between dance and painting
is deeply rooted in their shared goal of capturing the essence of human experience. This
interplay continues to inspire contemporary artists, highlighting the enduring connection
between these two art forms. The research underscores the importance of interdisciplinary
studies in understanding the evolution of art and its cultural significance.

Reference list

1. Smith, J. *The Art of Movement: Dance and Painting in the Renaissance*. New York: Art Press, 2018.
2. Johnson, L. *Modern Art and Dance: A Comparative Study*. London: Creative Arts Publishing, 2020.



EXPLORING THE INTEGRATION OF CHINESE
AND WESTERN ELEMENTS IN LIN FENGMIAN'S ARTISTIC PRACTICE

Hu Longfei,
masters student, VSU named after P.M. Masherov, Vitebsk. Republic of Belarus
Scientific supervisor — Medvetsky A.V., PhD in Art History, associate professor

Lin Fengmian (1900-1991) is a pivotal figure in modern Chinese art history, renowned
for his unique style that integrates Chinese and Western artistic elements. By combining
traditional Chinese painting techniques with Western modern art methods, he pioneered new
forms of artistic expression. This report aims to explore the phenomenon of Chinese-Western
integration in Lin Fengmian's artistic practice, analyzing the background, specific
manifestations, and its impact on modern Chinese art.

Objective: By analyzing Lin Fengmian's artworks and theories, this study explores
how he integrated Chinese and Western artistic elements and evaluates the contribution of this
integration to modern Chinese art.

Relevance: In the context of globalization, the exchange and integration of Chinese
and Western cultures have become a significant trend in artistic creation. Lin Fengmian's
artistic practice offers valuable insights for contemporary artists, and studying his works helps
to understand the possibilities and challenges of integrating Chinese and Western art.

Material and Methods.

- Lin Fengmian's artworks (paintings, sketches, prints, etc.).

- Lin Fengmian's artistic theories (writings, speeches, interviews).

- Relevant literature (art critiques, academic papers, monographs).

Methods

- Visual Analysis: Identifying Chinese and Western artistic elements in his works.

-Literature Review: Analyzing Lin Fengmian's artistic theories and creative
background.

- Comparative Study: Comparing his works with those of contemporary Chinese and
Western artists to explore his uniqueness.

Results and Discussion.

- Chinese-Western Integration: Traditional Chinese lines and ink techniques combined
with Western color and composition, creating a distinctive style.

- Innovative Expression: Introduced Western abstract techniques into traditional
Chinese painting, blending Eastern charm with modern sensibilities.

- Educational Impact: Promoted the integration of Chinese and Western art in
education, nurturing artists with international perspectives.

Discussion

- Cultural Identity and Innovation: Lin Fengmian demonstrated how to innovate while
preserving cultural identity.

- Complementarity of Chinese and Western Art: The two traditions can learn from
each other to create new forms.

- Educational Reform: Lin Fengmian's educational practices provided a model for
openness and diversity in Chinese art education.

Conclusion. Lin Fengmian's artistic practice is a model of Chinese-Western
integration. Through his works and educational efforts, he advanced the development of
modern Chinese art, offering valuable insights for contemporary artists.

Reference list

1. Lin Fengmian. (1986). Lin Fengmian's Art Collection. Beijing: People's Fine Arts Publishing House.
2. Lin Fengmian. (1990). Lin Fengmian's Art Theory. Shanghai: Shanghai People's Fine Arts Publishing House.
3. Wang Shouzhi. (2005). History of Modern Chinese Art. Beijing: China Youth Press.

7



4. Gao Minglu. (2010). History of Contemporary Chinese Art. Shanghai: Shanghai People's Publishing House.
5. Li Zhujin. (2008). Lin Fengmian and 20th Century Chinese Art. Hong Kong: Chinese University of Hong Kong Press.
6. Zhu Qingsheng. (2012). Research on Lin Fengmian's Art. Beijing: Peking University Press.

COMPARISON RESEARCH ON CHINESE CLASSICAL DANCE
AND WESTERN BALLET STAGE PERFORMANCE STYLES

Huang Jiayu,
master’s student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific supervisor — Vasiuchenko N.D., M.Ed., Senior Lecturer

This study aims to systematically compare the stage performance styles of Chinese
classical dance and Western ballet, reveal the similarities and differences between the two in
terms of action vocabulary, aesthetic characteristics and cultural expression, so as to deepen
the theoretical framework of cross-cultural dance research, and provide practical inspiration
for contemporary dance creation and international communication.

Materials and methods. The research background is based on the global context,
Chinese classical dance plays have developed rapidly (such as innovative plays such as
"Liang Zhu" and "Dream Dunhuang"), while Western ballet continues to influence the
international stage through classic works such as "Swan Lake™" and "Wuji". The comparison
between the two is not only related to the differentiated understanding of art forms, but also
the epitome of the dialogue between Chinese and Western cultural values, which has the dual
significance of academic and reality.

This study adopts mixed research method, combining literature analysis, case studies
and comparative aesthetic theory.

Results and their discussion. The development of Chinese classical dance at the
contemporary stage of its development is characterized by the following trends: 1) the
tendency to preserve the national diversity of traditional dance techniques in the classical
Chinese dance choreography; 2) active synthesis of various western traditions in the classical
Chinese dance choreography;

Through long-time development Chinese classical dance has made certain
achievements, formed a distinct dance style and enriched Chinese dance art. Established on
the foundation of the five-thousand-year-old, vast Chinese culture, classical Chinese dance is
one branch of the arts that uses the body as a performance medium. It includes a wide range
of difficult technical moves. Let us emphasize the following stylistic features:

1. As Chen Ling pointed out in "Analyzing the Cultural Differences between Chinese
Classical Dance and Western Ballet Dance”, Chinese classical dance at the contemporary
stage shows a tendency to preserve the national diversity of traditional dance techniques in
choreography [1]. This is in line with the unique cultural connotations it carries. Li Zijian, in
"Aesthetic System of Chinese Classical Dance and Classical Ballet", emphasizes that Chinese
classical dance has formed a distinct style based on China's profound cultural heritage [2]. It
has a rich range of difficult technical moves and unique aesthetic features.

2. In terms of the philosophical basis of action vocabulary, as Cai Lei analyzed in
"Comparison of Aesthetic Differences between Chinese Classical Dance and Western
Classical Ballet", Chinese classical dance's emphasis on "collar shape with intention", sinking
of the center of gravity, and restrained movement trajectory reflects the Taoist philosophy of
"virtual and real”, while Western ballet's "centrifugal” movements and pursuit of geometric
lines reflect rationalistic aesthetics [4]. Cheng Pengmin and LI Jing also discussed the
differences in action vocabulary in "Analyzing the similarities and differences between
Chinese classical dance and western classical ballet”, further supporting these findings [3].



3. Regarding stage narrative and cultural expression, Chen Ling noted that Chinese
classical dance plays often integrate opera programs with linear narratives and use props to
strengthen lyricism [1]. For Western ballet, its reliance on symphonic structure and use of
double dance lifting techniques to highlight dramatic conflict, as well as the symbolic
meaning of toe skills, are also in line with the analysis in relevant studies.

4. In the aspect of international communication path differences, Chinese classical
dance's use of digital technology to enhance visual impact and the challenges it faces, as well
as Western ballet's success in cross - cultural adaptation with classic IP, can be further
explored in the context of these studies.

Conclusion. This study reveals the fundamental differences between Chinese classical
dance and Western ballet in terms of aesthetic paradigm and cultural logic. These findings are
consistent with the research results of previous scholars. Chen Ling (2022) also explored the
cultural differences between the two dance forms from different angles. Li Zijian (2022)
provided in - depth analysis of their aesthetic systems. Cheng Pengmin and LI Jing (2013)
discussed their similarities and differences comprehensively, and Cai Lei (2009) focused on
the aesthetic differences.

The trend of integration in contemporary times for both dance forms, such as Chinese
classical dance drawing on modern drama structure and ballet's local adaptation, can be
further understood with reference to these previous studies. Future research on the
reconstruction role of digital technology on the two dance forms and the differences in cross -
cultural audience acceptance mechanism can also build on the existing research foundation
established by these scholars.

Reference list

1. Chen Xiao. A Brief Analysis of the Cultural Differences between Chinese Classical Dance and Western Ballet. / Chen Xiao. //
Shang Wu. - 2022. - No.21. - P.90-92.

2. Li Zijian. The Aesthetic Systems of Chinese Classical Dance and Classical Ballet./Li Zijian. // Shang Wu. - 2022. - No.11. -
P.62-64.

3.Cheng Pengmin, and Li Jing. A Brief Analysis of the Similarities and Differences between Chinese Classical Dance and
Western Classical Ballet. / Cheng Pengmin, Li Jing. // Can Hua (Cultural Horizon). - 2013. - No.3. - P.116-117.

4. Cai Lei. A Comparative Study on the Aesthetic Differences between Chinese Classical Dance and Western Classical Ballet. /
Cai Lei. - Shaanxi Normal University, 2009.

INNOVATION AND EXPANSION OF HOLOGRAPHIC PROJECTION
TECHNOLOGY IN STAGE SPACE CONSTRUCTION

Ji Wen Hao,
masters student, VSU named after P.M. Masherov, Vitebsk. Republic of Belarus
Scientific supervisor — Medvetsky A.V., PhD in Art History, associate professor

In the 21st century, stage art is undergoing significant technological changes. Traditional
stage performances struggle to meet the growing aesthetic demands and desire for novel
experiences of audiences. The emergence of holographic projection technology has opened up
new avenues for innovation in stage art. Many Chinese dance drama artists have utilized this
technology in their creations, such as Yang Lipings "Ambush on All Sides" and Han Zhens "Du
Fu." By employing holographic projection and unique three-dimensional imaging effects, these
works deliver realistic visual presentations and a high degree of immersion to the audience. This
has broken the physical limitations of space in many areas of stage and television arts, bringing
numerous possibilities to the construction and creation of stage spaces! [1]

Research purpose: Research holographic projection combined with Chinese stage art
to make special realistic spatial visual effects.



Materials and Methods: A comprehensive search was conducted on academic
databases and websites both domestically and internationally to collect performance and
competition videos of holographic projection technology from various professional groups at
home and abroad; representative Chinese stage art works such as "Du Fu™ and "Ambush on
All Sides" were carefully selected for detailed analysis from multiple perspectives including
technical application, artistic style, and market performance; comparisons were made between
different directors use of holographic projection technology, analyzing its impact on the
evolution of Chinas stage art landscape through characteristics in artistic style, production
techniques, and dissemination models.

Results and Discussion: Holographic projection technology has significantly
enhanced the visual effects and stage presentation of Chinese stage art productions. Taking
the dance drama "Du Fu" as an example, through holographic projection technology, realistic
ancient architecture, landscapes, and other stage backgrounds have been created, such as
vividly depicting scenes like Tang Dynasty palaces and streets, allowing the audience to feel
as if they have traveled through time into Du Fus era, enhancing the historical and authentic
feel of the dance drama. At the same time, dynamic light and shadow effects can be created to
complement the dancers performances, making the entire stage image more vivid and lifelike.
Taking the dance drama "Ambush on All Sides" as another example, holographic projection
can create scenarios and atmospheres that are difficult to present in real stage performances,
such as battle scenes, historical images, and fantastical character portrayals, like the clash of
arms and the sandstorms of ancient battlefields, immersing the audience in the era of the Chu-
Han Contention, greatly enriching the visual layers of the stage, breaking the limitations of
traditional stage design, and bringing more creativity and variation to the stage [2].

Holographic projection technology has significantly propelled the rapid development
of China's stage art market. By allowing directors to instantly transform various scenes and
costumes according to the needs of the plot, this technology has unlocked infinite possibilities
for stage space, providing audiences with a brand-new visual experience. Audiences can not
only appreciate the exquisite skills of dancers but also feel the awe-inspiring impact of high
technology, making Chinese stage art gradually stand out on the international market and
enhancing its international influence [3].

Conclusion:

1. Innovative forms of expression: Holographic projection technology opens up a
new road for the development of stage art, innovates stage expression forms in a unique and
unique way of space construction, breaks through the traditional stage restrictions, and brings
shocking and novel experience to the audience.

2. Promote artistic change: With the progress of technology and the mature
application of creators, holographic projection technology can deepen the change of stage art,
and constantly give birth to new stage expression techniques and artistic concepts.

3. Help the development of the field: Holographic projection technology provides
greater possibilities for the field of culture and art, and promotes the stage art to a new height.
By virtue of the innovation and expansion in the construction of the stage space, it injects
vitality into the development of the whole culture and art field and also drives the
development of the relevant industrial chain.

Reference list

1. Li, Ming. Application of holographic projection technology in stage art innovation / Li Ming // Art Science and Technology. —
2020. — Vol. 33, Ne 12. — P. 45-48.

2. Wang, Li. On the artistic effect of the integration of Chinese dance drama and multimedia technology : mumc. ... xamnm.
uckyccrsosenenus / Wang Li ; Beijing Dance Academy. — Beijing, 2021. — 180 p.

3. Zhang, Yue. Looking at holographic projection to reshape the stage space structure from "Ambush from Flying Daggers" /
Zhang Yue // Performing Arts Technology. — 2022. — Ne 8. — P. 32-37.
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NEW PRACTICES OF DIGITAL MEDIA ART IN THE ANIMATION INDUSTRY

Kang Jiawei
master’s student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific adviser — Medvetskiy A.V., PhD in Art History, associate professor

This paper delves into digital media art's new practices in the animation industry. By
examining its application in production, communication, and marketing, it uncovers both
positive impacts and challenges, offering insights for industry development [1].

The purpose of the Explore new digital media art practices in the modern animation
industry.

Material and Methods. The research uses a diverse range of animated works from
different regions and studios, including feature - length, short - form animations, and
animated series. Industry reports, academic papers, and data from production companies are
also gathered to understand the animation industry and digital media art application. A
comprehensive review of academic articles, industry magazines, and books on digital media
art and the animation industry provides theoretical insights and past research findings.
Multiple case studies of representative animated works analyze production, marketing, and
audience feedback to explore digital media art's practical use. Interviews with animators,
producers, and other professionals offer first - hand experiences and insights on using digital
media art in animation.

Results and their Discussion. In pre - production, big data analysis selects topics and
targets audiences, while VR creates immersive previews. During production, 3D modeling
and digital sculpting enhance character and scene details. Motion capture and intelligent
animation generation improve efficiency. Digital matte painting and special effects create
stunning visuals. In post-production, immersive audio and Al - assisted editing enhance the
viewing experience [2].

Animation Industry Communication and Marketing. Social media and short - video
platforms are key promotion channels. Transmedia storytelling and IP derivative development
expand an animated IP's influence. VR and AR experiential marketing offer new audience
engagement.

Digital media art enriches animation's artistic expression, optimizes production
efficiency, and broadens the market reach through new marketing methods [3].

The fast - paced technological advancements demand continuous skill - upgrading for
professionals, posing a talent - cultivation challenge. Balancing art and technology is tricky;
over - emphasizing technology may undermine artistic value. Also, digital copyright and
content security are pressing issues.

Conclusion. Digital media art has introduced new practices that deeply impact the
animation industry, from creation to promotion [4]. These changes bring benefits like
enhanced expressiveness and efficiency but also challenges in talent, art - technology balance,
and digital security. To ensure sustainable industry growth, these challenges must be
addressed while leveraging digital media art's advantages. Future research could focus on
better art - technology integration and improving digital security and copyright protection [5].
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INFORMATION TECHNOLOGY CHANGES THE PATTERN
OF CHINESE ANIMATION FILM ART

Li Feiteng,
master's student, VSU named after P.M. Masherov, Vitebsk. Republic of Belarus
Scientific supervisor — Medvetsky A.V., PhD in Art History, associate professor

Since the 21st century, Chinese animated films have made great progress and
breakthroughs. With the continuous development of information technology and the
continuous improvement of audience demand, Chinese animated films have reached new
heights in production quality, storyline, visual effects, etc [1].

The purpose of the study is to analyze the profound impact of information technology
on Chinese animated films.

Materials and methods. Materials and methods. Comprehensively search domestic and
foreign academic databases to collect various documents on the development of information
technology and animated films; select representative Chinese animated films such as "The Return
of the Great Sage" and "Jiang Ziya" and conduct detailed analysis from multiple angles such as
technology application, artistic style, and market performance; compare the characteristics of
Chinese animated films in different periods, and explain the role of information technology in
promoting the evolution of the artistic pattern of Chinese animated films.

Results and discussion. Results and Discussion. The application of information
technology has significantly improved the production efficiency and quality of animated
films. Taking the Chinese animated film "Jiang Ziya" as an example, 3D modeling technology
makes the characters come alive, with clear muscle lines and distinct clothing textures. The
film uses Al technology to assist in character action design, making the fighting scenes more
smooth and natural, greatly improving production efficiency and reducing labor costs. These
information technologies make animated characters lifelike and scenes three-dimensional,
fundamentally improving the production quality of animated films and providing a solid
technical foundation for improving the artistic expression of animated films [2].

Information technology has greatly enriched the artistic expression of animated films.
Take the Chinese animated film "Deep Sea" as an example. The particle ink painting
technology used in it combines traditional ink painting with modern digital technology to
create unprecedented fantasy visual effects, showing the mystery and magnificence of the
deep sea world with colorful pictures, allowing the audience to feel the unique charm of
Chinese traditional culture. This technological innovation enables animated films to better
explore and display traditional Chinese cultural elements, creating an artistic style that is both
national and modern, greatly expanding the boundaries of animated film artistic expression
and enhancing the aesthetic connotation and cultural value of animated films.

Information technology has promoted the rapid development of China's animation film
market. High-quality animation works have attracted more audiences and increased box office
revenue. At the same time, Chinese animation films have gradually emerged in the
international market with the advantages of combining technology and art, enhancing the
international influence of Chinese animation films. Take the Chinese animated film "Nezha:
The Devil Child Comes into the World" as an example. Its final box office performance in
China was 4.97 billion yuan. It is not only the highest-grossing animated film in Chinese film
history, but also the highest-grossing animated film in a single market in the world [3].

Conclusions. The application of 3D modeling technology makes the production of
animation characters and scenes more refined and realistic; VR and AR technology provide
audiences with an immersive viewing experience; the application of Al technology in
animation production has significantly improved production efficiency. efficiency.
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Digital painting technology enables animated films to better present elements of
traditional Chinese culture and promote the inheritance and innovation of Chinese traditional
culture.

High-quality animation works attract more audiences and increase box office revenue.
With the advancement of technology, the optimal allocation of resources and the reduction of
costs have been achieved, and more production companies are able to enter the market,
forming a diversified competitive landscape.
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CINEMATIC CULTURAL DIALOGUES:
ZHANG YIMOU AND STEVEN SPIELBERG

Li Peining,
master’s student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific adviser — Medvetskiy A.V., PhD in Art History, associate professor

As a carrier of cultural expression, cinema profoundly reflects the divergent cultural
identities between China and the West. This study compares films by Zhang Yimou and
Steven Spielberg to analyze their differential encoding of cultural symbols through narrative
themes, visual styles, and sociopolitical contexts. Zhang Yimou's (Zhang's) works are rooted
in Confucian traditions. By leveraging symbolic colors (for example, the red metaphor that
symbolizes the power structure in the film Hero) and collective memory, he constructs
cultural identity [1, 3]. In contrast, Spielberg’s films are anchored in Western Enlightenment
values, transmitting Judeo-Christian ethics through individual heroism and universal
humanism (e.g., the religious portrayal of redemption in Schindler’s List) [2,4]. The global
success of both directors highlights tensions between cultural specificity and cross-cultural
appeal, while also reflecting the impact of creative environments — the contrasting censorship
mechanisms of China’s "main melody" cinema versus Hollywood’s market-driven model —
shaping distinct narrative strategies [5].

The purpose of the scientific article is to analyze the differences between films by
Zhang Yimou and Steven Spielberg.

The research objectives focus on: analyzing how the two directors encode cultural
symbols through cinematic language; exploring pathways to balance local traditions with
global audience demands; evaluating how policy frameworks (e.g., censorship and
commercialization) both constrain and facilitate creative freedom and cultural expression.

Material and Methods. This research employs a comprehensive analytical framework
to examine the cultural encoding strategies of Zhang Yimou and Steven Spielberg. Selected
films include Raise the Red Lantern (1991), E.T. (1982), and The Great Wall (2016), which
represent pivotal works reflecting their respective cultural contexts and directorial visions.
Theoretical foundations are drawn from cultural semiotics [1] to decode symbolic systems
embedded in cinematic elements, and auteur theory [2] to trace consistent thematic and
stylistic signatures across their oeuvres.

Methodologically, the study conducts semiotic analysis of visual motifs — such as the
symbolic use of red in Zhang’s films as a metaphor for power dynamics and cultural identity,
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and Spielberg’s recurring "God light" technique to evoke transcendence in humanistic
narratives. Historical contextualization situates films like To Live (1994) within post-
Tiananmen sociopolitical discourses in China [5], while comparative readings of cross-
cultural collaborations like The Great Wall (2016) reveal tensions between Sinocentric and
Hollywood-driven creative logics. This triangulation of textual analysis, theoretical
interpretation, and historical situatedness aims to uncover how cultural symbols are
strategically deployed to construct and negotiate national identities in global cinema.

Results and their Discussion. This research is likely to yield significant results
regarding the cultural and thematic elements in the works of Zhang Yimou and Steven
Spielberg. Zhang Yimou's House of Flying Daggers (2004) is expected to showcase Taoist
harmony. This is achieved through the use of water imagery, which symbolizes the fluidity
and balance central to Taoist thought, and calligraphic choreography, which represents the
artistry and discipline associated with this philosophy [3].

On the other hand, Steven Spielberg's Close Encounters of the Third Kind (1977) is
anticipated to present technology as a powerful metaphor for American optimism. The film
depicts technology as a force that enables humanity to reach for the stars and engage with the
unknown, embodying the nation's belief in progress and innovation [2].

However, the cross — cultural collaboration The Great Wall (2016) is likely to highlight
the tensions between global and local elements. The film has already faced criticism for what
some see as cultural compromise. In an effort to appeal to international audiences, it may have
diluted certain aspects of Chinese culture, while also struggling to fully integrate Western
narrative styles [5]. Overall, these findings are expected to offer valuable insights into how these
two directors navigate cultural differences and global expectations in their filmmaking.

Conclusion. Zhang Yimou and Steven Spielberg’s creative practices vividly illustrate the
dialectic between cultural specificity and global appeal. While Zhang constructs cultural identity
through Confucian philosophical symbols and national aesthetics such as the red metaphor in
Raise the Red Lantern (1991) — Spielberg’s works propagate Western values via individualistic
heroism and universal humanism, as seen in Schindler’s List (1993). Their global success
underscores how cultural symbols can transcend borders when embedded in emotionally resonant
narratives, yet also highlights tensions between preserving indigenous traditions and pandering to
international markets, as exemplified by the cultural hybridity of The Great Wall (2016).
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CHARACTERISTICS OF COURT PORTRAITS
OF EMPERORS THROUGHOUT THE AGES

Li Zigian,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Academic supervisor — Lollini A.D., PhD in Art History, Head of the Fine Arts Department

This thesis focuses on the court portrait works of emperors in European history,
aiming to comprehensively sort out their development context and deeply analyze the specific
evolutionary characteristics. The court portraits of European emperors are not only artistic
creations but also visual records of politics, culture, and society. They carry the spirit of the
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times and reflect the ideology of the ruling class, which is of great significance for the study
of art history and also provides a unique perspective for understanding the historical evolution
of Europe. By discussing these portraits, we can gain insights into the symbols of power,
aesthetic concepts, and the integration of cultural exchanges in different periods, which helps
to deepen our understanding of the overall history and culture of Europe.

Materials and Methods. The research materials cover a vast number of court portrait
paintings from the ancient Greek and Roman periods to modern and contemporary times,
including precious treasures in museum collections and images recorded in art history
documents. Examples include the Statue of Augustus from the Roman Empire period, Titian's
Equestrian Portrait of Charles V from the Renaissance period, as well as representative works
in Baroque, Rococo, and modern styles, spanning a variety of painting materials and
techniques.

The image analysis method is used to carefully examine the composition, color, the
posture and expression of the characters, and the background elements of the portraits, so as
to explore their symbolic meanings and artistic techniques [1]. Combined with historical
document research, the portraits are correlated with political events, cultural trends, and social
changes in the same era to explore the historical driving forces behind them. The comparative
research method is adopted to compare the portraits of different periods and regions,
summarize the commonalities and differences, and clarify the evolution track of the styles [2].

Results and Discussion. Development Process: In the early days, the portraits of
ancient Greece and Rome emphasized the integration of realism and idealization, showing the
beauty of the human body and the personality of the characters. In the Middle Ages,
dominated by religion, the portraits presented stylized and sacralized characteristics,
emphasizing religious symbols and the divine right of kings [3]. During the Renaissance, with
the revival of humanism, the works returned to human nature and were vividly portrayed in
detail. In the Baroque and Rococo periods, the style shifted towards being magnificent,
dynamic, and decorative, showing the luxurious life and aesthetic taste of the nobility. In
modern and contemporary times, affected by diverse ideological trends and the impact of
photography technology, the styles are diverse, and the connotation has shifted from simple
eulogy to diversified expression.

Evolutionary Characteristics: In terms of style, it has evolved from classical
solemnity to diversified innovation, reflecting the changes in aesthetics and ideas. The
function has expanded from demonstrating power and religious propaganda to a carrier of
cultural communication and artistic aesthetics. Technological innovation has promoted
creation. From simple painting materials to complex techniques, it has enhanced the
expressive power. Cultural integration is remarkable. The cultural exchanges among
different regions and ethnic groups have made the portraits possess both local and foreign
characteristics [4].

Discussion: Political changes have a profound impact on portrait creation. New
regimes often use portraits to reshape the authoritative image. Cultural ideological trends
such as humanism and the Enlightenment have given new connotations to the works.
Economic development provides a material foundation for art, and the patronage system
affects the creative direction. The changes in social classes are reflected in the portraits.
For example, the rise of the urban middle class has made the artistic themes more
abundant [5].

Conclusion. The conference comprehensively presents the development and
evolutionary characteristics of the court portrait works of emperors in European history. From
ancient times to the present, they have evolved with the development of the times, constantly
changing in style, function, technology, and cultural connotation. These portraits are not only
artistic treasures but also witnesses of history, carrying political, cultural, and social
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information. Future research can broaden the scope, explore more niche works, and use
interdisciplinary methods, such as combining sociology and psychology to deeply analyze the
profound meanings of the works, injecting new vitality into the study of European history and
culture, and making these precious artistic heritages continue to shine in academic research.
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AN EXPLORATION OF TRADITIONAL
AND MODERN ARCHITECTURE IN HEBEI ACADEMY OF FINE ARTS

Liu Jiao,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Academic supervisor — Lollini A.D., PhD in Art History, Head of the Fine Arts Department

In the realm of architectural aesthetics, the coexistence and interaction between
traditional and modern architecture have captured significant attention. As Mr.
Wu,Liangyong stated in General Architecture, "Architectural issues must be studied from
a cultural perspective because architecture is nurtured in the soil of culture; meanwhile, as
a part of cultural development, it becomes a tangible and specific manifestation of
culture." Hebei Academy of Fine Arts, with its unique integration of traditional Chinese
and modern Western architectures, presents an excellent example for exploring this
phenomenon [1, p. 168].

The primary goal of this research is to comprehensively analyze the collision and
integration of traditional and modern architecture within Hebei Academy of Fine Arts.
Specifically, it aims to uncover the distribution and design characteristics of these two
architectural styles across the campus space, explore their integration methods in terms of
structure, materials, and decoration, and evaluate the aesthetic and cultural value of the
integrated architecture within the campus environment.

This study holds both theoretical and practical significance. Theoretically, it
enriches the academic research on architectural aesthetics, providing new perspectives and
methods for understanding the relationship between traditional and modern architecture.
Practically, it offers valuable references for campus planning, architectural design, and
cultural heritage preservation. The experiences of Hebei Academy of Fine Arts can guide
other educational institutions in creating unique campus environments and assist architects
in designing buildings that seamlessly blend tradition and modernity.

Materials and methods. Comprehensive literature review was conducted,
involving the collection and analysis of historical documents, academic papers,
professional books, and online resources related to Chinese and Western architectural
cultures, spatial architecture, and Hebei Academy of Fine Arts. This approach laid a solid
theoretical foundation, facilitating a deeper understanding of the development and
evolution of architectural cultures.

Research methods employed include literature research, historical analysis, field
investigations, image case analysis, expert interviews, and interdisciplinary research
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Results and discussion. Hebei Academy of Fine Arts consists of two campuses,
each with distinct architectural styles. The North Campus adheres to the principle that
“Chinese architecture is always in harmony with nature, rather than against it.” and is
predominantly characterized by traditional Chinese architecture. In contrast, the South
Campus features European - style castle - like architecture. The "Art Empire"” is a large -
scale creative experience park with diverse functions. The castle complex, inspired by
European classical architecture, is magnificent [2, p. 212].

Structurally, some buildings incorporate traditional Chinese wooden structures
with modern building techniques, ensuring both structural stability and aesthetic appeal.
Architects always need to balance between the aesthetics of artists and the scientific
technology of engineers, seeking equilibrium between technology and aesthetics.
Regarding materials, traditional materials such as wood and stone are combined with
modern building materials. Meanwhile, modern materials like glass and steel are used in
certain areas to add a contemporary touch. [3, p. 190]

In terms of decoration, traditional Chinese decorative elements, such as carved
windows and colored paintings, are integrated with Western - style sculptures and reliefs.
This combination enriches the decorative language of the buildings and reflects the
collision and integration of different cultures.

Aesthetically, the integration of traditional and modern architecture creates a
unique campus landscape. The main forms of beauty are "order, symmetry, and clarity” in
space. The contrast between the tranquility of the traditional Chinese garden - style
architecture in the North Campus and the grandeur of the European - style castles in the
South Campus generates a powerful visual impact. The campus layout adheres to the
principles of formal beauty, including the principles of diversity and unity, balance,
proportion and scale, rhythm and rhyme, and human - orientation, enhancing the overall
aesthetic value [4, p. 265].

Culturally, the traditional architecture on campus serves as a carrier of Chinese
traditional culture, contributing to the inheritance and promotion of ancient Chinese
architectural techniques, aesthetic concepts, and cultural traditions. The integration of
Western - style architecture also reflects the trend of cultural exchange and integration in
the modern era, fostering a diverse and inclusive campus cultural atmosphere.

However, architectural integration has faced challenges. Some style combinations
seem forced and lack cultural depth. To solve this, conduct in - depth cultural research
before design to base the integration on a good understanding of different cultures.
"Innovation is the ultimate goal." Encourage constant innovation in design concepts and
techniques to create more harmonious and distinctive architecture [5, p. 2].

Conclusion. This research provides valuable references for architectural aesthetics
theory and practice. It encourages more educational institutions and architects to explore
the integration of traditional and modern architectures, promoting the innovation and
development of architectural design and the inheritance and innovation of culture. In the
future, with the continuous progress of globalization, the exploration of the modern
expression of traditional architectural culture will remain a crucial topic in the
architectural field.
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THE PORTRAIT PAINTING IN CHINA
IN THE END OF 1950 TO 21th CENTURY

Liu Nan,
master’s student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific adviser — Tsybulsky M.L., Ph.D. Art History, associate professor

The purpose of this research is to analyze in depth the development history of
Chinese portrait painting from the late 1950s to the 21st century. Through the research on
portrait paintings of different periods, artists' creative concepts and artistic trends of
thought, it is clear that the style evolution, subject matter expansion and technique
innovation of Chinese portrait painting at this stage under the influence of social changes.

Materials and Methods. The material for this study was the works of Chinese
artists done in watercolor and oil painting from the late 1950s to the 21st century.
Analysis methods include:

1. Graphic analysis: Carefully interpret the visual elements such as picture
composition, color matching, character modeling, brushstrokes and texture of portrait
paintings, and explore the artistic language and cultural symbolism contained in them.

2. Historical context research: Place portrait paintings in the social, political,
economic and cultural background of a specific historical period, and explore the
influence of era factors on artistic creation.

3. Comparative research: Horizontally compare the portrait paintings of different
artists in the same period and analyze their style differences; vertically compare the
changes in subject matter, techniques and expression content of portrait paintings in
different periods, and sort out the development context of portrait painting.

Results and Discussion. This research not only enriches the theoretical system of
portrait painting research in the field of Chinese art history, but also provides a reference
for contemporary artists on how to integrate traditional and modern elements in their
creation and grasp the spirit of the times. It has important theoretical and practical
significance.

The collection covers representative Chinese portrait paintings from the late 1950s
to the 21st century, such as Dong Xiwen's "Founding Ceremony", Wang Shigu's "Blood
Clothes™, Jin Shangyi's "Tajik Bride"”, Luo Zhongli's "Father", Leng Jun's "Portrait of the
Face-Xiao Luo" and so on [1].At the same time, extensive collection of artist's creative
notes, art criticism articles, art college textbooks, and various art exhibition materials,
these materials provide a comprehensive understanding of the background of the creation
of works, the use of techniques, and artistic concepts. Rich materials [2].

From the late 1950s to the 21st century, Chinese portrait painting has undergone a
development process from the realistic style of serving political propaganda, to the
exploration of multiple styles, to a high degree of personalization and diversification [3].
In the early days, it was influenced by political ideology, mainly depicting workers,
peasants, soldiers and revolutionary leaders, and its style was biased towards realism.
After the reform and opening up, Western artistic thought inspired artists to explore
different styles and techniques, and traditional and modern, local and foreign cultures
blended with each other [4].

Conclusion. In the 21st century, in the context of globalization and cultural
diversity, portrait painting pays more attention to individual expression and artistic
language innovation.In the future, Chinese portrait painting should continue to actively
absorb the essence of international art on the basis of inheriting traditional culture, and
while maintaining diversified development, tap into the deeper spiritual connotation of

18



works to adapt to changing social and cultural needs and bloom unique brilliance on the
world art stage.
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THE AESTHETIC CORE OF "WENQI" IN CHINESE CALLIGRAPHY
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Scientific supervisor — Vasiuchenko N.D., M.Ed., Senior Lecturer

The concept of "literary style" has long been central to Chinese calligraphy aesthetics,
embodying the interplay between textual content, artistic expression, and cultural philosophy.
Rooted in classical literary criticism and Confucian-Taoist thought, wenqi transcends mere
technical skill to represent the spiritual vitality and rhythmic harmony inherent in brushwork.
This study investigates the historical evolution, aesthetic principles, and contemporary
reinterpretations of wenqi in calligraphy, aiming to bridge classical theory with modern
artistic practices. Through interdisciplinary analysis of canonical texts, masterworks, and
contemporary innovations, this research seeks to redefine wenqi as a dynamic framework for
understanding calligraphy’s role in cultural identity and global art discourse.

The term wengqi, literally "literary breath" or "cultural vitality," originated in classical
Chinese literary criticism (e.g., Cao Pi’s Discourse on Literature) and was later adopted into
calligraphy theory during the Tang and Song dynasties. It encapsulates the fusion of textual
meaning, rhythmic brushstrokes, and the artist’s moral cultivation. For instance, Sun
Guoting’s Treatise on Calligraphy (7th century) emphasizes wengqi as the "spiritual resonance"
that elevates script beyond formalism [1]. In contemporary practice, wenqi remains a
contested yet indispensable criterion for evaluating calligraphic excellence, reflecting tensions
between tradition and modernity.

The research included the following aspects:

1. To trace the conceptual evolution of wenqi from literary theory to calligraphy
aesthetics.

2. To analyze how wenqi manifests in iconic works (e.g., Wang Xizhi’s Preface to the
Orchid Pavilion and Yan Zhenqing’s stele inscriptions).

3. To explore its adaptation in modern calligraphy, including digital and cross-cultural
contexts.

Material and Methods. In the exploration of this research, the materials draw from a
comprehensive range of sources. Classical texts, including "Shu Pu", "Yi Zhou Shu", and
Ming-Qing calligraphy critiques, form the theoretical bedrock, offering valuable insights into
the historical development of calligraphic concepts and aesthetic standards. Masterworks,
such as the renowned Tang-Song period scrolls, Qing dynasty rubbings that preserve
traditional calligraphic essence, and 20th-century innovative creations, vividly represent the
evolution of calligraphic styles and techniques, embodying the cultural and aesthetic values of
different eras. Contemporary case studies, like Xu Bing’s revolutionary Square Word
Calligraphy and digital calligraphy installations that integrate modern technology, showcase
the emerging trends and possibilities in the field.
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Regarding the research methodology, a Historical-Genetic Analysis is applied to map
the evolution of the "wenqi" concept from the Han Dynasty to the Digital Age, elucidating
how it has been shaped by historical, cultural, and social factors. A Formal-Stylistic Analysis
is utilized to meticulously analyze brushstroke techniques, compositional balance, and ink
dynamics in selected works, uncovering their unique aesthetic qualities. Semiotic
Interpretation is employed to reveal the cultural symbols, such as the yin-yang balance,
hidden within "wenqi" expressions. Finally, a Comparative Study is conducted to contrast
"wengi" with Western aesthetics, like "sprezzatura™ in Renaissance art, facilitating a deeper
understanding of the similarities and differences between Eastern and Western aesthetic ideals
in the context of calligraphic art.

Findings and their Discussion. This research anticipates uncovering significant
insights into the concept of wenqi in calligraphy, exploring its philosophical roots,
practical manifestations, and modern reinterpretations. Wenqi is deeply rooted in Chinese
philosophy, being a synthesis of Confucian and Taoist ideas. In Zhao Mengfu's works,
wenqi embodies the integration of Confucian ren ({) emphasizing moral virtue and
humanity, and Taoist ziran (H%X) representing naturalness and spontaneity, as his
calligraphy combines traditional form rigor with spontaneity, reflecting these ideals [2].
The concept of qi (‘i) is crucial in wenqi philosophy; as in Fu Shan’s “script as
personhood” theory [3], it links calligraphic rhythm to the cosmic order, suggesting
calligraphic energy and rhythm connect to the universal order. In practical calligraphic
expression, wenqi has diverse forms. Wang Duo’s wild cursive script (¥E5&L) is a prime
example, with its seemingly chaotic yet harmonious composition, bold brushstrokes, and
intricate rhythm powerfully expressing wenqi. Lin Fengmian’s modernist experiments,
balancing ink wash fluidity with structural precision [4], re - interpret traditional wenqi in
a modern context, showing its adaptability. In the modern era, technological
advancements and cross - cultural exchanges have led to new interpretations of wenqi.
Digital calligraphy tools like VR brushwork redefine wenqi through interactivity and
algorithmic randomness, blurring the boundaries between artist, work, and viewer. There's
also a resonance between wenqi and Abstract Expressionism's “gestural energy” as seen in
Franz Kline's works [5], indicating wenqi has universal elements, opening new ways for
its exploration and evolution. Overall, these findings will deepen our understanding of
wenqi and its potential for development and cross - cultural exchange in the contemporary
art world.

Conclusion. This study posits that wengi serves not only as a historical aesthetic
standard but also as a living philosophy adaptable to technological and cultural shifts. By
recontextualizing wengi within global art narratives, calligraphy can transcend its
ethnocentric confines and contribute to universal discourses on creativity and humanistic
expression. Future research will focus on developing a wengi-based evaluation framework
for digital art preservation.
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THE EVOLUTION AND DEVELOPMENT
OF CHINESE FOLK DANCE

Shi Xinquan,
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As an important carrier of Chinese national culture, Chinese folk dance carries the
historical memories, beliefs, customs, etc. of various ethnic groups. At a time when the
process of globalization and modernization is accelerating, studying its evolution and
development is of great significance to protect national cultural diversity, enhance
national cultural self-confidence, and promote the development of cultural industries. At
the same time, it also contributes to the theoretical construction and creative practice in
the field of dance art, and provides rich teaching resources for dance education.

Materials and methods. Historical documents and materials: including ancient music
and dance classics, records of dance in the history books of various dynasties, oral histories of
folk artists, etc. Video data: collect videos of ethnic folk dance performances from different
periods, field survey images, etc. Field survey materials: conduct field visits to settlements of
various ethnic groups to record dance performance forms, costumes and props, musical
accompaniment, inheritance methods, etc.

Literature research method: Systematically comb through historical documents and
explore the development context and characteristics of ethnic folk dance in different
historical periods. Case analysis method: Select representative ethnic folk dances, such as
Tibetan pot village dance, Dai peacock dance, etc., for in-depth analysis. Interdisciplinary
research method: Combining interdisciplinary theories such as history, sociology, culture,
and art to comprehensively analyze the internal laws of the evolution and development of
national folk dance.

Results and discussion. Ancient times: National folk dances have a strong religious
color and practical functions. With the change of dynasties, cultural exchanges between
various ethnic groups have been frequent, and they have been continuously absorbed and
integrated, forming unique styles and forms of performance. Modern and modern times:
Influenced by the changes in Western culture and Chinese society, national folk dance has
begun to incorporate new forms of expression and themes on the basis of retaining traditional
elements. Contemporary: Under the wave of globalization and modernization, national folk
dance has shown a diversified development trend.

Facing challenges and strategies: The younger generation has insufficient interest in
national folk dance, and how to maintain the cultural characteristics and artistic value of
national folk dance has become a difficult problem. Ethnic folk dances face fierce competition
in the cultural market, and commercial development is more difficult. It is necessary to
strengthen the inheritance of education, integrate national folk dance into the school education
system, and on the basis of retaining the cultural core, encourage creators to innovate in
combination with modern aesthetics and scientific and technological means, strengthen brand
building, and enhance the market influence of national folk dance through cultural tourism,
performance markets and other channels.

Conclusion. evolution and development of Chinese folk dance is a long-term and
complex process. In contemporary society, national folk dance is not only facing the
challenges of inheritance and development, but also ushering in opportunities for
innovation and prosperity. Through a series of strategies, Chinese national folk dance can
rejuvenate in the new era, realize the organic unity of cultural inheritance and artistic
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innovation, and make greater contributions to the prosperity and development of Chinese
national culture.
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The Bai Jiama is the general term for all kinds of carved prints used by the Bai folk in
praying for blessings and sacrifices. It is a rare woodcut printmaking art treasure that
preserves the unique culture and original ecology of the frontier ethnic areas. The Bai Jiama
sustains the traditional national beliefs of the Bai people and their prayers for a better life. It
carries the unique spiritual civilization and precious national soul of the Bai people, which is
of great value for protection and development.

Materials and methods. However, due to the influence of multiple factors, the Bai
Jiama is facing a situation of no inheritance and gradual decline, and has become one of the
Chinese folk cultural heritage rescue projects. Therefore, in order to change the status of the
Bai Jiama, it is urgent to seek ways to add new vitality and expand new roads to the
traditional Bai Jiama.

Results and discussion. Jiama carving technology, as a unique folk woodcut
printmaking technique in Southwest China, carries rich folk culture and aesthetic value. Its
integration into university art courses is an important practice of traditional cultural
inheritance and art education innovation. With Jiama carving technology as the core, this
article discusses its teaching application path and strategy in university art courses. Through
systematically combing the historical context, craftsmanship characteristics and cultural
connotation of Jiama carving, combined with the concept of modern art education, it is
proposed that curriculum design should pay attention to the integration of theory and practice,
and build a trinity teaching model of “skill study—cultural interpretation—innovation
transformation”.In specific practice, the curriculum strengthens students' intuitive experience
of traditional craftsmanship by introducing training in the carving techniques of Jiama
carving; combines interdisciplinary knowledge such as folklore and art history to deepen
students' understanding of traditional culture; at the same time, students are encouraged to
reconstruct traditional patterns with modern design thinking and develop derivative works
that combine cultural heritage and contemporary aesthetics. Studies have shown that the
curriculum application of Jiama carving technology can not only enhance students' practical
ability and creativity, but also activate the vitality of traditional art in college education, and
provide new ideas for the collaborative development of intangible cultural heritage protection
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and art education. This exploration not only expands the cultural dimension of university art
courses, but also provides a practical example for the transformation and dissemination of
traditional culture in contemporary art education.

During the research process, the author used literature review, questionnaire survey,
case analysis, empirical research and data analysis to conduct comprehensive reflection and
summary, and put forward practical suggestions and future research directions.

Conclusion. Jiama carving broke through the boundaries of religion and turned into a
pure prayer. Through Jiama, the locals have constructed a world where man and nature,
ancestors, and gods coexist. Although Jiama has a long history, it has not formed a clear
written record, but the continuation of each Jiama and the meaning in it are passed down from
generation to generation. In order to win the favor of contemporary young people, the black
and white armored horses that have been circulating for thousands of years have begun to
have color. With the country's emphasis on the protection of intangible cultural heritage, the
Bai Jiama has been better promoted and inherited. The Bai Jiama Training Institute has been
established in Dali. Through the integration of folklore, tourism and Bai Jiama, a series of
intangible cultural heritage products have been launched, which has effectively promoted the
promotion and inheritance of the Bai Jiama, so that more people can come into contact with
the Bai Jiama culture and other intangible cultural heritage.

TRADITIONS OF IMPRESSIONISM IN CHINESE OIL PAINTING

Weng Xue,
master’s student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific supervisor — Vasiuchenko N.D., M.Ed., Senior Lecturer

Chinese oil painting has undergone more than a century of development and is a
crystallization of the localization of Western art. Impressionism, as stylistic direction of
Western art, has had a profound impact on it. This study focuses on the Impressionist tradition
in Chinese oil painting, analyzing its acceptance, transformation, and innovation in the
Chinese context, and sorting out the connection between the two. It helps to understand how
artists integrate Chinese and foreign cultures, create local characteristic languages, grasp the
development of oil painting, and provide examples for cross-cultural dissemination of art.

Materials and methods. Adopting a combination of literature and image analysis.
The literature covers the history of oil painting, artist information, etc. The material for the
study was the works of painting from various sources, including art museums, art galleries, art
historical archives, and online art databases. The selected images include works in
impressionist style such as Lin Fengmian's "Autumn Rush" and Wu Guanzhong's "Jiangnan
Water Town".

From the three-dimensional analysis of artistic style (brushstrokes, colors,
composition), cultural connotations (cultural symbols, symbolic meanings), and the influence
of the times, the triangulation method is used to ensure objectivity, and expert review is
invited to prevent subjective bias.

Results and their discussion. At the end of the 19th century, Impressionism emerged
in France, known for its unique light color expression. At the beginning of the 20th century,
with the influx of Western ideas, Impressionism was introduced to China [1].

In the course of this research, we studied the use of Impressionist traditions in Chinese
oil painting, analyzed the process of its adoption and transformation in the Chinese cultural
and social environment, how artists absorb foreign nutrients to create local styles [2], deepen
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their understanding of the growth trajectory of oil painting, and analyze the cross - cultural
dissemination mechanism of art in the context of globalization.

Analysis reveals that Chinese artists engage in localized innovation when drawing
inspiration from Impressionist techniques.

In terms of artistic style, learning from its brushstrokes and colors, emphasizing lines
and artistic conception, such as Lin Fengmian's works incorporating the freehand charm of
traditional ink painting [3]. In terms of cultural connotations, Wu Guanzhong's works are
typical of combining impressionist natural light and color with traditional landscape imagery
[4]. Under the influence of the times, there has been a transition from imitation to innovation,
from Westernization to localization. Early artists introduced techniques, while later artists
developed their own personal styles, showcasing their exploration of artistic localization.

Conclusion. This study reveals the evolution of Impressionism in Chinese oil
painting, where artists localized their techniques and created a unique language. The
significance lies in deepening the exchange and understanding of Chinese and Western art,
providing reference for contemporary creation, highlighting cultural consciousness, and
promoting artistic transformation.

In the future, we can expand our research on the influence of other schools of thought
and explore new forms of digital impressionism to assist in the innovation of traditional art.
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CROSS CULTURAL DIALOGUE IN DECORATIVE ARTS: AN ANALYSIS
OF THE ARTISTIC STYLES OF ALPHONSE MUCHA AND ZHANG GUANGYU
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Decorative art transcends time and space and has a wide impact. This study focuses on
Alphonse Mucha and Zhang Guangyu. The former is a representative of the Art Nouveau
movement, integrating Eastern aesthetics with Western traditions; The latter is a pioneer in
modern Chinese decoration, combining elements of both Chinese and Western art.

By comparing the two, we can explore the similarities, differences, and integration of
decorative arts in Eastern and Western cultures.

Research Background and Purpose. Globalization has led to frequent cross-cultural
dialogues in decorative arts, making it a focus of contemporary art research.

Mucha was created during the industrialization period in Europe, and his works are
full of nostalgia for nature and handicrafts; Zhang Guangyu lived in an era of social change in
China, and his works showcase the collision and integration of tradition and modernity, as
well as the fusion of Chinese and Western cultures.

Analyzing both can help understand the cross-cultural development of decorative arts.

Materials and Methods. Using the method of literature and image comparison, the
materials include artist biographies, collections of works, etc. The images include Mu Xia's
"Four Seasons" and Zhang Guangyu's "Journey to the West".
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From the perspective of artistic style, cultural connotation, and the influence of the
times in three dimensions, pay attention to visual elements such as composition and color, and
cultural symbolism. Use triangulation to ensure objectivity and invite expert reviewers to
avoid subjective bias.

Research Results and Discussion. By comparison, it can be found that the artistic
styles of the two are different. Mucha showcases the New Art Movement's pursuit of nature
through curves, soft colors, and elegant female figures; Zhang Guangyu emphasizes
geometric modeling, strong color contrast, and blends Chinese and Western styles.

In terms of cultural connotation, Mu Xia blends diverse cultures to showcase an
Eastern flavor, while Zhang Guangyu roots in tradition and draws on Western art to create a
modern style with ethnic characteristics. In terms of the influence of the times, the works
respectively reflect the industrialization of Europe and the social changes in China.

They set an example for cross-cultural dialogue, innovate with foreign elements, and
promote the development of art and culture.

Conclusion. This study reveals the integration and innovation of decorative art in
Eastern and Western cultures. The two of them rooted themselves in the local area, absorbed
foreign cultures, and engaged in cross-cultural dialogue that emphasized understanding and
innovation. The significance lies in: deepening cross-cultural communication and
understanding of decorative arts; Provide reference for contemporary creation; Highlighting
the crucial role of cultural diversity in artistic innovation and inspiring art education and
cultural industries. Future research objects can be expanded to explore new paths for
decorative arts in the digital age.
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CHINESE FIGURATIVE PAINTING
OF THE TANG DYNASTY IN MODERN ILLUSTRATION
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Scientific supervisor — Sokolova E.O., PhD in Pedagogical Sciences, Associate Professor

The Tang Dynasty is considered a golden age in the history of Chinese painting, with
figure painting reaching remarkable artistic achievements during this period. Tang Dynasty
figure painting, known for its exquisite line-drawing techniques, vivid character portrayal, and
profound spiritual expression, stands as a treasure in Chinese art history. In this research
explores the inspiration of Tang Dynasty figure painting on modern illustration, aiming to
understand how Tang artistic techniques and aesthetic philosophies influence contemporary
illustration creation and to investigate the innovative application of traditional art in modern
design.
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Material and Methods. This study is based on the analysis of classic Tang Dynasty
figure paintings, historical documents, and modern illustration cases. Primary materials
include works by renowned Tang Dynasty painters such as Wu Daozi and Yan Liben, as well
as collections by modern illustrators. Research methods involve the interpretation of Tang
Dynasty figure painting techniques, comparative analysis with modern illustration techniques,
and the exploration of innovative uses of traditional artistic elements in modern illustration.

Results and Discussion. Being a fusion of various religions, philosophies and schools
of thought, the art of the Tang Dynasty reflected a kaleidoscope of international influences,
which were assimilated mainly through conquest and trade. Research indicates that Tang
Dynasty figure painting influences modern illustration primarily in three aspects: technique,
composition, and aesthetic philosophy.

Figurative painting of the Tang Dynasty is characterized by:

1. Inheritance and Innovation of Line-Drawing Techniques. Tang Dynasty figure
painting centers on line drawing, with fluid and expressive lines, such as Wu Daozi's "Wu
Daozi's Flowing Ribbons" technique, which vividly captures the dynamics and charm of
figures through variations in line density, thickness, and rhythm (Figure 1). Modern
illustrators draw inspiration from this technique, combining traditional line drawing with
modern digital tools to create works that blend traditional charm with contemporary appeal.
For example, many illustrators emphasize the fluidity and expressiveness of lines when
depicting characters, infusing their works with vitality.

2. Inspiration from Composition and Narrative. Tang Dynasty figure painting focuses
on narrative and dramatic composition, often conveying stories through clever arrangements
and character interactions. For instance, Yan Liben's *The Emperor Taizong Receiving the
Tibetan Envoy vividly depicts Emperor Taizong meeting an envoy through the postures and
expressions of the figures. Modern illustrators draw inspiration from this approach, applying
narrative composition to picture books, comics, and game illustrations, using visuals to tell
stories and enhance the emotional impact of their works.

Figure 1. Wu Daozi. Flowing Figure 2. Yan Liben. The Emperor Taizong
ribbons by Daozi receiving the Tibetan Envoy

3. Continuation of Aesthetic Philosophy. Tang Dynasty figure painting emphasizes
"capturing the spirit through form,” focusing on expressing the inner essence of characters
through their external appearance. This philosophy has profoundly influenced modern
illustration. Many illustrators not only pursue realistic portrayals but also strive to convey
emotions and ideas through color, lines, and composition. For example, in character design,
illustrators often use detailed facial expressions and postures to imbue characters with unique
personalities and emotions.
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Conclusion. Tang Dynasty figure painting, with its refined techniques, vivid
narratives, and profound aesthetic philosophy, provides a rich source of inspiration for
modern illustration. By integrating traditional artistic elements with modern design language,
illustrators create works that are both culturally rich and contemporary. This exploration not
only highlights the timeless charm of Tang Dynasty art but also opens new possibilities for
the development of modern illustration. The fusion of tradition and innovation will continue
to propel Chinese illustration art onto a broader stage.

In the future, with the continuous advancement of digital technology, the techniques
and philosophies of Tang Dynasty figure painting are expected to find applications in more
fields, such as animation, gaming, and virtual reality. Through in-depth research and
innovative practice, traditional art will inject more vitality into modern design, becoming an
important cultural symbol for Chinese illustration to reach a global audience.

THE IMPACT OF INFORMATION TECHNOLOGY INNOVATION
ON CHINESE FILM

Xu Ming Hui,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific supervisor — Medvetsky A.V., PhD in Art History, Associate Professor

With the development of Chinese cinema in recent years, innovation in information
technology has driven the digital transformation of Chinese cinema. Digital technology is also
constantly optimizing the film production process, enhancing visual effects, and making film
narratives more diverse and colorful. At the same time, information technology has also
promoted the innovation of research methods in Chinese film, providing new perspectives for
the exploration of film theory [1].

The purpose of this article to explore the profound impact of information technology
innovation on the field of Chinese film research.

Material and methods. Using methods such as literature review, case analysis, and
comparative research, representative Chinese film works in recent years, such as "Fengshen”,
"Wandering Earth", "Ne Zha: The Birth of the Demon Child", etc., are selected for in-depth
analysis of their production techniques, visual effects, narrative techniques, and other aspects.
Compare the application of information technology innovation between Chinese films and
other films at home and abroad. Summarize the impact of information technology innovation
on Chinese film production, distribution, marketing, and other aspects, as well as possible
future development directions.

Results and discussion. In recent years, the Chinese film industry has made
significant progress in information technology innovation, promoting a comprehensive
transformation from film to digital. The application of digital technology in film production is
becoming increasingly widespread, not only improving production efficiency, but also
significantly enhancing film quality.

Information technology has optimized the film production process and enhanced
visual effects: Chinese films such as "Fengshen", "Wandering Earth", and "Ne Zha: The Birth
of the Demon Child" have made significant breakthroughs in visual effects in recent years.
Advanced digital special effects technology was extensively utilized in the production process
of these movies, making the visuals more realistic and vivid, providing audiences with a
stunning viewing experience [2].
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Information technology has promoted the diversification of narrative techniques in films:
with the continuous development of information technology, Chinese films have also innovated in
narrative techniques. By combining traditional storytelling with modern technological means,
filmmakers are able to tell stories more flexibly and attract the attention of audiences.

The innovation of information technology has enhanced the international
competitiveness of Chinese films: through cooperation with international film production
teams, Chinese films have made significant progress in production technology, visual effects,
and other aspects. These collaborations not only enhance the overall level of Chinese cinema,
but also gain more attention and recognition for Chinese films in the international market [3].

Information technology has provided a new perspective for the innovation of film
research methods: the development of information technology has not only changed the way
films are produced, but also provided new methods and perspectives for film research. By
utilizing technologies such as big data and artificial intelligence, film researchers are able to
analyze film content and audience behavior in greater depth, providing strong support for the
development of film theory.

Conclusion. With the continuous development of information technology, the Chinese
film industry will present a more diversified and intelligent trend. In the future, film
production will rely more on advanced technological means such as VR, AR to bring
audiences a more immersive viewing experience. So, information technology innovation has
had a profound impact on the Chinese film industry, not only promoting the digital
transformation of films and optimizing production processes, but also promoting the
diversification of narrative techniques and the enhancement of international competitiveness.
In the future, the Chinese film industry will continue to benefit from the continuous
innovation and development of information technology.
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Visual art and design play an important role in contemporary society, but with the
development of science and technology, cultural changes and changes in social needs, the
field also faces many challenges.

Material and methods. This article explores the main issues of current visual art and
design, including the impact of digital technology and the controversy over originality and
plagiarism. By analyzing these issues, this article aims to provide artists, designers and related
practitioners with thinking directions to cope with future development trends.

As the wave of digitalization sweeps the world, the field of visual art and design is
undergoing unprecedented changes [1]. The rapid development of digital technology has
brought about revolutionary progress in creative tools, but has also triggered a crisis of
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survival for traditional art forms. On the one hand, the popularity of design software such as
Photoshop and Illustrator has greatly lowered the threshold for creation, and new technologies
such as 3D modeling and virtual reality continue to expand the boundaries of artistic
expression; on the other hand, the rise of Al painting programs is challenging the professional
authority of human creators, and the quality and efficiency of algorithm-generated works are
comparable to those of human creations. This technological subversion forces practitioners to
rethink the essential value of artistic creation.

Results and discussion. In the face of these multi-dimensional challenges, the
field of visual arts and design needs to establish a more adaptive development framework.
Educational institutions should strengthen interdisciplinary training so that future
practitioners have both technical literacy and humanistic care; industry organizations need
to improve the copyright protection mechanism in the digital age; and individual designers
need to maintain cultural sensitivity and technical learning ability. As the famous design
thinker John Hescott said: «Design is not about creating beauty in a vacuum, but about
seeking meaningful solutions within complex constraints». Only by facing the essence of
these challenges can visual arts and design continue to play an important role in shaping
the social and cultural landscape.

As an important medium for cultural exchange, social expression and commercial
communication, visual art and design are facing unprecedented transformation and challenges
under the digital technology revolution and the wave of globalization. This article adopts a
multi-dimensional analysis framework to systematically explore key issues in the field of
contemporary visual art and design from the perspectives of technological innovation, legal
ethics, and cultural identity.

The rise of Al-generated art. In recent years, the application of artificial intelligence
(Al) in art creation has shown explosive growth. Generative Al tools represented by DALL-E,
MidJourney, and Stable Diffusion are reshaping the entire creative ecosystem. According to
the 2023 Al Art Industry White Paper, more than 60 million users worldwide use Al art
generation tools, and the usage rate of professional designers is as high as 78% [4]. These
tools can generate professional-level image works in a few seconds based on text prompts.
For example, the «Space Opera» generated by Mid Journey V5 even won the first prize in the
digital art competition at the Colorado State Fair in the United States.

This technological innovation has sparked heated debate in the art world. Opponents
such as the famous digital artist David Holz believe: «Al is just a collage and reorganization
of existing works, and the images it generates lack real emotional depth and creative intent».
A 2023 study by the University of the Arts London found that Al-generated works scored
37% lower than human works in emotional resonance tests. Supporters point out that Al is
becoming an important creative aid. For example, when Marvel Studios designed the
multiverse scene of «Doctor Strange 2», it used MidJourney to generate more than 2,000
concept sketches, shortening the design cycle that originally took 6 weeks to 3 days [2]. The
famous Japanese artist Takashi Murakami has pioneered the combination of Al-generated
patterns with traditional printmaking techniques. His 2024 new series «Al Garden"» was sold
at Christie's for a high price of US$2.8 million.

Impact of Virtual Reality (VR) and Augmented Reality (AR). VR and AR
technologies are changing the way art is presented, allowing audiences to experience works of
art in an immersive way. However, the popularity of these technologies has also brought new
challenges, such as how traditional art forms (such as painting and sculpture) can adapt to the
digital environment and how to protect the copyright of digital artworks [3].

Conclusion. Visual art and design face multiple challenges in today's society,
including technological change, copyright disputes, cultural ethics, sustainable development
and commercial pressure. To deal with these problems, artists, designers, policymakers and
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the public need to work together to promote the healthy development of the industry. In the
future, how to find a balance between innovation and ethics, art and business will be the
direction of continuous exploration in this field.
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Modern art, with its complexity, interdisciplinarity, and heterogeneity of forms, poses
great challenges to traditional methods of art criticism. This article discusses the shortcomings of
conventional critical methods in dealing with contemporary art practices and advocates
methodological innovation and interdisciplinarity. It analyzes the need for breaking away from
established paradigms such as formalism and iconology to adopt a more reflexive, contextual, and
multidisciplinary stance. Moreover, the essay deals with the evolving role of art criticism in the
contemporary art system, emphasizing the shift from judgment to interpretation and the need for
public involvement. This theoretical investigation is meant to accompany a more firm and
sufficient critical discussion able to confront the dynamic reality of contemporary art.

Materials and Methods. Contemporary art, in its multifaceted manifestations, poses a
profound challenge to traditional art criticism. The very nature of contemporary art
production, with its characteristic focus on conceptual refinement, interdisciplinarity, and
engagement with multiple media, challenges the capacity of traditional critical paradigms [1].
Traditional paradigms such as formalism and iconology are increasingly being found wanting
in the face of art practices that privilege ideas, processes, and social interaction over strictly
aesthetic considerations. The advent of conceptual art, performance art, new media art, and
social engagement art practices necessitates a critical theory that moves beyond the
limitations of these historically rooted methods.

Results and discussion. The globalized art world further complicates the waters for
art criticism. Western-centric models of criticism are tested more so in an era where artistic
practice emerges from fragmented cultural origins and worldviews. The universal
applicability of models developed within specific Western art historical and philosophical
traditions is undermined by the need to acknowledge and comprehend art in its specific
cultural and geopolitical contexts. Furthermore, the increasing influence of the art market and
socio-political forces on the production of art raises questions about the autonomy and
objectivity of art criticism. Traditional models are inclined to posit a disengaged and objective
critical stance, but the circumstances of the contemporary art world demand a more advanced
understanding of the intertwined processes between art, commerce, power, and critical
discourse. Lastly, the vocabulary and conceptual tools of traditional criticism also fall short to
capture and describe the complex experiences and meanings that contemporary artworks
generate. The need for an expanded critical vocabulary and conceptual strategy is uncovered
in attempting to engage with art that actively resists classification and challenges conventional
aesthetic norms.
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Resolving the challenges posed by today's art entails a significant methodological
diversification and firm integration of interdisciplinary strategies towards art criticism. In a
bid to respond appropriately to the complexity of contemporary art practice, criticism must be
capable of accessing a broader body of theoretical and methodological knowledge beyond the
restricted confines of classical art history and aesthetics. Employing knowledge derived from
philosophy, sociology, cultural studies, semiotics, communication studies, and other
disciplines is crucial in widening the theoretical foundations of art criticism [2].

Contextual analysis emerges as a ultimate methodological tool in this multi-
disciplinary setting. Locating works within larger-scale history, society, and culture is a
precondition to meaningful interpretation. That involves going beyond the domain of strictly
formal or iconographic explanation to examine the socio-political conditions, cultural
rhetoric, and institutional organization that regulate art-making and reception. Furthermore,
the integration of different interdisciplinary approaches can further elaborate on the
multifaceted character of art experience. The changing roles of critics and curators in the
modern art world also address the need for new critical approaches [3]. The emerging field of
digital humanities also offers new methodological instruments, applicable to the practice of
criticism in the digital sphere [4]. Finally, considering the wider ecology of art criticism, with
all its various platforms and agents, is essential for a general methodological framework [5].

Criticists are no longer simply passive judges of taste or disinterested readers of
aesthetic value, but are active producers of meaning and influencers of cultural conversation.
This necessitates a self-criticism of the critic's own predispositions, cultural positioning, and
institutional location, acknowledging how these necessarily inform their critical gaze.

This self-reflexive movement also includes a shift in the function that art criticism is seen
to fulfill. In addition to its previous largely evaluative function in determining artistic value,
contemporary criticism increasingly relies on the function of interpretation, positioning, and
brokering of debate [4]. The critic shifts from being a "judge” to being a "dialogue partner” or
"guide,” promoting a better understanding and appreciation of art rather than simply rendering
value judgments. In addition, contemporary art criticism is more and more widely recognized for
its public role and social responsibility. It functions as an important interface between the public
and art, promotes literacy in art, and provokes critical thinking to contemporary culture.
Ultimately, the evolving role of criticism within the contemporary art system involves remolding
its jobs, such as knowledge production, meaning negotiation, and active involvement in cultural
construction. This emerging role calls not only for methodologically new modes of critical work
but also one that is both ethically healthy and socially engaged.

Conclusion. Modern art criticism's methodological innovation and scholarship are the
key to its continued relevance and utility in engaging with the shifting and complex landscape
of contemporary art production. Classical critical paradigms' limitations necessitate a
development towards methodological diversity, interdisciplinary overlap, and self-reflexive
understanding of the critic's role. By embracing a wider variety of theoretical and
methodological resources, recognizing contextual complexity, and developing a more
dialogical and publicly engaged critical practice, art criticism can successfully negotiate the
challenges and possibilities posed by contemporary art.
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As a treasure of stage art, ballet combines various elements such as dance, music, and
drama. Among them, costumes play an indispensable role in character shaping.This research
focuses on the classic ballet "Sleeping Beauty" and aims to analyze in depth how costumes
help shape the character's personality, identity, and emotions from the visual level.As a classic
of ballet, "Sleeping Beauty" has high artistic value and research significance in its costume
design. Through its research, it can provide a theoretical reference for the relationship
between costume design and character shaping in ballet art, and promote the development of
stage art costume design.

Materials and methods. Collect video data of the performance of different versions
of the ballet "Sleeping Beauty", including videos of the performance of the famous ballet
company, as well as related dance beauty design drawings, physical pictures of costumes,
etc.At the same time, collect text materials related to the costume design of "Sleeping
Beauty", such as design concept elaboration, art criticism, etc.The case analysis method is
used to analyze the costumes of different characters one by one; the interdisciplinary research
method is used to integrate the theories of costume design, theatrical performance, and
semiotics to explore the role of costumes from multiple dimensions.

Results and discussion. In "Sleeping Beauty", Princess Aurora's costumes, featuring
soft tones like white and pink, exquisite lace, satin materials, and gorgeous jewelry,
emphasize her noble and pure princess identity. Kings and queens' costumes convey their
dominance through solemn colors, intricate embroidery, and power - symbolizing accessories.
Fairy costumes distinguish their attributes by color and shape; for example, green - clad
fairies symbolize natural vitality, and purple - clad ones embody mysterious power, helping
the audience quickly identify characters' identities and statuses.Aurora's costume changes
across different scenes hint at her character development. Her childhood costumes are simple
and lively, reflecting innocence, while her adult prom attire is elegant and gorgeous,
indicating her growth into a dignified princess. The black fairy Karapos's black - dominated
costumes with sharp shapes and exaggerated decorations vividly showcase her evil and dark
nature, contrasting with good fairies and intensifying theatrical conflict When Aurora is
asleep, her costume's dim color and soft texture create a tranquil sleeping atmosphere,
highlighting her helplessness. When the prince rescues her, the costume brightens and gains
more decorations, expressing her regained vitality and happiness. In the pas de deux, the male
and female leads' costumes complement each other, and the dynamic movements of the
costumes, such as fluttering and intertwining, convey the development of their love,
enhancing emotional expressiveness.

Nevertheless, "Sleeping Beauty" costume designs vary across versions. While
retaining core elements, some versions innovate, sparking discussions on balancing tradition
and innovation. Excessive innovation may deviate from the original character settings, while
too much tradition may fail to meet contemporary aesthetic demands.

Conclusion. Costumes in the ballet "Sleeping Beauty" play a key role in character
shaping, from identity identification, character suggestion to emotional expression, helping
the audience understand the role and plot in all directions.The research also provides
inspiration for the design of ballet costumes. Designers should innovate on the basis of
respecting the original works to make costumes better serve character shaping and artistic
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expression.In the future, we can further expand the research on the influence of different
cultural contexts on the costume adaptation of "Sleeping Beauty", as well as the application
prospects of new technologies and materials in ballet costume design, and promote the
continuous development of ballet art.
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The art of line drawing, particularly in Chinese figure painting, holds a significant
place in the history of Chinese art. This report explores the national traditions of figure line
drawings and their influence on the development of contemporary Chinese painting. The goal
is to understand how traditional techniques and philosophies continue to shape modern artistic
expressions. The relevance of this exploration lies in appreciating the enduring legacy of line
drawing in Chinese art and its adaptation in contemporary contexts.

Materials and methods. This exploration is based on an analysis of historical texts,
artistic works, and scholarly articles on Chinese line drawing. The primary materials include
classical Chinese painting manuals, such as the "Eighteen Line Drawings" (-+/\##), and
works by renowned artists like Gu Kaizhi and Wu Daozi. The methods involve a comparative
analysis of traditional and contemporary line drawing techniques, focusing on the evolution of
styles and the incorporation of traditional elements into modern art.

Results and their discussion. The results highlight the profound impact of traditional
line drawing on contemporary Chinese painting. Traditional techniques, such as the "Eighteen
Line Drawings," have been adapted and reinterpreted by modern artists to create innovative
works that resonate with both historical and contemporary audiences. The discussion
emphasizes the continuity of cultural values and artistic principles, such as the importance of
brushwork and the expression of inner spirit through lines.

The research included the following aspects:

1. Historical Context: The tradition of line drawing in Chinese art dates back to
ancient times, with early examples found in Neolithic pottery. The development of line
drawing techniques reached a peak during the Tang and Song dynasties, with artists like Wu
Daozi and Li Gonglin setting high standards for future generations. As Guo Li discusses, the
language of line representation in Chinese figure painting, particularly in the works of Wu
Daozi and Li Gonglin, has been foundational in shaping the aesthetic principles of line
drawing in Chinese art [1]. These historical techniques continue to influence contemporary
artists who seek to blend traditional methods with modern themes.

2. Techniques and Styles: Traditional line drawing techniques, such as the "Spring
Silk Lines" (F#MH:224#) and "lron Wire Lines" (§:4&#), have been preserved and adapted
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in contemporary art. These techniques emphasize the fluidity and expressiveness of lines,
which are essential for capturing the essence of the subject. Zheng Yajie's research on the
beauty of modern fine brushwork figure painting lines highlights how contemporary artists
have refined these traditional techniques to create more dynamic and expressive works [2].
The "Spring Silk Lines,” for instance, are known for their delicate and flowing quality, which
modern artists have adapted to convey both traditional and contemporary themes.

3. Contemporary Adaptations: Modern Chinese artists have integrated traditional line
drawing methods with new materials and themes, creating a dynamic fusion of old and new.
This adaptation not only preserves cultural heritage but also pushes the boundaries of artistic
innovation. Li Junlin's study on the application of traditional lines in modern character
sketches demonstrates how contemporary artists are reinterpreting classical techniques to
address modern aesthetic and cultural concerns [3]. For example, the use of traditional lines in
depicting modern urban landscapes or abstract forms showcases the versatility of these
ancient techniques in a contemporary context.

4. Cultural Continuity and Innovation: The enduring relevance of traditional line
drawing techniques in contemporary art is a testament to their cultural significance. Pan
Yuning's analysis of contemporary aesthetic features in elegant figure lines underscores how
modern artists are balancing tradition and innovation [4]. By incorporating traditional line
drawing methods into their works, artists are able to maintain a connection to their cultural
heritage while exploring new artistic expressions. This balance is particularly evident in the
works of artists who use traditional lines to depict modern social issues or personal narratives,
thus bridging the gap between past and present.

5. Inner Spirit and Brushwork: The expression of inner spirit through lines remains a
central theme in both traditional and contemporary Chinese painting. Zhou Liya's analysis of
contemporary fine brushwork figure painting lines emphasizes the importance of brushwork
in conveying the artist's emotional and spiritual state [5]. This concept, rooted in ancient
Chinese philosophy, continues to be a guiding principle for modern artists who seek to infuse
their works with a sense of vitality and depth. The ability to capture the essence of a subject
through a single, fluid line is a skill that has been passed down through generations and
remains a hallmark of Chinese figure painting.

Conclusion. The national traditions of figure line drawings continue to play a crucial
role in the development of Chinese contemporary painting. By studying and adapting
traditional techniques, modern artists are able to create works that are deeply rooted in
cultural history while addressing contemporary issues. This report underscores the importance
of preserving and innovating upon traditional art forms to ensure their relevance in the
modern world. The references to scholarly works by Guo Li, Zheng Yajie, Li Junlin, Pan
Yuning, and Zhou Liya provide a comprehensive understanding of how traditional line
drawing techniques have evolved and continue to influence contemporary Chinese art.
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Surrealism, as an important art genre, breaks traditional art rules and integrates dreams
with reality. The dream imagery in the works of European and Chinese surrealist artists
during this period is the key to understanding their creative concepts and the spirit of the
times. On the one hand, this study helps to deepen the understanding of the essence of
surrealist art and analyze the role of the use of dream imagery in promoting artistic
innovation. On the other hand, by comparing the creations of European and Chinese artists, it
can reveal the commonalities and differences in artistic creation under different cultural
backgrounds, promote cross-cultural art exchanges, and provide theoretical and practical
references for the development of contemporary art.

This study aims to comprehensively analyze the dream imagery in the works of
Surrealist artists from Europe and China from the 20th century to the early 21st century, and
explore their profound connotations and symbolic meanings.

Materials and Methods. Select representative works of Surrealist artists from Europe and
China during this period, such as the paintings, sculptures, and literary works of European artists
like Salvador Dali and Joan Miry, as well as those of Chinese artists influenced by Surrealism, as
analysis samples. The main methods are historical-chronological, comparative, formally plastic
and software design method. This study also used complex methods for analyzing the material
under study. We employ image analysis and text interpretation, combine the creative backgrounds
and personal experiences of the artists, and use psychoanalytic theory and cultural research
methods to explore the presentation and meanings of dream imagery. [1]

Results and Discussion. They share a common dreamy element. Both European and
Chinese surrealist artists often employ distorted figures. For example, in the works of Salvador
Dali, such as “The Persistence of Memory,” the melting clocks and distorted landscapes create a
dream - like, illogical space. Similarly, Chinese surrealist artist Li Shan's “New Species” series
features hybrid, distorted biological forms. These distorted figures disrupt the normal perception
of reality, mimicking the way our minds distort images in dreams. [2]

Another common element is the use of unexpected juxtapositions. European surrealists
like René Magritte frequently placed unrelated objects together, as seen in “The Treachery of
Images” where a pipe is depicted with the text “This is not a pipe.” In the Chinese context,
artists like Zhang Huan also use unexpected combinations. His performance art sometimes
combines traditional Chinese cultural elements with modern, often grotesque, materials,
creating a jarring visual experience similar to the illogical combinations in dreams.

Fantasy image with cultural characteristics. European surrealist dream imagery is
often influenced by Western mythology and Judeo - Christian traditions. In the works of
Hieronymus Bosch, the Garden of Earthly Delights is filled with fantastical creatures and
scenes that draw on religious and mythological themes. In contrast, Chinese surrealist dream
imagery is deeply rooted in Chinese cultural heritage. Artists may use elements from
traditional Chinese painting, such as ink - wash landscapes, or from Chinese mythology, like
the stories of the Monkey King. For instance, some Chinese surrealist paintings may
incorporate the concept of qgi (life force) and depict floating, ethereal forms that are
reminiscent of traditional Chinese spiritual concepts. [3]

In European surrealist art, the viewer is often encouraged to engage in a Freudian -
inspired self - analysis. The strange and dream - like images are seen as a window into the
subconscious, and the viewer is expected to interpret the symbols in relation to their own
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psychological state. In Chinese surrealist art, while there is also room for personal
interpretation, there is a stronger emphasis on the cultural and collective understanding. The
use of traditional Chinese cultural symbols means that the viewer's cultural background plays
a more significant role in understanding the work, and the art may be seen as a commentary
on Chinese cultural identity and its evolution.

The presence of common dream - like elements between European and Chinese
surrealist artists suggests that the human subconscious has certain universal characteristics.
Dreams seem to follow some basic principles of illogic, distortion, and unexpected
combinations across different cultures. This universality may be due to the fundamental
nature of the human mind, which processes information and experiences in similar ways
regardless of cultural background.

The Influence of Culture on Dream Imagery. The cultural - specific dream imagery
highlights the role of culture in shaping our subconscious expressions. European and Chinese
cultures have distinct histories, religions, and philosophical traditions, which are reflected in
the artists' works. These cultural differences provide rich sources of inspiration for surrealist
artists, and they also challenge the idea of a one - size - fits - all interpretation of surrealist art.
Understanding the cultural context is essential for a more comprehensive appreciation of the
dream imagery in surrealist works.

The Significance of Dream Imagery in Art. Dream imagery in surrealist art serves
multiple purposes. It allows artists to explore the subconscious, which is often hidden from
our daily, rational awareness. By bringing these subconscious thoughts and emotions to the
surface, artists can offer new perspectives on the human condition. In both European and
Chinese surrealist art, dream imagery also functions as a form of social and cultural
commentary. It can critigue modern society, question traditional values, and explore new
ways of seeing the world. For example, the distorted figures and unexpected juxtapositions
can be seen as a response to the rapid changes and uncertainties of the modern.

Conclusion. The dream imagery in the works of Surrealist artists from Europe and
China from the 20th century to the early 21st century is rich and diverse, reflecting the
cultural characteristics of each region while also embodying the commonalities of Surrealist
art. This study helps to expand the research dimensions of Surrealist art and provides
theoretical support for cross-cultural art exchanges. In the future, in-depth exploration can be
carried out from more diverse perspectives and a wider range of works.
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This research aims to explore the evolution and characteristics of Chinese oil painting
within the urban contexts of the 20th and 21st centuries. The study seeks to understand how
urbanization has influenced the themes, techniques, and cultural significance of oil painting in
China, and how these artworks reflect the socio-political and economic changes of the period.
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The study is significant as it bridges the gap between art history and urban studies,
providing a comprehensive analysis of how urban environments have shaped and been
represented in Chinese oil painting. This research contributes to the broader understanding of
the interplay between art and urbanization, offering insights that are valuable for both
academic and practical applications in cultural studies and urban planning.

Materials and methods. The study employs a multidisciplinary approach, combining
visual analysis of representative oil paintings from key periods (pre-1949, post-reform era,
and 21st-century globalization) with archival research into artists’ writings, exhibition
catalogs, and urban policy documents. Case studies of pivotal artists (e.g., Xu Beihong, Liu
Xiaodong) and movements (e.g., Political Pop, Cynical Realism) are contextualized through
sociological and art-historical frameworks [1; 3]. Comparative analysis with global urban art
trends further grounds the discussion.

Results and their discussion. Chinese oil painting, introduced in the early 20th
century, has evolved dynamically alongside China’s rapid urbanization and sociocultural
transformations [2]. In this research we have considered how urban environments
encompassing industrialization, globalization, and digitalization have influenced the themes,
techniques, and aesthetics of Chinese oil painting [1]. The research was at identifying the
relationship between urban development and artistic innovation, and addressing gaps in
understanding the local adaptation of Western media within the framework of modern
Chinese culture [4; 5].

This study examines how urban contexts — spanning industrialization, globalization,
and digitalization — have shaped the themes, techniques, and aesthetics of Chinese oil
painting. The research aims to uncover the interplay between urban development and artistic
innovation, addressing gaps in understanding the localized adaptation of Western mediums
within China’s modern and contemporary cultural framework [4; 5].

The findings reveal three phases of urban influence: early 20th-century works blended
Western techniques with traditional motifs to negotiate national identity amid modernization;
post-1980s paintings critiqued urbanization’s social costs through hyperrealist and ironic
styles; 21st-century creations integrate digital media and globalized narratives, reflecting
hybrid identities. Notably, urbanization catalyzed shifts from collective political themes to
individualized, market-driven expressions. The study debates tensions between
commercialization and artistic authenticity, as well as the role of oil painting in constructing
China’s "urban imaginary."

Conclusion. Urbanization has been a pivotal force in redefining Chinese oil painting,
fostering both continuity with cultural heritage and rupture through global engagement. The
research underscores the medium’s unique capacity to document and interrogate China’s
urban metamorphosis, offering insights for cross-cultural art studies. Future interdisciplinary
explorations could further decode the symbiotic relationship between urban ecosystems and
visual culture in non-Western contexts.
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The purpose of this study is to deeply explore the application form and fusion
innovative way of Chinese traditional paper cutting art in the field of modern fashion, analyze
its value and influence on the modern fashion industry, and provide theoretical basis and
practical reference value for the inheritance and development of traditional paper cutting art in
the context of modern fashion.

With the diversified development of global culture, the fashion industry continues to
draw inspiration from traditional culture. As a folk art form with profound historical and
cultural heritage, Chinese traditional paper-cut art provides a new creative source for modern
fashion design with its unique modeling language and rich cultural connotation. The research
on the integration of the two is helpful to promote the cultural innovation of the fashion
industry, enhance the influence of national culture in the international fashion stage, and open
up a new inheritance path for the traditional paper-cut art.

Materials and Methods. Literature research method: consult the relevant documents
at home and abroad to understand the history, cultural connotation, artistic characteristics of
paper-cutting art and the application status in modern design.

Case analysis method: select the representative design case of paper-cutting art and
modern fashion, and analyze its design concept, expression technique and application effect.

Comparative research method: compare and analyze the application of different
designers and brands of paper-cut art, and summarize their successful experience and
shortcomings.

Results and its discussion. Direct application of patterns: the auspicious patterns
in traditional paper cutting, such as dragon and phoenix, and more than several years, are
directly applied to the printing, embroidery or jewelry design of clothing fabrics, to
convey a strong traditional cultural charm. This way retains the original flavor of the
paper-cut art, which is easy to trigger the emotional resonance of consumers to the
traditional culture [1] [2].

Reference of modeling and structure: take inspiration from the hollow out, folding,
symmetry and other techniques of paper cutting, and apply it to the tailoring and structural
design of clothing. For example, the edge of the clothing similar to the paper cutting, or the
use of folding techniques to shape the three-dimensional shape of the clothing, to add a
unique sense of hierarchy and art to the clothing [3].

Color collocation and fusion: Learn from the red, gold and black colors commonly
used in traditional paper cutting, and apply them in fashion design. Red symbolizes
auspicious and festive in Chinese culture, and gold adds a sense of luxury. Black is matched
as a calm background color, making fashion works both visual impact and contain traditional
cultural connotation.

Conclusion. The application of Chinese traditional paper-cut art in modern fashion
has brought unique cultural charm and innovative vitality to the fashion industry. Through the
direct application of patterns, modeling structure reference, color collocation and fusion and
other forms, as well as material innovation, digital innovation and other strategies, the organic
combination of traditional and modern has been realized. However, in the process of
integration, there are also challenges of insufficient cultural understanding, high process
difficulty and cost. In the future, it is necessary to strengthen the education and research of
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traditional culture, improve the cultural literacy of designers; at the same time, encourage
technological innovation and technological improvement, reduce the production cost, promote
the wider and deeper development of paper cutting art in the modern fashion field, and make
the traditional paper cutting art shine more brilliant on the modern fashion stage [4].
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The female image in Chinese oil painting from the 20th to 21st centuries serves as a
vivid reflection of social changes, cultural evolutions, and artistic innovations. This research
focuses on the portrayal and significance of the female image in Chinese oil paintings during
these two centuries, exploring how artists have used this subject to express ideas, emaotions,
and social commentaries. By studying these artworks, we can better understand the changing
roles of women in Chinese society, the intersection of art and gender studies, and the
development of Chinese oil painting as an art form.

Materials and methods. Employ a combination of art historical research,
iconographic analysis, and cultural studies. Art historical research involves studying the
development of Chinese oil painting during this period, including major art movements, key
artists, and art exhibitions. Iconographic analysis focuses on the visual elements and symbols
used in the portrayal of female images, such as postures, expressions, clothing, and settings.
Cultural studies are applied to interpret the cultural and social meanings behind these images
in the context of Chinese history and contemporary society.

The material for the study was the works of painting from various sources, including
art museums, art galleries, art historical archives, and online art databases. The theoretical
basis is based on the studies of Chinese and foreign authors, including art criticism, artist
interviews, and academic research on Chinese art and gender studies.

Results and their discussion. The research included the following aspects:

1. Historical evolution: In the early 20th century, as China was undergoing social
reforms and Western art was being introduced, female images in oil paintings often carried
the mark of traditional Chinese aesthetics combined with new Western - influenced
techniques [1]. They were sometimes depicted as symbols of national rejuvenation or as
representatives of the new - era woman breaking free from traditional constraints.

2. Cultural and social meanings: Female images in Chinese oil paintings have been
used to convey a wide range of cultural and social meanings. In some works, they represent
traditional Chinese virtues, while in others, they are symbols of modernization and social
change [2]. For example, during the socialist construction period, female images were often
portrayed as strong, independent workers, reflecting the new social status of women. In
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contemporary art, female images are used to explore more complex issues such as gender
identity, body politics, and the impact of globalization on Chinese women [3].

3. Artistic innovation: Artists have continuously innovated in their portrayal of female
images. In terms of technique, they have combined traditional Chinese painting techniques
with Western oil - painting methods, such as using the free - hand brushwork of Chinese ink
painting in oil painting to create a unique visual effect [4]. In terms of composition and color,
there is an exploration of new ways to express the inner world and emotions of female
figures, breaking away from traditional Western - style realism.

Conclusion. This study reveals the rich and diverse portrayals of female images in
Chinese oil paintings from the 20th to 21st centuries. It shows how these images are not only
artistic creations but also powerful tools for reflecting and commenting on social and cultural
changes. The significance of this research lies in deepening our understanding of the
relationship between art, gender, and society in China, providing valuable references for
future art creation, art history research, and gender - related studies. In the future, research
could be expanded to compare the female image in Chinese oil painting with that in other
countries' art, and explore how emerging digital art forms may influence the portrayal of
female images in the context of Chinese oil painting.

Reference list

1. Jing Huijin. The Representation of Female Images in Chinese Oil Paintings [D]. / Jing Huijin. - Jingdezhen Ceramic
University, 2023. DOI: 10.27191/d.cnki.gjdtc.2023.000205.

2. Zhu Panpan. A Study on the Female Images in Chinese Oil Paintings from 1949 to 1979 [D]. / Zhu Panpan. - Chongging
Normal University, 2021. DOI: 10.27672/d.cnki.gcsfc.2021.000006.

3. Wang Wanwan. An Analysis of the Emotional Expression of Female Images in Contemporary Chinese Oil Paintings [D]. /
Wang Wanwan. - Hebei Normal University, 2018. DOI: 10.27110/d.cnki.ghsfu.2018.000058.

4. Ding Yuanfei. The Changes of Female Images in Chinese Qil Paintings after the Founding of the People's Republic of China
[D]. / Ding Yuanfei. - Anhui Normal University, 2011.

THE DEVELOPMENT AND INFLUENCE
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Materials and methods. The rapid development of digital technology in the 21st century
has profoundly changed the creation, display and dissemination of sculpture art. This paper by
combing the development of the traditional Chinese sculpture, expounds the digital software and
other digital technology application in the field of sculpture, analysis of the results of sculpture
and digital technology, introduces the relevant famous artists and their contribution, discusses the
influence of the digital technology on sculpture teaching and the world sculpture pattern, looking
forward to the future development trend of sculpture art in the digital age.

In the 21st century, digital technology has swept across all fields, and sculpture has
fallen out of it. From the traditional manual carving to the creation with the help of digital
tools, the sculpture art is undergoing unprecedented changes under the influence of digital
technology. This change is not only reflected in the means of creation, but also has a profound
impact on the development direction, teaching mode and its position in the global art pattern.

Results and their discussion.

1.The rise of modeling software. In the field of sculpture creation, 3D Max, Maya,
ZBrush, Mudbox, Al, VR, AR, and 3D printing have become important tools. 3D Max and
Maya are the two most common and powerful software, just like the giants in the field of
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digital art, providing artists with endless creative possibilities.3D Max is a three-dimensional
modeling software widely used in many fields of architecture, games, film and television. Its
polygonal modeling function is like an accurate carving knife, allowing artists to create a
variety of complex and changeable forms through careful adjustment of the polygonal grid
[1]. Maya performs well in role animation and surface modeling, providing sculptors with a
more flexible modeling method, which can accurately shape a variety of smooth curves and
delicate surfaces, greatly expanding the possibility of sculpture creation. ZBrush With their
unique functions and powerful expressive force, ZBrush and Mudbox have become the
leaders in the field of digital sculpture, greatly expanding the creation boundary of sculpture
art. ZBrush, Is a software known as the "digital sculptor's dream tool", its high-precision
detail carving function is amazing. It allows artists to carve models in a virtual space as using
real carving tools. Digital sculpture software can also be combined with 3D printing
technology to transform virtual digital models into real physical sculpture works, providing
more possibilities for the display and dissemination of sculpture art.

2.Innovation of digital engraving software. Compared with traditional manual sculpture,
digital technology shows many significant advantages in sculpture production, which are reflected
in many Kkey aspects such as production efficiency, precision control, cost saving and creative
freedom, which have profoundly changed the creation pattern and development trend of sculpture
art. Digital technology in the application of sculpture display and spread in the virtual exhibition
and online exhibition, virtual exhibition and online display platform for the spread of sculpture art
display and opened up a new path, completely broke through the traditional exhibition in time and
space, let the audience no matter where, can anytime and anywhere to appreciate excellent
sculpture around the world, greatly expand the audience of sculpture art and influence [2]. The
emergence of digital engraving software such as ZBrush and Mudbox has brought about
revolutionary changes to the creation of sculpture. They simulate the carving process of traditional
sculptures, and with various brush tools, sculptors can easily create high-resolution details on the
virtual model, whether with delicate skin texture or complex hair effects. This highly free and
efficient way of carving enables sculptors to express their creativity more fully, breaking through
the limitations of time and precision of traditional hand-carving.

3.Synergism of integrated software. Photoshop And other two-dimensional image
software plays an important role in the post-processing of sculpture, which is used to adjust
the model material and light and shadow effects, and add rich texture and color levels to the
sculpture works. In the large-scale sculpture engineering design, CAD software helps
designers to accurately plan the size and structure, ensuring the feasibility and stability of the
sculpture in the actual production. Each software collaborates with each other to form a
complete digital sculpture creation process [3]. Social media plays an pivotal role in the
communication of sculpture art, and has become an important bridge for the communication
and interaction between sculpture art and the audience. With the popularity of social media
platforms such as wechat, Weibo, TikTok and Instagram, more and more sculpture artists
begin to realize the communication potential of social media, and actively use these platforms
to share their works, show the creative process, and interact with the audience, thus
effectively expanding the influence of sculpture art.

The application and development of digital technology in the field of sculpture. The
application of digital technology in the field of sculpture is experiencing rapid development.
In the early stage, digital technology was mainly used in the design and conception stage of
sculpture. With the help of 3D modeling software, artists could more easily plan the form,
structure and details of sculpture, greatly improving the creative efficiency. With the progress
of technology, 3D printing technology is integrated into it, enabling sculptors to quickly
transform virtual models into physical prototypes, breaking through the limitations of
traditional manual shaping in complex shapes. Today, digital scanning technology can
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accurately capture the morphological data of real objects or sculptures, being used for
reproduction, restoration, and secondary creation. At the same time, virtual reality (VR) and
augmented reality (AR) technology bring a new experience to the sculpture display, and the
audience can enjoy and even interact with the sculpture in the virtual environment. This
comprehensive penetration from design to production and then to exhibition continuously
expands the boundary between sculpture art creation and communication, and more and more
artists actively embrace digital technology and open a new chapter of sculpture creation [4].

The French artist JR and Google collaboration "Inside Out Project” is a typical result
of the combination of sculpture and digital technology. The project uses digital platforms to
collect photos of people around the world and uses 3D modeling and printing technology to
turn them into large-scale sculptures placed in public Spaces. These sculptures show the faces
of ordinary people from a unique perspective, triggering wide emotional resonance, and
promote the communication and understanding between people in different regions. In China,
some artists use digital carving software to design sculpture works with traditional meaning
and very modern sense, which are manually polished and colored after 3D printing. For
example, the sculpture created with the ancient beast as the prototype, digital technology
accurately shapes the complex shape and clever posture of the beast. The final product not
only retains the charm of traditional sculpture, but also shows the delicacy and innovation
brought by digital technology. These cases show that the combination of sculpture and digital
technology can not only break through the limitations of traditional sculpture in materials and
crafts, and create novel and unique visual effects, but also make the sculpture works reach a
wider audience, and realize the double promotion of artistic value and social influence [5].

The influence and prospect of digital technology on the future development of sculpture
art. Digital technology will continue to profoundly affect the future development of sculpture art.
In terms of creation, it will give artists greater creative freedom, the idea of different materials,
structures and scales can be easily realized, cross-field integration creation will be more common,
and the boundary between sculpture and architecture and installation art will be further blurred. In
the production process, intelligent equipment driven by digital technology will improve
production efficiency and precision, reduce production costs, and let more people have the
opportunity to participate in sculpture creation. In terms of display and communication, online
virtual exhibitions and immersive experience will become the norm, breaking the limitation of
time and space, and enabling global audiences to easily appreciate sculpture works. But at the
same time, it also faces challenges such as copyright definition of digital sculpture works and
remodeling of aesthetic standards. Looking forward to the future, sculpture art will continue to
innovate in the wave of digitalization, develop richer and more diversified art forms, and become
an important art carrier connecting different cultures, across the reality and virtual world, bringing
people more visual feast and emotional touch beyond imagination.

Conclusion. The digital technology in the 21st century has brought an all-round
transformation to the sculpture art, from creative means to display and dissemination, from
cultural inheritance to commercial application, from teaching mode to global pattern. The
deep integration of digital technology and sculpture art not only enriches the form of
expression of sculpture art, but also injects new vitality into its development. With the
continuous progress of technology, sculpture art will show a more diversified and innovative
development trend in the future, and bring more unique artistic experience to people.
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Academic supervisor — Lollini A.D., PhD in Art History, Head of the Fine Arts Department

In the contemporary cultural context, art exhibitions serve not only as windows for
artists to showcase their creations but also as bridges connecting creators, audiences, and art
critics. As a unique presentation form of art, it profoundly influences our understanding,
appreciation, and evaluation of art. This paper aims to explore how art exhibitions function as
stages that highlight the characteristics of artworks and the impact of this process on art
creation, dissemination, and reception.

Revealing the Core Functions of Art Exhibitions: art exhibitions are not merely
physical display spaces for works but also media for transmitting artistic ideas, styles, and
emotions. Analyzing How Art Exhibitions Emphasize Work Characteristics: through spatial
layout, lighting application, thematic planning, and other means, how art exhibitions highlight
the unique charm of works.

Materials and Methods. Case studies: select influential art exhibitions at home and
abroad in recent years as research objects, including but not limited to contemporary art,
traditional art, digital art, and other types; documentation: collect and analyze academic
works, journal articles, and online resources on art exhibition planning, design, audience
psychology, and related fields; interview data: conduct in-depth interviews with artists,
curators, art critics, and audiences to obtain firsthand information on the relationship between
exhibition presentation methods and work characteristic emphasis.

Literature review method: Sort out relevant art theories, exhibition history, and art
criticism to provide theoretical support for the research; field visits: visit and analyze selected
exhibitions, recording spatial layouts, lighting designs, audience interactions, etc; interview
surveys: conduct in-depth interviews with curators, artists, and audiences to collect their
views on the relationship between exhibition forms and work characteristics.

Results and discussion. Spatial Layout and Lighting Application: Research has found
that through carefully designed spatial layouts and lighting effects, art exhibitions can
significantly enhance the visual impact and emotional expression of works. For example, in
abstract art exhibitions, simple and bright exhibition halls with focused lighting can highlight
color contrasts and line movements, making audiences more focused on the formal beauty of
the works. Thematic Planning and Narrative Construction: Exhibitions planned around
specific themes can integrate the internal connections between works, forming a strong
narrative effect. This narrative not only deepens audiences' understanding of work content but
also stimulates their emotional resonance and cultural identity. Interactive Experiences and
Audience Participation: Modern art exhibitions increasingly emphasize audience interaction,
using digital technology, sensing devices, and other means to make audiences part of the
exhibition, thereby enabling them to experience and understand works more deeply. Such

43



participatory exhibitions not only enhance the attractiveness of works but also promote
diverse interpretations and dissemination of art.

The process of art exhibitions emphasizing work characteristics is actually a process of
artistic recreation. Curators need to plan and design based on the characteristics of works
while also considering audiences' needs and aesthetic habits to achieve optimal display
effects. Successful exhibitions can accurately capture and amplify the unique charm of works
while inspiring audiences' resonance and reflection.

Conclusion. Art exhibitions, as important carriers for presenting artworks, play an
irreplaceable role in emphasizing and highlighting specific work characteristics. Through
carefully designed spatial layouts, lighting applications, interactive experiences, and cultural
context construction, exhibitions not only enhance the viewing value of works but also
promote in-depth exchanges between art and audiences. In the future, with technological
advancements and continuous innovation in art forms, the forms of art exhibitions will
become more diversified, providing more possibilities for the display and interpretation of
artworks. Therefore, continuously exploring and optimizing exhibition forms is of great
significance for promoting the development of the arts.
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This article aims to reveal the social and cultural characteristics of different eras by
comparing the images of women in Tang and Song Dynasty paintings.

The female figures in the paintings of the Tang and Song dynasties serve as a
significant window into the social landscape of that time. The objective of this study is to
deeply analyze the differences in female representations in the paintings of the Tang and Song
periods and explore the social, cultural, and economic factors behind them. Through
comparison, not only can we understand the evolution of painting art, but also gain insight
into how the times shaped the perception of women, which holds considerable value for the
study of art history and cultural history.

Materials and Methods. Select representative paintings from the Tang and Song
dynasties as research materials, covering court paintings, folk paintings, etc. Use image
analysis methods to analyze details such as women's clothing, makeup, posture, and
expressions; combine literature research methods, referring to historical documents and
poetry of that time, to understand the influence of social background on painting creation.

Results and Discussion. The female figures in Tang Dynasty paintings are mostly plump
and confident, with splendid and open clothing, reflecting the prosperity and cultural diversity of
the Tang society as well as the relatively high social status of women. As pointed out by Zhang
Han in "Research on the Artistic Characteristics of Female Images in Tang Dynasty Gongbi Lady
Paintings” [1], the plump body type of female figures in Tang Dynasty paintings is closely related
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to the social prosperity and the open cultural environment at that time. Meanwhile, Fang Junyan,
in "Character Image Characteristics in Tang Dynasty Lady Paintings - Taking 'Ladies with Head-
pinned Flowers' as an Example” [2], analyzed the clothing and makeup of the female figures in
"Ladies with Head-pinned Flowers", further demonstrating the luxurious and open characteristics
of the female images in Tang Dynasty paintings.

In contrast, the female figures in Song Dynasty paintings tend to be slender and
reserved, dressed in simple and elegant attire. According to Li Kangli's "Comparative Study
on the Aesthetic Purport of Female Images in Tang and Song Dynasty Paintings"” [3], under
the influence of Cheng-Zhu Neo-Confucianism in the Song Dynasty, the moral norms for
women were stricter and the aesthetic standards became more reserved and implicit. This
change is closely related to the political situation, economic development and ideological and
cultural evolution during the Tang and Song periods. Yang Senging also discussed the
influence of social background on the shaping of female images in "On the Negative Aspects
of Female Images in Tang Dynasty Paintings of Ladies" [4].

Conclusion. The differences in the portrayal of female figures in Tang and Song
Dynasty paintings reflect the changes of the times. From the Tang to the Song Dynasty, the
transformation of social culture profoundly influenced the shaping of female images in
painting creation. This research helps us to have a more comprehensive understanding of the
social and cultural connotations of the Tang and Song periods, as well as the interaction
between art and society. Zhang Han [1], Fang Junyan [2], Li Kangli [3] and Yang Senging [4]
all provided important references for this research. Their research results on the female
images in Tang and Song Dynasty paintings are conducive to our in - depth exploration of the
social and cultural background behind these images and the interaction between art and
society.
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This article combines the actual development status of the current visual arts and
design related industries, analyzes the various difficulties faced by the visual arts and design
industry, and discusses the dilemmas from four dimensions: technological impact, cultural
diversity, sustainable development, and original copyright issues. It also conducts relevant
thinking and problem solving on the impact of these actual difficulties on the development of
the industry, and provides a reference for the subsequent development of the visual arts and
design industry.

Materials and Methods. In today's digital and globalized context, visual arts and
design have become important areas of cultural art and commercial applications. These
impacts have also presented new opportunities for cultural creation, while also triggering a
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series of problems that need to be solved, posing challenges to the sustainable development of
the industry.

Results and Discussion. Technological shock and application imbalance. The rapid
development of digital technology has brought creative tools and platforms to visual art and
design, which has improved design efficiency while also triggering a game between
technology and humanities:

On the one hand, technologies such as artificial intelligence (Al), 3D modeling, virtual
reality (VR) and augmented reality (AR) have brought designers unprecedented creative
expression space, and can create absolutely immersive spaces and works and experience
spaces that break through traditional physical limitations. Through its powerful data
processing and learning capabilities, artificial intelligence provides strong technical support
for visual art design [3]. On the other hand, some designers over-rely on high-tech design
methods, ignore the essence of art design, and only pursue visual glitz and glamour. They pile
up a large number of technical elements to enhance visual impact and immediate appeal,
resulting in the lack of emotional experience and deep ideological transmission in their works.
For example, in October 2022, after the death of Kim Jung-ki, a well-known Korean artist and
cartoonist, someone created paintings in the style of Kim Jung-Kki through Al and posted them
on Twitter. However, although these Al-generated works visually imitated Kim Jung-ki's
painting style, they were pointed out to be «only the form but not the spirit» [4].

The Challenges of Cultural Expression in the Context of Globalization. In the wave of
globalization, cultural exchanges are becoming increasingly frequent, and various cultural
elements are colliding and blending with each other. But at the same time, the rapidly
accelerating pace of globalization will also lead to the homogeneity of different cultures in
visual art and design. The rapid spread of international design styles and trends has caused
many designers to blindly follow suit, and a large number of works present similar visual
languages and style characteristics. Local culture and regional characteristics have gradually
been submerged in this process, and many design elements with unique cultural values have
been marginalized. The ethical conflicts caused by the use of visual symbols at the cross-
cultural level should not be underestimated. Gucci's 2018 autumn and winter series was
boycotted for using Sikh turbans, exposing the utilitarian exploitation of non-mainstream
cultural symbols by Western brands [1]. This is a manifestation of cultural empowerment
design, but its effectiveness depends on a deeper exploration of the historical context.

Sustainability Challenges. As environmental issues become increasingly serious,
sustainable development has gradually become a hot topic in every field, and visual art and
design are no exception. In terms of the selection of design materials, the use of production
processes, and the consideration of product life cycles, we are facing sustainability
challenges. In terms of the selection of design materials, the use of production processes, and
the consideration of product life cycles, we are facing sustainability challenges. Many
traditional design materials, such as some plastics, paint chemicals, etc., cause serious
pollution to the environment, but they are still widely used in design and production. At the
same time, companies use natural tones, environmental labels and other visual symbols to
"greenwash". For example, H&M's "Environmentally Conscious Series" contains only 23%
recycled materials, which is far lower than the publicity commitment [2]. At the same time, it
also increases people's doubts about sustainability and leads to a large amount of resource
waste and environmental pollution in the entire process from the creation to the abandonment
of design works. At present, the challenge we face is how to balance the cost of new
technologies, consumer behavior management, and the transformation of industrial systems,
and ultimately guide design towards a circular reproduction paradigm.

The dilemma of original copyright. Original design is the driving force behind the
development of visual art and design, but the copyright disputes caused by original design have
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greatly dampened the enthusiasm of designers and creators. In the Internet age, the spread of
design works is extremely fast, but various infringements have also intensified, and
appropriation has become a trend, which is suspected of cultural appropriation. On February 12,
2022, a Korean painter live-streamed his painting on the T witch platform on a daily basis, but
during the live broadcast, his draft was screenshotted by a Twitter user and uploaded to the Al
drawing software, and the results of the Al creation were posted on his own account without
indicating the source of the draft. After being pointed out for plagiarism, the Twitter user also
"quibbled" in the painter's comment area, saying that the time of publishing his work was much
earlier than the original author's draft. This move further triggered the condemnation of
followers and further strengthened people's reflection on Al drawing [3]. These cases are
enough to show that some designers rely too much on digital technology and cannot distinguish
between reference and plagiarism, and even consciously plagiarize other works. They use
cultural elements, patterns, crafts, and culture of other countries for commercial design without
authorization for their own selfish interests. This not only infringes on the cultural sovereignty
of other countries and causes misunderstandings between different cultures, but also brings
negative effects of hindering innovation to the entire industry.

Conclusion. The field of visual arts and design in the digital age, current issues
involve multiple levels such as technology, ethics, and social culture. Facing these issues
requires joint efforts from many aspects. Not only is it necessary to conduct research and
development in technology, to impose constraints in ethics, to develop diversity and conflict
awareness in culture, but it is also necessary to add humanistic connotations and in-depth
thinking to the design of works to cultivate design behaviors. In the future, how to find a
balance between technological innovation and humanistic care will be the key to achieving
sustainable development of visual arts and design under digital technology.
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This paper delves into the transformative impact of photography on the concept of
authenticity in the art world from the 20th to the 21st century. By examining technological
advancements, market dynamics, artistic expression, and the interplay with other art forms,
we aim to provide a comprehensive understanding of how photography has reshaped our
perception of art.

The advent of photography in the 19th century marked a pivotal moment in the history
of art. This paper seeks to explore how photography has redefined authenticity in the art
world over the past two centuries. The goal is to analyze the multifaceted influence of
photography on art, highlighting its role in challenging traditional notions of originality,
authorship, and reality.
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Materials and Methods. Our research draws upon a diverse range of sources, including
scholarly articles, artist interviews, and historical archives. We employ a qualitative analysis
method to examine the evolution of photographic techniques, the changing status of
photography in the art market, and the aesthetic and conceptual shifts in artistic practice.

Results and Discussion.

The development of digital photography and advanced editing software has
revolutionized artistic creation, enabling new forms of expression and manipulation.

These technologies have democratized art, making it more accessible to a broader
audience.

Photography has gained prominence in the art market, with significant growth in
auctions, collections, and exhibitions.

The commercial success of photographic art reflects a shift in societal value and
appreciation.

Photographers like Annie Leibovitz and Andreas Gursky have used the medium to
convey powerful social, political, and personal narratives.

Photography has become a vital tool for artists to engage with contemporary issues and
audiences.

The intricate relationship between photography and reality has undergone a continuous
process of negotiation and evolution. Initially, documentary photography was seen as a direct
and unaltered representation of the real world. However, as the medium progressed, the
emergence of staged images and advanced digital alterations challenged this notion, blurring
the lines between fact and fiction. This ongoing dialogue has led to a profound redefinition of
authenticity in photography, where the once clear-cut boundaries of truth and representation
have become increasingly fluid and subjective, reflecting the complex interplay between
technology, artistic expression, and societal perceptions.

Interplay with Other Art Forms:

Photography has influenced and been influenced by other art forms, leading to
innovative hybrid practices.The integration of photography with painting, sculpture, and
installation art has expanded the boundaries of artistic expression.

The impact of photography on the art world is profound and far-reaching. It has not
only altered the way art is created and consumed but also challenged our understanding of
what constitutes authentic art. The democratization of photography has empowered diverse
voices and perspectives, enriching the cultural landscape. However, the ease of manipulation
in digital photography also raises questions about trust and veracity in art.

Conclusion. In conclusion, photography has been a driving force in redefining
authenticity in 20th and 21st century art. Its technological advancements, market success, and
profound influence on artistic expression have reshaped the art world. As we look to the
future, photography is poised to continue evolving, offering new possibilities and challenges
for the authenticity of art. This study underscores the significance of photography in
contemporary art discourse and provides valuable insights for future explorations in art
history and cultural studies.
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AN ANALYSIS OF THE BASIC CHARACTERISTICS
OF TANG DYNASTY DAQU - A CASE STUDY OF "NICHANG YUYIQV"
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An Analysis of the Basic Characteristics of Tang Dynasty Daqu—A Case Study of
"Nichang Yuyiqv"

Tang Dynasty Daqu, as an important form of ancient Chinese music, represents the
pinnacle of Tang Dynasty court music, characterized by its complex structure, rich
content, and diverse performance forms. This paper takes "The Song of Rainbow and
Feather Garments” as an example to analyze the basic characteristics of Tang Dynasty
Daqu. By examining the structure, musical form, dance performance, and cultural
connotations of "The Song of Rainbow and Feather Garments,” the study reveals its
significant position in Tang Dynasty musical culture. The research shows that "The Song
of Rainbow and Feather Garments™ not only embodies the complexity and artistry of Tang
Dynasty music but also reflects the aesthetic tastes and cultural spirit of Tang society.
This study provides a new perspective for understanding the artistic value and historical
significance of Tang Dynasty Daqu.

Materials and Methods. The Tang Dynasty was a golden age for the development
of ancient Chinese music, and Daqu, as the core form of Tang court music, epitomizes the
artistic achievements of Tang music. "The Song of Rainbow and Feather Garments,” one
of the representative works of Tang Dynasty Daqu, is traditionally attributed to Emperor
Xuanzong of Tang. It integrates music, dance, and poetry, hailed as the pinnacle of Tang
court art. This paper focuses on "The Song of Rainbow and Feather Garments™ as the
research subject, analyzing its musical structure, dance performance, and cultural
connotations to explore the basic characteristics of Tang Dynasty Daqu and its importance
in Tang musical culture.

Research Methods. This paper employs literature review and comparative analysis,
combining historical records with modern academic research to conduct an in-depth analysis
of the musical structure, dance forms, and cultural background of "The Song of Rainbow and
Feather Garments." Primary sources include historical documents such as the *New Book of
Tang* and *Miscellaneous Records of the Music Bureau*, as well as modern scholarly
research on Tang Dynasty music. Through the#ii®f and interpretation of these documents,
alongside the socio-cultural context of the Tang Dynasty, the study reveals the artistic features
and historical significance of "The Song of Rainbow and Feather Garments."

1. Musical Structure: "The Song of Rainbow and Feather Garments” consists of three
parts—Sanxu, Zhongxu, and Po—reflecting the typical structure of Tang Dynasty Daqu.
Sanxu is dominated by instrumental music with a free rhythm; Zhongxu introduces singing,
with dance gradually unfolding; and Po features an accelerated rhythm, with music and dance
reaching a climax.

2. Dance Performance: The dance is closely integrated with the music, with
performers wearing elaborate feather garments and executing graceful, fluid movements,
showcasing the high skill of Tang court dance.

3. Cultural Connotations: "The Song of Rainbow and Feather Garments" is not only an
artistic form but also reflects the aesthetic tastes and cultural spirit of Tang society,
embodying the Tang court's pursuit of luxury and elegance.

Conclusion. As a representative work of Tang Dynasty Daqu, "The Song of Rainbow
and Feather Garments" epitomizes the artistic achievements and cultural depth of Tang music.
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Its complex musical structure, exquisite dance performance, and profound cultural
background make it a model of Tang court music. Through the analysis of "The Song of
Rainbow and Feather Garments,"” this paper reveals the basic characteristics of Tang Dynasty
Daqu and its significant position in Tang musical culture, providing a new perspective for
understanding the art of Tang music.
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HOBATOPCKHME PEHIEHUS E.N. JEIHAJIBITA B UMCKYCCTBE TUOPAMBI

Bapean A.A.,
BI'Y umenu I1. M. Maweposa, . Bumeock, Pecnyonuxa benapyco

HckyccTBO auopaMbl 3aHMMAaeT 0co0O€ MECTO B c(epe BU3YaIbHOIO IPEICTABICHUS
UCTOPUYECKHX, NMPUPOIHBIX U BOCHHBIX COOBITHH. OJHMM U3 BBIJAIOLIMXCS MAacTepoB 3TOrO
aHpa Obul coBeTckuil XynoxHUK Edum HcaakoBuu [lemanbir (1921—1996). Ero pabotsr
OTIMYAJIMCh HE TOJNBKO BBICOKOM XY/IOKECTBEHHOM IIEHHOCTbIO, HO M TEXHUYECKUMHU
MHHOBAIUSAMHU, KOTOPbIE 3HAYUTEIBHO MOBIMSIIM Ha pa3BuTHe auopamHoro uckyccrsa B CCCP.

PesyabTaTel M ux o0cy:xaenus. HoBaropckue pemenus JlemanbiTa BbIpakaroTCs
yepe3 0co00e  HWCHOJb30BAHWE  CBETAa, IEPCIEKTUBBI, OOBEMHBIX  MAaKeTOB U
KOMOWHUPOBAHHBIX TEXHUK, KOTOpbIE TIIO3BOJIMJIM €My co34aBaTh J(P(GEKT MOIHOTO
HOTPYKEHUS 3pUTelIs B U300paXkaeMoe MPOCTPAHCTBO.

E¢um Hdewansit poguiics B 1921 rony B Onecce. Okonumit JIeHUHrpaicKuii HHCTUTYT
KUBOITUCH, CKYJIBITYpPHI M apXUTeKTyphl uMeHu M. E. Penuna, Toe m3ydan TpajaulinOHHBIE
METO/Ibl >KMBOIUCU U KOMMO3MIMHA. OIHAKO €ro MCTHHHBIM IIPU3BAHUEM CTaJI0 CO3JaHUE
MacIITaOHBIX AMOPaM U MaHOpaM, TPEOYIOIUX HE TONBKO XYyJ0XKECTBEHHOIO MacTepCTBa, HO
Y MTH)XEHEPHOT'O MBIIIJICHHUS.

Vxe B 1950-x romax JlemanblT Hadajl 3KCHEPUMEHTHPOBATH ¢ HOBBIMU IpHUEMaMH,
CTpeMsICh ITPEOA0JIETh CTATUYHOCTD KJaccudeckoi tuopambl. Ero paboTsl cTanu 3TallOHHBIMU
pUMepaMu CUHTE3a UCKYCCTBa U TexHoJsioruu [1].

JlnHaMHuecKkoe OCBELIEHUE U UTPa CBETOTEHU

OnHUM M3 TJIaBHBIX OTKPBITUH JlemanbiTa CTano HUCHOJIb30BaHHME CIIOXKHBIX CHCTEM
OCBEILEHUS, UIMUTUPYIOLIMX €CTECTBEHHBIN CBET. B oTiIMuMe OT yCcTOSABLIETOCS B TO BPEMs
KaHOHA paBHOMEPHOI MOACBETKU MPOU3BEICHUHN TaHHOTO BU/IA, €r0 padOoThl BKIHOYAIIU:

e  IIEPEMEHHYIO HHTEHCUBHOCTD;

e  y3KOHAIIPaBJICHHbIE TOYEUHBblE MCTOYHUKM CBeTa, co3jaaroume >PQext
IPOKEKTOPOB, MOKAPOB, B3PHIBOB;

e OTpaXEHHBIN CBET, YCUIIMBAIOIINKI TTyOHHY MPOCTPaHCTBA.

OTOT NOAXO0A MO3BOJIS 3PUTEIIO OLIYINATh TUHAMUKY CPaXXE€HUS UM CMEHY BPEMEHU
CYTOK, 4TO ObLIO PEBOIIOIIMOHHBIM pelIeHneM i cepeauHbl XX Beka [3].

TpéxmepHas nepcreKkThBa U WLTI03UsI 0ECKOHEYHOCTH

OtnuuuTenbHOM 4YepToil TBOopeHMi /JlemmanbiTa sIBISETCS MacTEpPCKOE OpPraHUYHOE
COYETaHUE >KUBOMUCHOIO ()OHa C OOBEMHBIMH MAaKETaMH, CTHUPAIOLIEE TPAHUIY MEXIY
peasbHbIM U WLTI030pHBIM. ET0 MeTos BKirovai:
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e  WCIIOJIb30BAaHWE KPUBOJIMHEHHBIX XOJICTOB, HUBEIUPYIOIIUX NEPCIEKTUBHbBIE
HCKQ)XECHHS;

e TPAAMEHTHYIO JAeTaln3aluio 00BeKTOB (Ooyiee YETKHE SIIEMEHTHI Ha TEpPEIHEM
IUTAHE U Pa3MbIThIEC BJIAJIN);

e omnTuyeckue OOMaHbI, Takue KaK HCKYCCTBEHHAas JbIMKa WU «BO3IYLIHAs
nepcrnexkTuBa» [2].

WuTerpanus peatbHBIX 00bEKTOB U MYJIbTUMEINA

Emé oxHMM mpopbIBOM CTalo COYETAHUE KIACCUYECKOM KUBOIMUCU C PEATbHBIMU
apredakTamu, JOMOJTHEHHBIMA MEXaHU3UPOBAHHOM clieHorpadueii. Hampumep:

e  TMOJBWXHBIC GUTYPHI H TEXHUKA (C MMOMOIIBIO CKPBITHIX MEXaHU3MOB);

e 3BYKOBOE COMPOBOKICHHE (3aMHUCH T'OJIO0COB, BHICTPEIOB, IIIyMa MOTOPOB);

e (pparMeHTHl OpPUTHHAIBHBIX OOEBBIX OPYIUN U OOMYHAHPOBAHUS, BCTPOCHHBIC B
KOMIIO3HULIMIO.

OTOT CHHTE3 HpeBpalial JuopaMy B HWHTEPAKTHBHBIA CIIEKTaKlb, YTO OBLIO
HEXapakTEepHO [UIsl TNPOU3BEACHUN Hayaja BTOPOM MoJoBUHBI XX BeEKa, IMIHUPOKO
MIPEICTABJICHHBIX B MY3€HHBIX 9KCNIO3UIUAX 110 Bcemy CoBeTckomy Coro3y.

Meronpr JlemanbiTa OKa3ajaud 3HAYUTEIBHOE BIMSHUE HA JajbHEWIIEE pa3BUTHE
MMMEpPCUBHBIX BBICTaBOK. HoBaTopckoe HCIOIb30BAHME MPOEKIMOHHBIX TEXHOJIOIHH B
COUYCTAHWH C PUBNYCCKUMU MaKeTaMH, YHUKAILHBIM TBOPYECKHUH B3I HA (DOPMHPOBAHHE
UCTOPUYECKONW PEKOHCTPYKIMH, TA¢ OCOOYI0 3HAYMMOCTh MPHOOpETan HE TOJNBKO (akT
HMCTOPUYECKONU TOCTOBEPHOCTH, HO U SMOIIMOHAJIBHOE BO3/ICHCTBUE HA 3PUTEIIS.

3akiaoyenue. Edum JlemanbT cBOMM TBOPYECKHMM METOJAOM M IOAXOAOM K
CO3/IAaHUI0 TPOU3BEACHUN MEPEOCMBICIWII YCTOSABIIMKCS B3IJISIA HA HMCKYCCTBO COBETCKOM
JUOpaMbl, IPEBpaTUB €ro M3 CTATUYHOM OHKCIO3UIMU B JUHAMHUYECKOE, IOYTH
KHHeMaTtorpaduieckoe 3penuiie. Ero HoBatopckue pemieHus B 00J1acCTH CBETa, MePCIEKTUBbI
U KOMOWHUPOBAHHBIX TEXHUK OCTAIOTCA AaKTyaJbHBIMA MW  CETOJHS, BJIOXHOBJISS
MOCJEAOBATENECH, B TOM YHUCJIE CMEKHBIX BHJOB JEITEIBHOCTH TaKUX KaK XYJIO0KHUKH-
YKUBOMHCIIBI HOBOM BOJIHBI U CIICHOTpa(BbI.

Takum o00pazoMm, HCClIEOBaHME €ro HacileIuss BaKHO HE TOJIBKO MJIi HMCTOpUHU
MCKYCCTBAa, HO W JJIA TOHWMAHUS SBOJIOIHMHA CIIOCOOOB BHU3YyaJIbHOTO TOBECTBOBAHUS B
KynbType U uckyccrse XX—XXI Bekos.

Hcemounuku u iumepamypa:

1. Topbynos, M. B. HckycctBo OarambHO# amopamsl (XyIoXKECTBEHHOE pEIEHHE My3eHHO-BBICTABOYHOTO aHcaMOns B
BoeHHoncropuueckux mMysesx CCCP u CHI' Bo Bropoit nonosune XX Beka) : aBropedepar AuccepTalyy Ha COUCK. YYeH. CTEIl. KaHauaara
HCcKyccTBOBeieHHs : 1o cmer. 17.00.04 - m300pa3. m jekopaTMBHO-TIPUKIANHOE HCKyccTBo M apxurektypa / M. B. T'opbynos ; HAH
Benapycu, Toc. nayd. yupexnenune "WH-T ucKyccTBoBenmenus, stHorpadun u dompkinopa um. K. Kpamueer". — Munck, 2005. — 19 c. —
bubmmorp.: c. 16.

2. Jewamnsrt, E. U. MckyccTBo manopam u auopam. — M.: UckyccTBo, 1982.

3. TIlerpos, B. H. CoBerckas 6aransHast sxuBomnucs. — CII6.: ABpopa, 2005.

BJIMSTHUE MAPOBO33PEHUA NITIOCTPATOPA
HA XYJOXECTBEHHBIN OBPA3 JIMTEPATYPHOI'O NTPOU3BEJIEHUSA

Kos3nos /I.B.,
BI'Y umenu I1. M. Maweposa, 2. Bumeock, Pecnyonuxa benapyce
Hayunsiit pykoBogutens — Koctorpeiz O./1., noneHT

CTpCMJ’ICHHC YCJIOBCKa K OCO3HAHUIO MHpPa C(I)OpMI/IpOBaJIOCB B TIICPBYIO OYCPEAb

(UBUYECKUMH CITOCOOHOCTSIMH M HHTEIIEKTYATbHBIMH BO3MOXKHOCTSIMH, KOTOpPBIE Havald
MIPOSIBIIATHCS €Ie B AIIOXY KaMEHHOTo Beka. B Oopb0e ¢ mpupo/oil 3a BEDKHBAHHE YETIOBEK
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o0pesn He TOJBKO HOBBI MHCTPYMEHT — BOOOpa)K€HHE, HO U CyMeJ HCIOJb30BaTh €ro Kak
CPEICTBO KOMMYHHUKALIUU B IUIEMEHHBIX OTHOILICHUSX.

Leas wucciienoBaHusi — TMPOAHAIM3UPOBATH KIFOUEBBIE IMPOOJIEMBI COAEPIKAHUS
cepuu pabOT B KHM)KHOM rpaduke, BEISIBUTh XYI0KECTBEHHbBIE U KOMITO3UIIMOHHBIE aCHIEKThI
COJIepKaHUS Ha XyJ0XKECTBEHHBINH 00pa3.

Marepuan u meroabl. V3ydyeHue JIUTEpAaTypHbIX HWCTOYHUKOB M aHAJIM3 JIMYHBIX
BIICYATIICHUH OT rpaduyeckux paboT 3apyO0eKHBIX U OT€YECTBEHHBIX XYI0KHHUKOB.

Pesynbrarel M oOcy:knenme. COBPEMEHHOE HCKYCCTBO YacTO CTPOMTCS Ha
B3aUMOJICHCTBUM pa3HBIX ()OPM BH3YaIIbHOTO TBOPYECTBA, TJE XYAOKHUKH CO3HATEIHHO
CTHpAIOT TpPaHUIBl MEXIY TPAAULMOHHBIMH BUAAMU HCKyccTBa. OHH  CBOOOIHO
KOMOMHUPYIOT TEXHUKH, MaTepUalIbl U JKaHPbI, CO3aBasl IPUHLUIINAIBHO HOBbIE TMOPHIHBIE
¢dopMBbl MCKycCTBAa. DTOT MPOLECC OTpa)kaeT OOILyH TEHACHLUIO K CUHTE3y UCKYCCTB, IJie
BU3yaJIbHbIE 00pa3bl JONOJHSIOTCS 3BYKOM, TEKCTOM M JpYrMMH Meaua. B pesynbrare
BO3HUKAIOT CJIOXKHBIE MHOTOCJIOMHBIE NPOM3BEICHMS, KOTOPBIE HEBO3MOXHO OJHO3HAYHO
KJaccu(uuupoBaTh B paMKaxX TpPaJULMOHHBIX >KaHpoB. KiroueBbIM (akTopoMm 371ech
CTaHOBUTCS B3aMMOJIOTIOJIHSIEMOCTh Pa3HbIX XY/0’KECTBEHHBIX SI3bIKOB.

[TogoOHBIE IKCTIEPIMEHTHI MEHSFOT CaM MOAXOMA K CO3JaHUIO U BOCHPHUSTHIO UCKYCCTBA.
['paHunpl MEXIQy jKaHpaMH pa3sMbIBAIOTCA, M HAa MX CTBIKE DPOXKIAIOTCS CBEXKUE HIEH U
HECTaHJAPTHBIE  XY/IOKECTBEHHbIE pEILICHUs. SIpKkUM [pUMEpPOM  TpPAJULHOHHOIO U
COBPEMEHHOT0 ITOIXOJI0B B 3TOM BOIIPOCE SABIIAETCS WLIOCTPUPOBAHUE JIUTEPATYPHOIO TEKCTA.

Mapk IIlaran mupoxko H3BECTEH KaK XyAOKHMK-kuBomuceyn. Ho oH Tak ke
IUIOIOTBOPHO paboTan B rpaduxe. MactepcTBO B HMCKycCTBE I'padUMKU M HECTaHJApTHOE
NPUMEHEHHE J>KUBOMUCHBIX 3(P(HEKTOB MOMOTIO JOOUTHCS W3BECTHOCTH XYAOKHUKY HE
TOJIBKO Ha Tepputopun Poccun, HO Taxke u Bo @paHuuy.

B cBoe Bpems kuMBOmMCLA 3aMETHJI M3BECTHBIM (paHIy3cKuil —apT-auiep,
KOJJICKIIMOHEp, u3naTens AMOpya3s Bomnmdp u mpenioxun peann3oBaTh CBOW TallaHT B
obnactu wumoctpauud. B mocneactBum Hlaran wmtoctpupoBan «MepTBble  IyIIN»
H. I'orons, «bacuu» JladoHnTeHa, HeoJTHOKpaTHO oOpamiaics K rpadguyeckoil HHTepIpeTanun
bubmuu. Bee ero cepun M HMKITBI WILTIOCTPAIMNA POKIAIUCH KaK JINYHOE MEPEKUBAHHE, KaK
IIPEJIOMJIEHUE Yepe3 MPU3MY JIUTEPATYPHOT O TEKCTA TUYHOTO JKU3HEHHOTO OIIBITA.

Poman Cepsanteca «Jlon Kuxor», BeposiTHO, BIOXHOBUJI 0OJIbILIE XYJ0KHUKOB, YEM
ar06oe Apyroe Mpou3BeAeHne MUPOBON JuTeparypbl. OOpa3bl XUTPOYMHOTO HJANBIO U €ro
BepHOro opyxenocua Canuo IlaHchl HalIM BOIUIOIIEHHE B O€CUMCIEHHBIX WILTIOCTPAIUX,
rpauuecKkux cepusix, KUBOMHCHBIX IOJIOTHAX W CKYJBNTYpHBIX Kommnosumusax. K stomy
cieayeT 100aBUTh MHOTOYUCIIEHHbBIE TeaTpallbHbIe TOCTAHOBKH U 3KpaHHU3ALMH.

CaeBa I'puroppeBuu bpojckuii, COBETCKMH XYyIOXHUK KHHUTH, HE MoOApaxkas
M3BECTHBIM OOpa3liam, Hallen HOBoe peuieHue. B cBoeil rpaduueckoit cepunm bpoackuit
CO3/1aéT He MCHUXOJOIMYECKHe MOPTPETHI, a CKOpee CUMBOJIMYECKHE 0Opa3bl-apXeTHnbl. Ero
Jon Kuxor u Canuo [laHca numeHbl MUMHYECKOM BBIPA3UTENBHOCTH - OHU MPEICTAIOT Kak
BEUYHbIE MACKH, BOIUIOLIAIOIINE BHEBPEMEHHbIE uyenoBeueckue kadectna. [Ipu stom, CaHuo
[Tanca TpakTyeTcs HECKOJIbKO HEOXHIAHHO — HE KaK CIOXKHBIM XapakTep pOMaHa,
COUETAIIIMKM TMPOCTOAYIIME C MYAPOCTBIO, a CKOpPEE KakK OJIMLIETBOPEHUE CTUXMUHON
*Ku3HeHHOU cuibl. «llonp3ysice popmynupoBkoil TypreneBa, MOXHO cka3zarbh, 4To bpoackuit
BcMaTpuBaiics B «J{oH Kuxota» «He TeM TOPOITMBBIM B3TJISA0M, KOTOPBIM OCTaHABIMBACTCS
Ha MOBEPXHOCTAX U Menodax»» [1, c.14].

Co3z0aHnue xy00dicecmeeHHO-00paAsHbIX ULTIOCMpayull mpeoyem om XYOOIUCHUKA He
MONbKO — YMEHUUl  MeXHU4ecko2o  Xxapakmepda, HO U  MAaxdxice  UHOUBUOYAILHO2O
mupoeocnpusmus. «I'JTaBHBI acleKT HPAaBCTBEHHOM IO3ULMHU XYyJOKHUKA CBSI3aH C €ro
MECTOM B TOH 4YacTH KYJbTYpbI, KOTOpas OPMEHTHpPOBaHA Ha pELIeHHE NpoOJeM COBECTH,
ryOUTENIbHOCTH  HPAaBCTBEHHBIX  KOMIIPOMHCCOB,  HEOOXOJIMMOCTH  CO3HATEIBHOIO

52



CaMOOIIPEIIEIICHNS U COBEPIICHCTBOBAHUS YEIOBEKA, COTJIACOBAHHOCTH KU3HHU U MOPAIBHBIX
MIPUHIIMIIOB, CJIOBA U Aenay [2, c.185].

He MeHee WMHTEpecHBIM B OCBELICHHHM COOBITHI, CBS3aHHBIX C >KM3HBIO OOIIECTBa
apisitoTest wimoctpauu OHope Jlombe. ['paduk u >kuBomMcel] BHICMEHMBAI MOHAPXUIO U
Oypxyaszuto. Cartupa sBisercd (pyHIaMEHTOM I TBOPYECTBA 3TOTO XYJIOKHUKA U IpU
NOMOIIIM €€ OH TIEePEOCMBICIIMBACT aKTyallbHble COOBITUS M TeMbl. «B mureparype,
MOCBSIIIEHHOM KYJIBTYPHOM M conuaipHOM cutyauun XIX crosietusi, HEOAHOKPATHO
OIHCHIBAJICS IOK OT HOBBIX (hOPM TOPOJICKOI KH3HHU, KOTOPBII MEPEKUBAIN EBPOIICHIBD [3,
c.21]. Tak B «BaroH TpeTbhero kiaacca» XyA0KHHUK IpHU NOMOIIM KUBOIMCH H300payKaeT Bce
TATOTBI KU3HU IIPOCTOI'O YEIOBEKA.

B dopmupoBanun 00pa3oB u co3maHue COOCTBEHHOH MHUGONIOTHH, TpaduK H
xKuBomnucel, YuiabsaM biefik Tak ke AOCTHraer onpenesieHHbIX BbICOT. OH 0ObenuHseT B
CBOMX IIPOM3BEICHUAX TPAIAULMUHU, CBSI3aHHBIC C TNOTMYECKUM MCKYCCTBOM U 3JIEMEHTAMH
snoxu Bospoxnenus. OOmee mnpexacraBieHue (Urypbl ueloBeKa B TBOPYECTBE U
WITIOCTpalusx (GopMupyroT o0pa3 HepeanbHbIH, OJU3KUN K 00KecTBEHHOMY. UnTas CTHXHU
WIM T1po3y, Mbl BOCIHPUHHMAEM C JIETKOCTbIO T€ 00pa3bl, KOTOpbIE JOIMOJIHSIOT
HENOCpEeACTBEHHO wumocTpauusiMu. Tak npu  opopmienun «llecen HeBunHOCTHY,
nepeseneHHbIX C. . Mapmiakom «Jluts - PanocTe» XyJ0XKHHUK 100aBJIsIET HE TOJIBKO 00pa3bl,
He (QUrypHpyOIIUe B MPOU3BEICHHH, HO W 00OTamaeT BOCIPHUSITHE HOBBIMH JJIEMEHTAMH.
Uro B CBOIO OYEpe/h ICTaeT MPOUTEHHE MOITHIECKOTO MPOU3BEICHHs, O0€3 ydacTus rpaduK,
HE MOJHBIM. Bech cOOpHMK MpeaCcTaBiIseT COOON CHHTE3 MO3TUYECKOTO U XYyJ0XKECTBEHHOTO.
Tak o0pa3 pebeHKa, HaXOASLIErocs B I[BETKE, BOCHPUHUMAETCS KaK CHMBOJI JI€TCTBA,
TapMOHHH U CYACTBSI.

TBopuecTBo bieiika MOYKHO XapaKTepU30BaTh HE TOJIBKO KaK JKEJIaHHME JOCTUYb
CHUHTE3a POMAaHTUKN U CEHTUMEHTAJIN3MA C TOTUYECKON CTPOTOCThIO0 U aHTUYHON TOUYHOCTHIO,
HO U YMEJIO€ UCNOJIb30BaHNE KOHKPETHBIX CUMBOJIOB I OOIIETO YCUJICHMSI BIIEYAaTIECHUS OT
KHUTH. XyJI0KHUK HE IIPOCTO MEPECKA3BIBAET, A JONOJIHAET JIUTEPATYPHBIE IPOU3BEICHMUS.

M3nro6nennort Temoit ®@paninucko ['ols sABISETCS Tema, ITOCBAIICHHAS CEMH
CMEPTHBIM I'pPeXaM M €€ TpakToBKe. [I0X0Thb, KaqHOCTBb, YPEBOYroJAME — 3TO TE€ IOPOKH,
KOTOpBIE ONPEEINAIOT 00U XapaKTep U CIOKETHYIO COCTABIISAIONLYIO €ro padorT.

OpnHOl M3 XapaKTepUCTHK TBOpUeCcTBa ['0iu ABIIAETCA YMECTHBIH I'POTECK, KOTOPBII
UCTIONb3YyeTCs JUIs yCHiIeHUsl 00pa3oB. Tak B HATYpaJTMCTUYECKUX CIIEHAX MOTYT y4acTBOBATh
MepCOHaXXU cpaBHUMBIE ¢ OectuapueM Meponnma bocxa. JKMBOTHBIE yale BCEro SIBISIOTCS
NpEeIBECTHUKAMU 3714, a OOJMK JIoAeH, TNOrps3MIMX B IMOpPOKaX, H3MEHsAeTCs [0
HEY3HaBAEMOCTH.

B To xe Bpems, repomueckuii o0pa3 Mapuu ABrycTuHbl AparoHCKoOil B IpaBlope
«Kakoe myxectBo!» co3nmaér mepconHaxa 1o cuie paBHbid JKanue J[’Apk. O6pas stoii
KEHIUHBI popMUpYyeT cuMBOJ PoauHbl. OTO eaMHCTBEHHas U3 paboT B cepuu «beactBus
BOIHBI», IIOCBSIICHHAS TEPOU3MY.

«[lo Oonbmieit yactu OQOPTHI BHIXOAAT 3a paMKU KoHKpeTuku. Pabora ®. I'oitm
YHUBEpCajbHa, TOTOMY YTO B Hell ecTh IIyOOKOe cocTpaJaHHe KO BCEM KepTBaM BOWHBI U
MOHUMAaHHE CTPaJlaHKs, KOTOPOE 3aTPparuBacT BCEX M JIGKHUT B OCHOBe YenoBedyecTBay [4].

Co06biTust Bropoit MUpOBO#i BOIHBI Tak K€ OCTaBHIIN OOJIBIION OTIEYATOK HE TOIHKO B
KHIKHOH rpaduke. 'eopruii IlorumaBckuii B cBoeM ocmbicienuu Bemukoit OteuecTBeHHON
BOIHBI HAaXOJIUT TOYKH CONPUKOCHOBEHHUS HE TOJBKO C OelIOpYCCKUM H300pa3uTeIbHBIM
UCKYCCTBOM B IIEJIOM, HO W C JUTeparypHoil Tpanunuei. Ero rpaduueckue cepun
pa3BUBAIOTCS B CBOCOOpPAa3HOM JAMAJOre C JIMTEPATypHBIMH MPOU3BEACHUSMH, Mpeiiaras
BHU3YAJIBHYIO HHTEPIIPETALIMIO BOCHHON TEMBI.

Spkuil mpumep Takoro Mnojaxoja — UMUKJI aBronurorpaduit 1975 roga, co3gaHHbli MO
MOTHBaM Ipou3BeaeHuil Anecst AnamoBuya. B 3Tux paborax Xyq0KHHK MPOTHBOMOCTABIISET
JBa MHpa: Oe3AyIIHYI0 MallMHy (amm3Ma U CTOMKOCTh Oenopycckoro Hapona. B mucre
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«XaTbhlHb» (AIIUCTHI MOKA3aHbl KaK OE€3JMKHI, MEXaHW3UPOBAHHBIH MOHCTp, TOTAAa Kak B
«bnokane» npupojia cama CTaHOBUTCSI COXO3HULIEH napTu3aH. Pabota «MopanbHbIil KOHTaKT»
pacKpbIBaeT TpareIni0 MUPHOTO HACEIEHHUS [10/] THETOM 3aXBaTYHUKOB.

XyIOKHHAK MacTE€PCKU HMCIIOIb3YeT KOHTPACThl — KAK CMBICIIOBBIE, TAK U IUIACTUYECKUE.
Tspxensle, napsume (opmbl, H300paxaronye (amcToB, MPOTUBOIOCTABIEHbI BO3IYIIHOM,
CBETJIOW MaHepe H300pakeHHs MUpPHBIX xureneid. Takas rpaduueckas TEXHHKA HE IMPOCTO
niepesaeT BHEITHUN OOJIMK MEPCOHAXKEH, HO M HaJeIsieT UX BHYTPEHHUM CBETOM, MOAYEPKUBAs
HPaBCTBEHHOE IIPEBOCXOACTBO. «HemapoM Ha OTKpBITMM BBICTABKM MpoW3BeAcHUM I'eoprus
[TonmaBckoro B Muncke B 1982 rogy Oenopycckuii nucarens Aneck AlaMOBHY CKazall: «ITO
cTapasi UCTHHA, YTO BHYTPEHHHI OOJIMK YENIOBEKa HANpPSMYIO CBS3aH C TEM, YTO OH JeJaeT,
nuieT, pucyer. Tem Gosnee, eciau 3TO YETIOBEK ¢ TAKUM TajlaHTOM, Kak lommaBckuil. OH yenoBek
OYEHb Cepbe3HbIN U TTyOoKHii. OH MUILET PO TaKHe Cepbe3HbIE BELIH, KaK MU, KaK BOMHA, KakK
Tparu3M COBpEMEHHOro mupa. OH 3alyMbIBae€TCsl Haj TEM, KaK 3allUTUTh 3TOT MHUpP TEMU
CPEICTBaMH, KOTOPBIE Y HETO ecTh»» [5, C€.22].

3akirouenne. ['padpuka He NHPOCTO JOKYMEHTHUPYET HCTOPHIO — OHA aKTUBHO
KOHCTPYHMPYET, 3aKperisier win paspymaer mMugpbl. Ot rpaBoop snoxu llpocsemenus 1o
COBPEMEHHBIX MJUIIOCTpPALMi OHA OCTAETCSl MOIIHBIM CPEICTBOM BU3YaJIIbHOI'O BO3JEHCTBHUS.
B ominume or xuBomucu, oHa ObIcTpee pearupyeT Ha coObITHS, oOnajgaer Oosibliel
JAKOHUYHOCTbIO U OXBaTOM, YTO YCWUJIMBaeT €€ pojib B IMpoNaraHjie, caTupe U
JOKYMEHTAIBbHOM OTOOpPaXKEHUU peallbHOCTU. ['paduka B KHUTE MOXET OTPAaHUYHBATH
3puTens BuAeHUeM XynokHuka. C 1Ipyroil cTopoHbl cUMOMO3 H300paKeHHS M TeKcTa
dopMHpyeT YHUKaJIbHBIH OOBEKT, KOTOPBIH OOOraTUTh 4YMTATENs, KOPPEKTUPOBATh YXKe
HMEIOLIEECS] MUPOBOCIIPUSITHE.
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«HE3HAKOMKA 13 NPOLJIOI'O»: OIIBIT PEAJIM3ALINA
AOJTOBPEMEHHOMU BHICTABKH JKEHCKOTI'O ITIOPTPETA .
N3 COBPAHUSA YK «BUTEBCKHUU OBJIACTHOU KPAEBEJYECKHWU MY3EHN»

Kpusenvkas E.C.,
2. Bumebck, Pecnyonuxa benapyco
crapiuuii HayuHslid coTpyHuK YK «Burebckuii 001acTHON KpaeBequecKuil My3eil», MarucTp

I[Ipy mOAroTOBKE KOHUENUHWU JOJArOBpeMEHHOW BbIcTaBkM «He3HakoMka w3
MPOIIOTO» aBTOP OTTAJKUBAJIACh OT MPHUHIIUNA €IUHCTBA MECTa U BPEMEHHU. 3JIaHHE
XyHo0KECTBEHHOTO My3esd — MaMSATHUK apXuTeKTypsl XIX Beka, U MHOTHE KEHCKHUE
MOPTPETHl U3 MYy3€HHOro coOpaHus OBLIM HAMUCAaHBI B ATO Bpems. CTUIb apXUTEKTYPhI
3panus Obutoro OKpyXHOTO Cyda KiaccHIu3M. V3HagaabHO OHO CTPOMIOCH Kak
aIMAHHUCTPATHBHOE 3/1aHHE ¢ KAaOMHETHOW CHCTEMOW MOMEIEeHHI, HO COBPEMEHHOE €ro
CYIIECTBOBAHHE KaK IMPOCTPAHCTBA MY3E€HHOTO TMO3BOJUJIO €ro OOBITpaTh, HUCXOAS W3
HKCMO3MUUOHHBIX 3anad. KamepHsiii ¢opmar BbeicTaBOyHOTrO 3anma Ne2l mo3Bosimi
COTOCTaBUTh €T0 C TOCTUHOW JBOPSHCKOTO JOMa, B KOTOPOM COOMpaIuCh XO035€Ba,
MPUTIIAMIEHHBIE TOCTH, TPOXOAWIO OOIIEHUE U ATAMbI COITUATH3AIIHH.
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JUist Toro, 94T00Bl OCETUTENN BBICTABKM MOIUIM 00J€e OpPraHUYHO MOTPY3UTHCS B
HO3TUKY XEHCKMX 00pa3oB IPOLUIOro ObLIM OPraHU30BaHbl KOMMEHTApUU U aBTOPCKHE
HKCKYpPCUU KypaTopa BHICTAaBKU. AHOHCHI BHICTABKH U PENOCTHI (POTOCECCHil MOCeTUTENeH
Ha My3eHHBIX CTpaHUIaxX B coluaibHbIX ceTsix BKonrakre, MHcTarpam, Facebook rakke
croco0CTBOBAIM €€ BOCTPEOOBAaHHOCTH.

WNnes BbicTaBkm — Touka otcuyéra, KoTopas 3ama€T CUCTEMY KOOPIAUHAT B
UCKYCCTBE U B )kM3HU. Llenb BbicTaBKu: «Psibl — B najabl!»

PesyabTarhl W ux o0cyxaenue. M B mnepuon AHTHUYHOCTH, M B DJIOXY
XPHUCTHAHCTBA JKEHIIMHA HOCUT MMS OTLA, a MO BCTYIUICHHH B Opak NPUHUMAET WM
myka. Ecnu jxeHIHa HaBiIeKaeT Ha ce0s M030p, TO OH KAacaeTcsl HEe TOJBKO €€ JINYHO, HO
U LEJIOro psjaa JIMI: OTHA, MyXa, cblHa. Ho 4ToOBI ’keHuIMHa OJitojla 4ecTh MMEHH,
KOTOPOE€ HOCHT, BaXXKHO, YTOOBI MYKUMHBI B €€ OKPYXKEHHUU CIEeA0BaIU AeBU3y: «Jyma —
bory, cepaie — xeHIuHe, 4€CTh — HUKOMY!»

Emé oauH BakHBIN acmeKT BOCHPUSTHS BBICTABKU: LIEHHOCTh paboueill mpodeccun
U ypoBHS MacTepcTBa. IIpomsBeneHMs HCKYCCTBAa pPOXKAAKTCA Yy CTaHKa: MOJbOEpT,
TOHYApPHBIA KPYT, MUAHWHO, ISUTbLA JJIs BBIIIMBAaHUA, OaleTHBIM CTAaHOK W T.n. B HuX
BJIO’KEHBI HANpsDKEHHBIE YCWIIMS WHTEUICKTYaJbHOTO U (U3WYECKOTO TpyAa MacTepa.
VIMEHHO OHM, YCHJIHS PYK M IyILIM MacTepa IpOSBIAIOTCA B HaIPsKEHHOCTH JeTalel
XyJI0)KECTBEHHOW (HOpPMBI TPOM3BEICHUS HMCKYyCCTBA. I'peKM Ha3bBaIM 3TOT (PEeHOMEH
«QHTa3UCH.

Ha BbicTaBKe ObUIM IpeacTaBieHbl NOPTpeThl KUCTH SIkoBa PEnopoBuua Kankosa
(1816-1854), MBana Hukomnaesuuya Kpamckoro (1837-1887), Anekcanapa Hukonoposuua
HoBockonbriea (1853-1919), Opus MouceeBuua Ilsna (1854-1937), Hukonas
EdumoBuua PaukoBa (1825-1895), Ilerpa IlerpoBuua Coxomnoa (1821-1899), Anekces
CrenanoBuua CrenanoBa (1858-1923), Usana ®omuya Xpyukoro (1810-1885) u ap.

[IpumepoM capMarckoro TOPTpETa, pPACIPOCTPAaHEHHOTO B  OEIOPYCCKOM
crankoBoil xuBonucu XVIII Beka sBasgercs noprpet Dibx0Oersl [1y3piHM (HEU3BECTHBIM
XynoXHUK, 1746-1752, xonct, macno, KII 16409). [1, C. 122] B uéM 3HaunMa He TOJIBKO
caMa IepcoHa, HO W compoBoxiammme e arpudyThl. DibxkOera Marganena [ly3wiHs
(ypoxxnéunas OruHckas) Obuta gouepbto  ['puropus Orunckoro u  Teoduauu
Yapropsliickoil. ATpuGyTamMu €€ BBICOKOTO IOJOXKEHUS SBISAIOTCS MypIypHas MaHTHUS C
BOPOTOM H3 JIparolleHHOTO MeXa TOopHOocTas M u3o0pakeHue ¢GaMuiIbHOTO repba ¢
HaJanuchlo-snuTaguen: «OnbxbOera u3 poxa OruHckux xeHa [ly3slHM KamTensiHa
McTucnaBckoroy.

K mnoprpernoit xuBonucu XVIII Beka BOCXOAMT JKEHCKHHM IOPTPET KHUCTH
«HEW3BECTHOro XymoxkHuka kpyra Jlesunkoro» (xonerr XVIII B. xonct, macmo, KII
14302). Mopgenps wu3o0pakeHa B MapajHOM TEMHO-3€IEHOM IJaTbe B  OOJBIIOM
HalyJpeHHOM I[apuKe, Ha JHUIE MAaKUsK XapaKTEepHBIH MAJii MOJBI 3MOXH OapOKKO:
HIMPOKHUE OpOBU M sSpKHE PyMsiHAa Ha BClo oOsiacTh MmEK. KoMmo3unuoHHas cxema 3TOro
noprpera HarloMuHaeT padoty Jmutpus ['puropsesuua JleBuukoro «Iloptpet [IpackoBsu
HuxonaeBubl Pennnunoit 1781r.»

IIpexpacueim moprtpetucrom XIX B. saBagercs W.O. Xpyukwuii, NOTy4UBIINN
XyJ0KeCcTBeHHOe oOpa3oBanue B IlerepOyprckoit Axamemun XynoxecTtB. «[loptper
HeusectHoi» (1840-e rr., xomct, w™acmo, KII 15376). B oOpase wmosonoi
APUCTOKPATUYHON JKEHIIMHBI OTPA3UIIOCh CTPEMIICHHE XYAOKHHMKAa IpPUIATh MOJEIU
00bEM HIpod MNPSAMOro M OTPaKEHHOrO cBeTa. TOYHOCTh M HATYypaJIUCTHUYHOCTH B
nepegaye Jerajedl KOCTIOMa M akceccyapoB cOJMXKaeT 3TOT MOPTpeT ¢ paboTamu
COBPEMEHHHKOB: 0. Kunpenckoro,
K. bpromnosa, A. Bapueku.

«Bnosymka» (1847, xonct, macio, KII 14301) kuctu .®. KankoBa — nmpumep
peanu3anuu B PYCCKOM KMBONMCH CTHIS «Kjacculu3m». CBbIH KpENOCTHBIX KHS3S
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C. Boponnoga, f. Kankos, Omaromapsi ycnexaMm B PUCOBaHHMH, ObUI OTMYIIEH Ha BOJIO,
noctynuia B AkagemMuio XyIoXeCTB W paboTanm B pycie €€ Tpaauluid. YYeHUK U
nocienosarens 1I. @enoroBa u K. bpromnosa. Ha moprpere Monomol BIOBBI HUKaKue
ncuxojorudyeckue aQ@ekTsl He UCKAKAIT KpacoTy 4depT e€ JNHIla U IUIACTUKY PYKU C
JIBYMsI OOpydYallbHBIMH KOJIbIIaMU. B 3TOM NpOsIBICHHE CTHIISI «KJIACCHUILIU3M», KOTOPBIN
mpenrnosiaral CASpKaHHOCTh M JOCTOMHCTBO B MaHepe jepxkarb cebs Ha JoasX.
CxnoHEHHas roJIoBa >KEHIIMHBI BTOPUT a0pUCy OBAJbHOM paMbl, CAEpPKAHHOE I1€YaJbHOE
JIOCTOMHCTBO XY/IOKHUK CJIeJiall [JIABHOM TeMOi.

Bo3nymnbeiii  00pa3  Momozoil KpacaBullbl 3amedariaéH Ha mnonotHe A.H.
HoBockonbrieBa (2-1 monoBuHa XIX B., xoiscr, macino, KII 13159). B mnoprpere
TIIATEIBHO BBIUCAHBI IPO3PAYHOCTh U OJIECK TOyOBIX I1a3, YIblOKa MOJEIH, CKIIaJKH e
MJaThsd U KPYKeB, IBEThl. UyBCTBYETCS, UTO XYAOXKHUK O4YapOBaH OOpa30OM >KEHIIMHBI-
I[BETKA.

Spuaiimeil cTpaHuIeld B XyaokecTBeHHOW xu3HU Poccum 1860—-1870-x rr. cranm
)ku3Hb U TBopuecTBO M.H. Kpamckoro. Brerimenmuii w3 HH30B PYyCCKOro oO0IIecTBa
XyIOXHUK, TpaXJaHUH U MbICIUTENb, [POHULIATENbHBIM KPUTHUK, OH CTPAacTHO
IPOIIOBEIOBAN HJeal PEAMCTUYECKOro McKyccrtBa. Ha moprper-menanboHe ero paboTs
00pa3 MOJIOJOM JKEHIIUHBI U3 JIBOPAHCKOTrO cocioBusa. E€ pyku ykpamiaroT Opacnersl u
Beep, TEMHOE IUIaThe KOHTpacTupyer ¢ (apdopoBoit Oenusnoii ymma. L[BeT HexHOTO
pyMsiHIIa Ha CKyJlaXx HEpEeKJIMKaeTcs C IBETOM JIENECTKOB pPO3bl B BOJOCAX MKEHIIUHBI.
Brelpaxenue numa y MoOJeNM clIep)KaHHOe, HO caMm e€ o0pa3 moJIOH HeOpPOCKOro
ouapoBanus. Pakypc B 3/4 npumaér n3o0pakeHHIo OllyIIeHnEe eCTeCTBeHHOM riyOounsl. B
mpolecce pectaBpalu Obula yTouHEHa jaTta co3manus moptpera (1878, xoscr, macio,
KII 15375).

«3a raganuem» (1870-¢ rr., xonct, macno, KIT 14290) I1.I1. CokonoB. Mopensto
Ui TopTpera BblOpaHa JAEBYIIKA-MOAPOCTOK, UWTAIONIas CTPAHUIBl KHUTH C
acTpoJiornyeckuMu Tabnunamu. JKapkuii pymsiHenl Ha e€ IIeKax I03BOJISET CJejaTh
MPEAINO0JIOKEHUE, YTO OHA MBITACTCS «BBIYMCIUTDY» HACANbHBIN «BapHaHT» Maphl 115 ceOs.

«Iloprper neBymku» (1881, xomnct, macno, KII 13162) xuctu H.E. Pauxosa.
XynoxxHuK ypoxeHeln Huxxeropoackoil ry0epHUH, BBITYCKHUK YaCTHOM XYZ05KECTBEHHON
HIKOJIBI B Ap3amace, nmucaj HeOOoJIbIINe CLEeHKH U MOPTPEThl U3 HapOoJHOW >ku3HU. OHU He
MPOHUKHYTHI TTYOOKHUM COIIMAJIBHBIM COJEp>KaHUEM, HO TPHUBIEKATEIbHBI MO KUBOCTH
nepenaun Hatypbel. llopTper AeByHIKM MO XYAOKECTBEHHOMY pEIICHHIO OJIH30K K
TpaJuLUsIM PYCCKOTO XynoxHuKa A. Benenuanosa.

HeusBectHpii xynoxHuk «llopTpeT MOJIOIONW KEHIIUMHBI B 3€JIE€HOM IUIAThE C
KpYXEBHBIM BOpOTHUKOM» (1894? 1897? TkaHp mo KapToHy, Macio, HB 7875/09).
[TopTper ObLT OTpecTaBpUPOBAH, MOJEIBIO MPEANOI0XKHUTENbHO Oblia KEHa BUTEOCKOIO
kpaesBena A. CamyHoBa.

Heonennmoe 3HaueHne B pa3BUTHH OETOPYCCKOTO MCKYCCTBA U XY/ 0KECTBEHHOTO
oOpa3oBaHust B Topojae Burebcke okazana AesSTEIbHOCTh XYAOKHHMKA, BBIMYCKHHKA
[TerepOyprckoit Axkanemun xygoxkectB FO.M. Isna. [2, C. 6] Iloptper 6aponeccst Kopd
(1888, xomcr, macmo, KII 21850/134) (B neBuuectBe DOmmuu Bynsd) cuurtaercs
3aKa3HbIM, HO ATallbl pecTaBpally pabOThl MOATBEPANIN HAIWYUE TBOPUYECKUX MOUCKOB
XynoxHuka. bapoHecca mnpenctaér nayeraHTHO ojeTas, C YKpalleHUSMHU, KOTOpbIe
no00paHbl TOHKO M €O BKycoM. JIMio Mojaenu oOpamieHo Ha 3pUTeNs, HO B3]
HaIlpaBJIeH KaK Obl BHYTPb ce0sl, UTO cO3/4aET BIEYATIEHHE HEKOTOPON OTCTPAaHEHHOCTU U
caepxxanHocTu. JKeHnckne noprpetsl B TBopuecTBe FO.M. [I3Ha murparoT BaxkHyto poiab. B
HUX OOBIYHBIE BUTEOCKHE JaMbl M OAapbIIIHM, KOTOPHIX TaK MHOI'O BCTpedal W MHcal
mactep: «/leBymika ¢ 6pomkoii» (1916, xoncr, macno, KIT 21850/42), «/lama B GapxaTHOM
niatee» (1908, xoncr, macno, KII 21850/79). U cosepuienHo apyroii o6pas B «IlopTpete
HEW3BECTHOW B musine ¢ Byaiso» (1907, xonct, macno, KIT 21850/128). Ilepen namu
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KEHI[MHA, 3HAIOIIAs LIEHY JIoAAM U BemaM. E€ riasa uenkue, B3I OPIMON U PE3KHM.
U, x0T U110 1aMbl IPUKPBITO Byaslblo, OLIYIIEHHE B3TJA1a B YIIOP, OHA HE CKPAJIbIBAET.

Pabora «Becennue rtpé3p» (1900-e¢ rr., xomct, macmo, KII 15375) kucrtu
CrenanoBa Anekcest CrenmanoBuya (1858-1923) npumep moptpeTta B dKcTepbepe. B Hel
XYIOXHUK COUYETAeT PEaTUCTUYECKIE METObI MIChMa C UMIIPECCUOHUCTCKUMH ITpHUEMaMU
— KOpPOTKMMH Ma3KamH, oOmineM cBeTibiXx TOHOB. A.C. CremaHoB BHadajie ObLI
CTYZeHTOM MOCKOBCKOI0 YUMIHUIIA )KUBOMKUCH, BasiHus U 3014ecTBa (1880-1884), a 3aTem
B 1900-x romax B HEM mnpemonmaBan. M3ydeHue ombiTa (QpaHIy3CKHX XYHAOKHUKOB-
UMIIPECCHOHUCTOB 1oMorio CTenaHOBY pa3BUTh CBOl COOCTBEHHBIN CTHIIb.

Hna co3manus Oojiee aTMOC(EpPHOro HHTEPhepa TOCTUHON OBUIM BKIIOYCHBI
npeaMeTsl MeOenu Kak U3 My3eMHOM KOJUIeKUIHUH «/]eKopaTHBHO-TIPUKIATHOE UCKYCCTBO»:
4achl HAMOJbHbBIE C MAATHUKOM, TaK U OT YACTHOT'O KOJUIEKLIIMOHEPA, HEOOIbIION KPYTIIbIN
CTOJIMK, JIBa Kpecia TEMHOTO JiepeBa C TKAHEBON OOMBKOI CHICHBS, HACTOJIBHOE 3EPKaJO B
JIEPEBSHHOMN paMe C JeKOPaTUBHOM Pe3bOOii.

JlonroBpeMenHass BbicTaBka jkeHckoro moprtpera k. XVIII — mau. XX BB. u3
cobpanusi Butebckoro obsacTHOro KpaeBeaueckoro myses «HesHakomMka M3 mpoILIOTo)
orpaborana Ha 6a3e ¢unumana XynoxxecTBeHHBIH My3eld 107 paboumnx muei: ¢ 24 HOAOpA
2024 roga mo 31 mapra 2025 roga, u e€ mocetuno 1572 gen. Ot nmpomaxku OUIIETOB M
9KCKYPCHOHHOTO OOchyXuBaHusl Obuto BbIpydeHo 2558,00 py6. CoriacHo ¢opmyrnam
pacu€ra axkTa-peUTUHra My3eMHOW BbICTaBKM «He3HakoMka wu3 mpoumuioro» uMelna
BBICOKHW PEHUTHHT IO MPHUBJICYCHUIO BHEOKOKETHBIX M0X0m0B: Pn.=2558,00/107=23,9 >
12 v BBICOKUI PEUTHHT MO KOJIUYECTBY OceTuTeNnel BricTaBku: Pr.= 1572/107=14,7> 5

Takoii pe3ymbTaT OBIT OOOCHOBAaH TEM, UYTO IMPEJCTABICHHBIC HA BBICTABKE
My3€iHbBIE TMpPEeIMEThl — MPOU3BEACHUS  AKAJAEMUYECKOW JKHUBOMKHCH  BBICOKOTO
XyJIOXKECTBEHHOTO YpOBHSA. VX [HOCTONHBI OKCHO3WLUOHHBIA BHA — pPeE3yibTaT
KaueCTBEHHOW pecTaBpaluy, oOpaMjeHUs B paMbl, COOJIIOJCHUS YCJIOBUN XpaHEHUS U
OpaBWI SKCIIOHUPOBAHUS. A TakKe Jy4IIeMy BOCHPHITHIO BBICTABKH CIIOCOOCTBOBAJIO
HOBOE PEryJIUpPyeMOe OCBEIICHUE.

brnarogaps 3aHATHSM B KIy0€ KYJIbTYpPHO-UCTOPUYECKOM PEKOHCTPYKIUHU
«Ilaynounass Bexa / CeBepHas OamHs», aBTOpP CTaTbU HMEET MPAKTUYECKUI OIBIT
npuobiieHus kK KynbType XIX Beka, yxe BocTpeOoBaHHbII B My3ee. B 2021 roay wiieHbl
KJIy0a TpPUHUMAIM Y4YacTUE€ B OTKPHITUM BBICTABKU JIBOPSHCKON BBIIIUBKU «BekoB
CBSI3yIOIlasi HUThY», B NMpa3aHUYHON nporpamme 7 Mapra «Hero xodeT >keHIIMHa», B 2022
roJy B OTKPBITUU BbICTaBKHU K 210-netuto BoitHbl 1812 roga, B Ilymkunckux gasx 2023
rona. ABropckoe MmyseiHoe 3aHATHE Enensl KpuBenbkoil «Ckaszku ®onapuka MeuTs»,
MOCBSIIEHHOE HCTOPUU HCKYCCTBAa CHIIy3Ta, POJAUIIOCH M3 ONbITa pabOThl B JKaHpe
BbIpe3aHMs U3 OymMaru M y4yacTHsl B IOJATOTOBKE CIEKTakjed TeaTpa TeHed. 8§ maprta 2025
Ha Oaze BwIcTaBkM «He3HakoMKa M3 MPONUIOro» MpolUia Mpa3JAHUYHAs aBTOpCKas
skckypeusi «llpekpacHas Jlama W3 NPOLUIBIX CTOJETUW» C 3JIEMEHTAMHU JIUTEpaTypHO-
XyJI0KECTBEHHOTO CaJIOHA.

3akarouenune. Takum oOpa3oM, B My3ee €CTh UTO [10Ka3aTh, @ y aBTOPa KOHIIETIIHH
U MakeTa DJKCIO3MIMHM JIOCTaTOYHO 3HAHUH M OMNbITa, K TOMY, 4YTOOBl HpHOOIIAThH
noceTuTeNnel My3esl K MPakTUYeCKOMY U3YYEHHUIO0 HCTOPUHU UCKYCCTBA U CBOETO Kpasl.

Hcmounuku u niumepamypa:
1. 100 paperratay ma 100-rommsst mysest [BeisyneHusl MaTapbisiii]: Katanor BeicTaBbl / [pamakaneris: [Y. Casinki i iHmn] —
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2. HO.M. Ibu [U3omarepuan]: [anpbom / coctaButens T.A. Crapurckas). — Munck: Benapycs, 2023. — 246, [5] c.
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BO3JIENCTBUE BUPTYAJIbHON PEAJIBHOCTHU
HA TPAJULHUOHHYIO MOJEJIb XYJOKECTBEHHOI'O ObPA3OBAHUA

UYncan Yrnwvny,
mazucmpaum BI'Y umenu I1.M. Maweposa, e. Bumebck, Pecnyonuxa benapyco
HayuHblil pykoBoauTens — crapiuii npenoaasarens bornanosa F0.A.

B nocnennue ronael Bce Oosiee IIMPOKOE pPACIPOCTPAHEHHE B MHUpE IOIy4aeT
BUPTyaJIbHOE JMCTAHLIMOHHOE OOy4YeHHE, OCHOBAHHOE Ha HCIIOJIB30BAaHMHM KOMITBIOTEPHBIX
TEXHOJOTHM, B TOM uyucie HWHTepHeTa. TeXHONOTHS BUPTYAJIBbHOW PEATBHOCTU CO3HAET
UMMEpPCHBHbIC Y4€OHblE IPOCTPAHCTBA, IJ€ Yy4Yallluecss HE OrpaHWYMBAIOTCA Yy4eOHOU
ayauropued. BupTyanbHas cpeaa MO3BOJIET CO3/1aBaTh XYA0)KECTBEHHBIE ITPOU3BEACHUS
HEMaTepUAIbHBIMH CPEJICTBAMM, TAaKXE OHa II03BOJIIET MOTYT OpYJIOBAaTh KHCTAMH B
HEBECOMOH CpeJie, a TAKXKe MOT'YT «COIPUKOCHYTBCS» C Xy0KECTBEHHBIMH IIPOU3BEACHUSIMU
B BUPTYaJIbHBIX My3€iX. OTOT ONBIT CTHUMYJUPYET TBOPUYECKOE MBILIUIEHUE YYALIUXCA U
no0yX/1aeT WX BIOXHOBIATHCS TBOMM TBOPYECTBOM, a TaK)K€ TBOPYECTBOM 3HAMEHHTHIX
XYI0KHHUKOB.

Ilenp — aHanmu3 BO3JACHCTBUSA BUPTYaJbHOHM pEATbHOCTH Ha TPaJAULMOHHOE
XYyJI0’)KECTBEHHOE 00pa30BaHUsl.

PesyabTarel M HX o00cy:xaeHue. J[BIKMMAash TEXHOJIOTUYECKHM MPOTPECCOM,
TEXHOJIOTUS] BUPTYaIbHOM peabHOCTH MOCTENEHHO MPOHMKIIA BO MHOTHE OTpaciu, U cdepa
XYJ0XKECTBEHHOIO 00pa30BaHUs HE SBIAETCS MCKIIOYEHHEM. TpagMLMOHHBIA pexXuM
00y4YeHHsI MICKYCCTBY YacTO OIMPAETCS HA OYHOE OOYYEeHHE, TBOPUECKUH OIBIT Ha MECTE U
UHTYUTHUBHYIO OLICHKY IIPOM3BEACHUN MCKYCCTBA, HO MHTETpallUsi TEXHOJIOTUU BUPTYaJIbHON
PEaTbHOCTH OTKpbUIA HOBYIO NEPCHEKTUBY U CIOCOO Ul XYA0KECTBEHHOI'O O0pa3oBaHMs,
cienaB mporecc oOydeHUs W TBOpYECTBAa Bce Oojiee M Oosee KpacodyHbIM. TexHomorus
BUPTYaJIbHON PEaIbHOCTH CO3AaE€T UMMEPCUBHBIC YUeOHBIE MPOCTPAHCTBA, TJE yJalluecs He
OrpaHUYEHbl yYEOHBIM KIIACCOM.

[lepconanm3upoBaHHOoe OO0y4Y€HHE CTajJO0 BO3MOXKHBIM Ojarojapsi TEXHOJOTUU
BUPTYaJIbHOW PEaTbHOCTH. Y KKIOr0 YYEHHKA YHUKAJIbHBIA TEMIT M CTHJIb OOYYeHHs, a
wiatpopMa BUPTYaJbHOM pEaJbHOCTH TO3BOJISIET YUUTENsAM aJalTHpPOBaTh YPOKH K
HOTpeOHOCTAM y4eHUKOB. CTy/IEHTBl BCEX HAllMOHAJIBHOCTEW MOTYT B3aUMOJEHCTBOBATH U
YYUTHCSI BMECTE€ B PEKMME PEaJbHOTO BPEMEHH, YTO HE TOJIBKO 00OTamaeT cojepikaHue
o0y4eHHs, HO ¥ pa3BUBACT y CTYICHTOB MEXIYHAPOJHOE BHJEHHE W KYJIbTYPHYIO
TOJIEPAHTHOCTb.

B mporuecce oneHkr U 00paTHOM CBSI3M TEXHOJIOTUS BUPTYaJIbHOM pEalIbHOCTH TaKKe
noKas3ajla CBOM YHHKAQJbHBIE MPEUMYIIECTBA. B BHPTyanbHOH cpeie WHCTPYMEHT
aBTOMATHYECKOW 3alliCH MOXET OTCJIeKHMBAaTh TBOPYECKUH IMpoIecc YYeHHKa, OT
PasMBIIUICHUH U 3KCIIEPUMEHTOB /10 KOHEYHOI'O pe3ysibTara, NpeAoCTaBsis MPEroaaBaTes M
BCECTOPOHHEE TTOHUMAHNE PA3BUTHUS YIATHXCS.

Kpome Toro, TeXHOIOTHSI BUPTYaJIbHON PEeaIbHOCTH CIIOCOOCTBYET COTPYIHHUYECTBY U
0OMEHY OIBITOM B 00J1aCTH XY/A0KECTBEHHOI0 00pazoBaHus. B To Bpemsi, Kak TpaJuIMOHHbIE
TPYIIIOBBIE MPOEKTHI OTPAHUYEHBI (PU3NIECKUM TPOCTPAHCTBOM, IIAT(GOPMBI BUPTYaTbHOU
pEaTbHOCTH 00ECNeUnBAIOT TPAHCHAMOHAIBHOE M MEXIUCIHILIMHAPHOE COTPYIHUYECTRBO.
Hanpumep, ypoku pHcoBaHMS H MY3BIKH MOTYT paboTaTb BMeCTe JUIsl CO3JaHUs
WHTEPAKTHBHBIX IPOU3BEICHUN HCKYCCTBA, M 3TO MEXIHCIUIUIMHAPHOE COTPYIHHYECTBO
3HAYHUTEIBHO PACIIUpSIET MIOHMMAHUE U TPUMEHEHNE UCKYCCTBA CTYCHTaMHU.

AHanu3upys BOIPOC BO3JEHCTBHS BUPTYaJbHONW pEAJbHOCTH Ha TPaIUIIMOHHbIE
METO/bI XyI0’KECTBEHHOTO 00pa30BaHMsl, CIeIyeT OTMETHTh U HEAOCTATKUA JaHHOTO MOAX0/1a
K 00yuenuto. «[loHnumanne MUHYCOB BUPTYaJIbHOI'O 00y4eHHs TOMOTaeT 6ojiee 000CHOBaHHO
U 00BbEKTUBHO OLIEHUTH 3TOT (popMaT 00pa30BaHUs U IPUHATH PEIICHHE O €r0
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ucnonb30BaHuu. HekoTopble M3 MHHYCOB OHJIaiH-OOyuY€HHUS BKJIIOYAIOT B CEOs:
OTCYTCTBHE JTUYHOTO B3auMozecTBusi: OJIMH U3 OCHOBHBIX HEIOCTATKOB OOY4YEHUS COCTOUT
B TOM, YTO CTYACHTBI HE UMEIOT BO3MOKHOCTH B3aUMO/ICUCTBOBATh JIMYHO C MPENOo/aBaTelieM
U OJHOKypcHUKaMU. BuptyanpbHoe o00ydeHue TpeOyeT OT CTYIEHTOB OoJbllei
CaMOOpraHu3allid M CaMOAMCUMIUIMHBL. Takke yCIEeUIHOM OCBOCHHUS XYHOXKECTBEHHBIX
JUCIUIUIMH  3aBUCHT OT HAQJACKHOTO HWHTEPHET-COSAMHCHHUS ¥ (YHKIIMOHUPYIOIIETO
KOMIIBIOTEpA WM  yCTpOWCTBAa. TeXHWUYecKHe TMpoOJeMbl MOTYT TPEMATCTBOBATh
HOPMaJIbBHOMY IIPOTPECCy U CTaTh IPUYUHON HEYIO0OCTB U 3a1iepskex» [1].

3akuouenue. [logBoass uUTOr, MOXHO CKa3aTh, UYTO TEXHOJIOTMH BHUPTYaJIbHOU
PEaTbHOCTH TOCTOSHHO PEBOJIIOLMOHMU3UPYIOT Cepy XyI0KECTBEHHOTO 00pa3oBaHUs U
BJIMBAIOT HOBYIO JKHM3Hb B TpaAuLIMOHHOE oOydyeHue. OT HMMMEPCHUBHOIO OOY4EHHUS 110
MEPCOHAIU3UPOBAHHBIX YPOKOB M TJ00aIbHOIO COTPYAHUYECTBA M MIHOBEHHOH 0OpaTHOI
CBSI3M — 3THU U3MEHEHHS HE TOJBKO 000Talar0T yueOHBINM MPOIECC, HO M OTKPHIBAIOT HOBHIE
BO3MOXXHOCTH JJIS pa3BUTHUs OyAyIIMX XyJI0’KeCTBEHHBIX TajaHToB. [lo mepe Toro, kak 3Ta
0o0JacTh NMPONOJIKAET pPa3BUBATHCS, PA3yMHO OXKUIATh IOSBICHHUS Ooyiee pasHOOOpa3HOM,
3¢ (deKTHBHONH M TIO0AIBHONH MOJETH XYIOXKECTBEHHOTO OOpa30BaHMs, MPEIOCTABIISIONICH
Jy4IlIX€ BO3MOXKHOCTH JIJIS CJIEAYIOLEro OKOJIEHUSI.

Hcmounuxu u numepamypa
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nocryma: https://cyberleninka.ru/article/n/preimuschestva-i-nedostatki-onlayn-obucheniya/viewer. — Jlata gocryna: 20.04.2025.
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Cexkuusda 2

INPOBJIEMbI MY3bIKAJIBHOT'O UCKYCCTBA
HA COBPEMEHHOM JTAIIE

INNOVATIVE APPLICATIONS OF INFORMATION TECHNOLOGY
IN THE PRESENTATION OF DANCE ART

Chang Jin Peng,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific supervisor — Medvetsky A.V., PhD in Art History, Associate Professor

In the digital age, cross - cultural dance exchange thrives. Choreographers from
different countries cooperate, mixing dance traditions with technology. This enriches
creativity and cross - cultural understanding.

Overall, information technology drives dance's global development, rejuvenating
traditional forms and creating new hybrid styles for artists and audiences...

The purpose. Provide more convenient new methods for the teaching and development
of Chinese dance.

Materials and methods.

Select representative Chinese dance works and teaching practice cases. For example,
the Chinese dance drama «The Eternal Wave» skillfully integrates AR technology. This
includes the coordination between the abstract images simulating the transmission of radio
waves and the dance movements, as well as the integration of lighting, sound effects with the
virtual scenes. All these demonstrate how these technologies enhance the narrative and artistic
appeal of the dance, bringing the audience an immersive stage experience [1].

Divide the survey subjects into four groups: dance teachers, students, parents, and
dance industry experts.For dance teachers, the questionnaire focuses on the impact of
information technology on the innovation of teaching methods and teaching content.For
students, the questionnaire focuses on learning experiences, such as their interest in and
acceptance of using virtual reality (VR) or augmented reality (AR) technology to assist in
dance learning, as well as the frequency and effectiveness of self - learning dance with the
help of information technology.

Results and discussion.

Through the dance drama «The Eternal Wavey, virtual reality (VR) and augmented
reality (AR) technologies can more precisely convey the unique space and timeline that
dancers intend to express. They expand the stage space and extend the expressiveness of
dance from the real world to the realm of imagination.

Through questionnaires among people at different stages, it is found that people
believe that artificial intelligence can generate creative dance movements, bring inspiration to
choreographers, make dance works more appealing to the audience, and gain wider
recognition.

Through the research on this subject, it is discovered that the Internet and new media
platforms have become crucial channels for dance dissemination. Online courses and video
sharing have broken through the time - and - space limitations of dance dissemination. Social
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media enables dance works to spread rapidly, enhancing their social influence and promoting
the popularization of dance culture [2].

Conclusion. By analyzing the innovative applications of information technology in
the presentation of dance art, we have drawn the following conclusions.

Innovation in Dance Performance Forms, In the dance drama «The Eternal Wavey, it
is obvious that information technology has brought about remarkable changes to dance
performance forms. Technologies such as VR and AR have broken the spatial limitations of
the stage. They can create various virtual scenes, endowing dance with more imagination.

Through a questionnaire survey of dance choreographers, they indicated that artificial
intelligence can provide choreographers with a large amount of creative inspiration, and big
data can help creators understand audience preferences and market trends. With the help of
these technologies, dance works can better meet the tastes of the general public and become
more popular.

The article «Making Good Use of Digital Technology to Promote the Innovative
Development of Traditional Dance» states: «Utilize new media technologies to strengthen the
dissemination of traditional dance. Select appropriate new media platforms, such as Douyin
and Kuaishou, to provide convenient dissemination channels for traditional dance. Strengthen
network information management, adopt encryption technologies to protect data, safeguard
the copyright of traditional dance, and ensure that the disseminated content is positive and
healthy.» On social media, dance works can be quickly seen by a large number of people. The
influence of dance art in society is increasing day by day, and dance culture is spreading more
widely. More and more people are falling in love with dance. Dance art can communicate and
integrate globally and is developing more and more prosperously.

Reference list

1. Zhang, Qiong. Making good use of digital technology to promote the innovative development of traditional dance / Zhang
Qiong // China People's Daily. — 2023. — 23 Oct. — P. 4.
2. Liu, Jiagi. Dance Art | The shocking collision of technology and art / Liu Jiaqgi // China Hunan Daily. — 2024. — 26 Oct. — P. 3.

THE CONVENIENCE OF MODERN INFORMATION TECHNOLOGY
FOR DANCE TRANSMISSION

Du Linqi,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific supervisor — Medvetsky A.V., PhD in Art History, Associate Professor

In China, modern information technology has made it much easier to spread dance. At
present, everyone is keen to brush short videos, such as Tiktok, XiaoHongshu, Kuaishou and
other short video software emerge in an endless stream, so that dance has more
communication paths, communication methods, communication platforms, so that dance into
life, into everyone's heart.

The purpose is to deeply spread dance teaching materials via WeChat Official
Accounts and fuel dance interaction on Tiktok. IT broadens reach and boosts engagement.

Materials and methods. The information of well-known Chinese dance bloggers and
dance associations was collected, and the transmission data of dance-related content on these
two platforms was analyzed in depth from the dimensions of video clicks, fan growth,
interactive comments, etc., taking "Uygur dance teaching materials” and “interactive
portability™ as examples.
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Results and discussion. In the field of wechat public accounts, many dance studios
and professional dancers have opened accounts, regularly pushing dance teaching articles,
dance works appreciation, dance industry trends and other content. A good dance technique
explaining tweet can often get thousands or even tens of thousands of views. For example, the
teaching article on the basic steps of Uygur dance (three steps and one lift) released by the
Chinese Dancers Association not only talks about the details of the «three steps and one lift»
movement and the position of each step, but also explains the source and meaning of the
movement. The article is accompanied by high-definition pictures and video demonstrations,
so that students can learn and use for reference more intuitively. With the help of the message
area of the public number, students can ask questions at any time, and the teachers of the
association can also reply in time, forming a good interactive teaching atmosphere, draining
the offline courses and helping the development of the dance training industry [1].

The Douyin platform, with its simple and intuitive short video form, has shown
explosive growth in the spread of dance. Hot dance topic challenges continue to emerge, and
many dance lovers participate in them. Take the # original choreography # Tiktok topic as an
example, among which the most “likes, comments, forwarding amount” and other data is the
«uneven dance group» blogger, which can harvest millions of likes in just a few days after
release, and the number of plays is tens of millions. The number of followers has increased
from 1.2 million to 19.85 million. With its convenient shooting and editing functions, Tiktok
allows ordinary people with no basic knowledge to easily shoot dance videos and participate
in the dissemination. Moreover, Tiktok's algorithm recommendation mechanism can
accurately push different styles of dance to potential interested users, greatly expanding the
scope of dance audiences and allowing more people who have not learned dance to participate
in topic interaction [2].

Conclusion. Wechat public account helps dance knowledge dissemination and offline
training with in-depth content output and interactive communication; Douyin uses short
videos, hot topics and powerful algorithms to realize the rapid and wide spread of dance and
attract a large number of audiences to participate. These two platforms under modern
information technology have greatly improved the convenience of Chinese dance
communication from different aspects, promoted the development of dance at different levels,
and made dance known and loved by more people.
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1. Li, Hua. Excerpted from "The Transformation of Information Technology and Art Communication - Taking Dance as an
Example" [J]/Li Hua // China Modern Communication Research, 2022(5) — 45-52.
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EMBODYING FOLK TALES IN VIOLIN MUSIC BY CHINESE COMPOSERS

Gao Yufan,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Academic advisor Zhukova O.M., Ph.D. in History of Arts, Associate professor

In today's world, where globalisation blurs the boundaries between cultures, there is a
growing interest in preserving and promoting national heritage. Music, as a universal
language, can convey to the listener the deep meanings and values embedded in folk art. In
this context, the study of violin works by Chinese composers inspired by folk tales seems
particularly relevant. Folktales are like a rich cultural treasury, whose plots, characters and
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emotions can be cleverly transformed in violin repertoire, and through the unique expression
of melody, rhythm and harmony, they bring out a new artistic charm.

Turning to folklore sources in academic music is a trend characteristic of many
national schools of composition. In China, this process became particularly significant in the
20th century, when composers sought to create a national musical identity by combining
Western techniques with traditional elements. Violin works based on folk tales became an
important part of this movement, demonstrating the unique combination of Chinese melody,
harmony, and rhythmics with European form and instrumental technique. Therefore, the
purpose of this article is to briefly characterise works for violin by Chinese composers on
fairy tale themes.

Material and Methods. The material for this article was research articles by Chinese
scholars and analyses of Chinese composers' works for violin embodying the theme of folk
tales. Applying a set of research methods, including the study of scientific literature,
historical-archival and comparative approaches, musicological analysis.

Results and discussion. In China, with its rich history and diverse ethnic groups, fairy
tales occupy a special place in the cultural heritage. Not surprisingly, these magical stories
have been reflected in the work of Chinese composers, especially in works for the violin, an
instrument capable of conveying the subtle nuances of feelings and moods.

The plot development of a folk story is like a meandering river, and the melody of a
violin piece is a vivid depiction of the river. Take "Liang Shanbo and Zhu Yingtai" violin
concerto for example, this work is based on a well-known folk love tragedy. In the melodic
construction, the creator cleverly uses the musical elements of Yueju theatre, fragmenting the
various episodes of the story into the melody. The melody of the opening section "Bidding
Worship on the Grass Bridge" is melodious, based on the pentatonic scale, with a moderate
span between the notes, which is similar to the friendly conversation between the two
protagonists when they first meet, giving people a sense of freshness and cheerfulness, as if
we could see the scene where they meet at the grass bridge and become friends.

As the story advances to "Reading Together in the Same Window", the melody
becomes more lively and fluent, and the rhythm is slightly more compact. Through the rapid
beating of the notes and the ups and downs of the high and low notes, the joyful time during
the period when Liang Shanbo and Zhu Yingtai were in the same window is shown, such as
the picture of reading and playing together jumps out at you. In the episode of "Farewell to
the Eighteen", many decorative notes are added to the melody, and the rhythm becomes
soothing and lingering, which delicately portrays their reluctance to part, as if we can hear
their implicit and heartfelt confessions. This creative method of closely linking the folk
storyline with the melody makes the listener feel like being in the story when listening to the
melody, following the ups and downs of the melody and feeling the development of the story.

Characters in folktales have different personalities and rich and varied emotions, and
these qualities are distinctly reflected in the rhythmic changes of the violin piece. In the violin
piece "The Morning of Miao Ridge", it is inspired by the scenes of Miao folk life. At the
beginning of the piece, the violin imitates the cheerful cries of the birds in the mountains and
forests in the early morning with fast trills and jumping notes.

At this time, the rhythm is light and lively, with a large number of syncopated
rhythms and appogiaturas, which vividly shows the vibrant life of the Miao people in the
early morning as if they can be seen labouring in the fields and shuttling around the
mountains and forests, highlighting the passionate and cheerful character traits of the
Miao people. When the piece enters the passage showing the antiphonal singing of young
Miao men and women, the rhythm becomes rhythmic, based on relatively stable beats, and
simulates the question and answer of the antiphonal singing through the sparse and dense
changes of the rhythm. The male side's melodic rhythm is harder and more powerful,
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reflecting the male's boldness; the female side's melodic rhythm is softer and more gentle,
highlighting the female's gentleness and shyness. This rhythmic design not only accurately
portrays the characters in the story, but also allows the listener to deeply feel the
emotional exchange and collision between the characters.

Harmony in violin music is like the colours in a painting, which can create a rich and
diverse emotional atmosphere for folk tales. The use of harmony is especially crucial in some
violin pieces based on myths and legends. For example, when depicting the mysterious
fairyland scene in myths, composers often use some dissonant chords and rich harmonic
colours, such as the use of augmented triads, diminished seventh chords and so on, the unique
acoustic effect of these chords can create an unreal, ethereal atmosphere, as if the listener is
brought into a mysterious and unpredictable fairyland.

When the story develops into a tense and intense plot, the harmony will become heavy
and strong, by increasing the interval span of the chords and using more bass voices, it will
enhance the sense of tension and oppression of the music. For example, in the scene where the
hero fights with the devil, the strength and thickness of the harmonies can make the listener
feel the intensity and cruelty of the battle. On the contrary, when expressing warm and
peaceful emotions, the harmony will become simple and bright, mostly using major triads and
other harmonic chord structures to create a warm and beautiful atmosphere, such as in the
depiction of family reunion scenes in folk tales, this harmonic configuration can make the
listener deeply feel the happiness and joy. Through the careful design of harmony, the
emotions in folk tales can be presented in a more three-dimensional and full way, so that the
listeners can more deeply appreciate the emotional connotation of the stories.

Conclusion. The embodiment of folk tales in violin works by Chinese composers is a
vivid example of the interaction between music and literature and the reflection of national culture
in art. Using the expressive possibilities of the violin and elements of folk music, composers
create unique works that not only tell fairy tales, but also deepen them, enriching them with new
meanings and emotions. Studying these works allows you to better understand Chinese culture
and appreciate the contribution of Chinese composers to the world's musical treasury.
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SONG ART AND PERFORMANCE CULTURE
OF THE ETHNIC MINORITY MINNAN

Han Bizhen,
master's student, VSU named after P.M. Masherov,e. Vitebsk, Republic of Belarus
Academic advisor Zhukova O.M. Ph.D. in History of Arts, Associate professor

The music culture of ethnic minorities is a huge layer of both tangible and intangible
culture that needs to be studied and popularised among the younger generation. As an
important part of national culture, Chinese ethnic minority vocal music includes the works of
the 56 ethnic groups that live in the country. Thus, the centuries-old music culture reflects the
extensive creative activities and achievements of ancestors, shows the colourful social life of
ethnic minorities and makes great contributions to Chinese heritage. Among the diversity of
ethnic minority music in China, the vocal culture and songs in the Minnan dialect stand out.
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This part of the music culture has hardly been studied. Therefore, the purpose of this article is
to characterise the song art and musical language of Minnan songs.

Material and Methods. The material for writing this article was the research of
Chinese scholars, which presents a general characteristic of the singing art of ethnic minority
Chinese and songs in the Minnan dialect. Applying a set of research methods, including the
study of scientific literature, historical-archival and comparative approaches, musicological
analysis.

Results and discussion. In China, as a country with multi-ethnic integration and a
long history, the musical culture of ethnic minorities is at a high level of development. As an
example, Hubei Tujia's folk songs "Eighteen Bends of the Mountain Road" and "Tujia
Daughters' Meeting™ delicately describe the local customs of ethnic minorities. It should be
noted that the music of different regions in China has distinctive features, according to which
the locality in which it is played can be identified. For example, northern Chinese traditional
music is characterised by clear rhythm, simple musical language and heroic sentiments.
Southern song works are characterised by lyrical character, refinement of performance, and
the use of pentatonic chords [1].

Songs in the Minnan dialect attract attention with their unique sound and performance.
Minnan dialect songs are rooted in Minnan culture and are widely spread in the Minnan
region of Fujian Province, Taiwan, and overseas communities of Minnan descendants in
Southeast Asia and other places. They are not only a form of musical expression but also a
vivid carrier of Minnan culture, containing profound historical memories and emotions. From
the early folk songs depicting maritime labor and urban life to modern pop songs that
integrate diverse musical styles, Minnan dialect songs have always been closely related to the
lives of Minnan people, reflecting the changes of the times.

In the context of globalization and the blending of diverse cultures, the pop music
market is occupied by various musical styles. Minnan dialect songs are facing unprecedented
challenges, and their popularity and audience have been somewhat affected. However, the
unique artistic charm and cultural value of Minnan dialect songs cannot be ignored. In-depth
research on them is helpful for better inheriting and developing this precious cultural heritage
in the new era, enabling Minnan dialect songs to shine brightly on the modern music stage.

Minnan songs have the following characteristics:

1. In terms of language, Minnan is a living fossil of the ancient sounds of the Central
Plains and one of the eight major dialects. Its language style is humorous, with strong local
colour, very lively, makes good use of metaphors, vivid and tactful.

2. As for themes, most of them are based on real life, express the voices of people
from all walks of life, and sing about the hardships of the lives of poor people at the bottom.

3. In terms of emotional expression, note the combination of sincere and subtle
emotions with people's daily life and emotions.

4. In terms of genre, there are more love songs with gentle and lyrical tones that sound
soft and make people feel happy; there are also some inspirational songs with lyrics full of
positive energy and cheerful melodies that make people feel strong. The song has a beautiful
melody, touching lyrics and a distinct local flavor [2].

The rhythmic characteristics of Minnan songs are quite varied. Some have cheerful
rhythms, such as the song dedicated to the people of Datian who are not afraid of wind, rain
and scorching sun, as well as young and enterprising hearts; some have fresh and melodious
rhythms, such as some shortlisted songs; some have lyrical rhythms, not fast, but the more
you listen to them, the more interesting they become, such as most ordinary Minnan songs.

Minnan dialect songs mostly use the chest voice and emphasise chest resonance. The
voice is simple and soft, close to expressing vital emotions, and can evoke a strong emotional
response from listeners. The unique phonetic system of Minnan dialect requires singers to
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have a precise command of articulation. Through unique intonation techniques, the charm and
emotion of the lyrics are fully conveyed, enhancing the appeal of the songs.

Traditional forms of performance often rely on the postures, gestures and stage actions
of opera styles. Modern performances incorporate popular dances, electronic music special
effects, etc., presenting a trendy and diverse style. Performance venues cover temple fairs,
folk events, streets and alleys, commercial performances, and concerts, showcasing different
cultural functions and artistic charms at different venues. When performing songs in the
Minnan dialect, great importance is attached to interaction with the audience. Singers create a
warm performance atmosphere by interacting on the spot and inviting the audience to sing
along, which enhances the audience's sense of participation and cultural identity.

Conclusion. Characteristic features of Minnan songs are their soft and gentle
pronunciation and light and pleasant melody. The lyrics of Minnan songs are easy to
understand and use localised language. They often touch on themes such as family, love,
inspiration and homesickness. They have a strong local flavour and certain literary
connotations. The aesthetic characteristics of Minnan songs are summarised by the fact that
listeners share folk customs and emotions with blood ties. In general, the melodies of Minnan
songs are beautiful, smooth and pleasant, with strong appeal and impact. Minnan songs are
unique in traditional music culture because of their unique musical form and aesthetic flavour,
which are enjoyed by both the elite and the masses.
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In modern times, Information technology in violin teaching through video tutorials,
online platforms and intelligent feedback system, improve students' autonomous learning
ability and teaching interaction effect.

In addition, information technology enables teachers to track students' progress in a
timely manner and provide targeted advice through remote guidance and real-time feedback.
Multimedia resources such as audio analysis and interactive exercises can also increase
students' interest and make teaching more interactive and participatory.

The purpose of this article is to analyze the influence of information technology on
violin teaching.

Material and methods. The materials of this study include violin teaching methods
and related teaching resources using information technology, involving online teaching
platform, virtual learning tools and digital teaching content. The research adopts its subjective
and objective scientific research methods to analyze the influence and development of
information technology on violin teaching in different periods.

Results and discussion: The study uses online learning platforms, audio analysis
software and intelligent teaching tools to enhance student learning. Students watch
instructional videos through platforms such as Youku, Douyin and Bilibili, conduct self-
directed learning, and participate in interactive discussions. These platforms not only provide
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video tutorials, but also increase the flexibility of learning. In addition, audio analysis
software, such as Sibelius and Audacity, was used to help students analyze performance,
provide accurate feedback, and correct problems in performance. At the same time, intelligent
teaching assistants such as "Practice Together" apps are also used to provide personalized
practice advice [1].

In order to increase interaction, the study uses platforms such as DingTalk, wechat
group and QQ group, where students share performance videos and discuss skills to form
a learning community. Digital textbooks, interactive textbooks and electronic music are
also widely used, so that students can learn at any time. In advanced learning, the remote
collaboration platform allows students to play online ensembles with musicians from
around the world to broaden their musical horizons. The study combined quantitative and
qualitative methods, with quantitative data collected through performance performance
and progress records, and qualitative data collected through questionnaires and interviews
to understand students' experience. By comparing the traditional teaching group and the
teaching group using information technology, the teaching effect of information
technology is evaluated [2].

The research shows that information technology effectively improves students'
learning efficiency and skill level. Online platforms and intelligent assistants provide students
with personalized learning support, and audio analysis software helps pinpoint technical
problems. Social media facilitates interaction among students, and digital tools enhance
learning flexibility and progress tracking [3].

Conclusion. With the rapid development of information technology, digital tools and
online platforms are playing an increasingly important role in violin learning. This paper
explores how modern technology has greatly enriched the form and content of violin
instruction through online learning platforms, audio analysis software, intelligent teaching
assistants, social media and communities, digital textbooks and tools, remote collaboration,
and progress tracking tools. These technological means not only improve the personalized and
interactive learning, but also provide teachers and students with more efficient and convenient
learning and teaching methods.

Through these innovative tools, students can get real-time feedback, adjust and
improve themselves, and thus accelerate their skills. At the same time, the use of remote
collaboration and social platforms allows students to expand their horizons, share knowledge
and experience with music lovers and professionals around the world, and promote the
integration of different cultures and styles. This kind of digital learning mode makes violin
learning break through the limitation of traditional classroom, and provides a more flexible
and diversified learning way [4].

In general, the application of information technology opens up new possibilities for
violin teaching. With the continuous progress of technology, the form of violin learning in the
future will be more diversified and intelligent, students will be able to master playing skills
more efficiently, and teachers will be able to achieve more accurate teaching guidance with
the help of technical means. Education in the future will pay more attention to personalized
learning, global interaction and collaboration, which will have a profound impact on the
overall development of students and the improvement of music literacy.
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Against the backdrop of the growing sense of community of the Chinese nation,
cultural diversity and national unity have become important aspects of national development.
The national music of Inner Mongolia, as a treasure in the musical treasury of the Chinese
nation, carries rich historical memories and cultural emotions. With the changing times, the
integration of Inner Mongolia's national music and contemporary pop music has become a
new cultural phenomenon, which not only promotes the innovation and development of music
and art, but also deepens the cultural identity and emotional connection of the Chinese nation.
The purpose of this article is to examine the characteristics of the integration of ethnic music
and contemporary pop music in Inner Mongolia.

Material and Methods. The methodological basis for writing the article is the
concept of Zheng Kaiyuan, Professor of the School of Music of the Inner Mongolia
Nationalities University Zheng Kaiyuan's "Development Opportunities and Inheritance Paths
of Ethnic Music in the Context of the Belt and Road Initiative", created on the example of
Mongolian art [1]. The methods used in the process of writing the article were: study and
analysis of scientific literature on the research topic, historical-archival and comparative
methods, musicological analysis.

Results and discussion. Popular music of Inner Mongolia is a unique cultural
phenomenon that emerged at the intersection of traditional Mongolian musical heritage and
modern musical trends. This synthesis is manifested, above all, in vocal culture, where
ancient techniques and styles find a new incarnation in modern arrangements and contexts.
The study of this phenomenon allows for a deeper understanding of the processes of
globalisation and localisation in the musical sphere, as well as the peculiarities of the cultural
identity of the Mongolian people.

Mongolian vocal culture has a rich and ancient history. It includes various genres and
styles, from extended folk songs to epic tales. The most important feature of Mongolian
vocals is the use of throat singing (khoomei) and long song techniques, which require special
training and skill.

Throat singing, or hoomei, is a unique technique in which the performer produces two
or more sounds simultaneously, creating the illusion of polyphony. There are different styles
of hoomei, varying in timbre and technique. This technique is often used to imitate the sounds
of nature, such as the sound of the wind or the babbling of a river. A long Mongolian song is a
long melodic composition sung in chants. It is characterised by a wide range, complex
melismas and deep emotional content. The lyrics of a long Mongolian song often tell about
love, nature, history and customs of the Mongolian people. These traditional vocal techniques
have been passed down from generation to generation, forming the basis of Inner Mongolia's
musical culture. They are not only an important part of the cultural heritage, but also continue
to influence the contemporary music scene.

Inner Mongolia's contemporary popular music is influenced by global music trends
such as pop, rock, hip-hop and electronic music. However, as opposed to simply adapting
Western styles, Mongolian musicians strive to create a unique sound that combines traditional
elements with modern ones.

In recent years, more and more musicians have begun to attempt to integrate elements
of Inner Mongolia's national music into the creation of modern pop music, for example,

68



combining the melodic melody of Mongolian patriarchy with the rhythm of modern pop
music to create musical works with both national characteristics and contemporary aesthetic
interest. This kind of creative integration not only enriches the expression of music, but also
expands the audience of music.

Contemporary Mongolian pop music often uses traditional Mongolian instruments,
such as the Mongolian violin and limba (flute), combined with modern electronic instruments
and drum machines. Song arrangements may incorporate elements of traditional Mongolian
harmony and rhythmics.

Song lyrics in contemporary Mongolian pop music often address themes relevant to
young people, such as love, friendship, freedom and self-expression. However, many songs
also contain elements of national identity, pride in one's culture and respect for ancestral
traditions. This synthesis of traditional and modern allows Mongolian pop music to remain
authentic and appealing to a wide audience.

Despite the successes in combining traditional and modern vocal cultures, there are
also certain problems. One of them is the danger of losing traditional knowledge and
techniques. Efforts should be made to preserve and promote traditional Mongolian music so
that it does not disappear under the influence of globalisation. It is important to support
educational programmes aimed at teaching traditional vocal techniques and to support
musicians working in the field of combining traditional and modern. It is necessary to
promote and popularise Mongolian pop music in the international arena to make it better
known and in demand.

In terms of education and communication, the integration of Inner Mongolia's
national music and modern pop music has achieved remarkable results. Many music
colleges and music education institutions have started to offer courses combining Inner
Mongolia national music and modern pop music, which has cultivated a group of
combined talents who understand both Inner Mongolia national music and modern pop
music. At the same time, with the popularisation of the Internet and the development of
social media, the fusion of Inner Mongolia national music and modern pop music has
become more widespread and widespread, which further promotes cultural exchange and
integration.

Conclusion. The integration of Inner Mongolia's national music and contemporary
pop music is an important embodiment of cultural diversity and national unity. Against
the background of the formation of the Chinese nation's sense of community, this
integration not only promotes the innovation and development of music and art, but also
deepens the cultural identity and emotional connection of the Chinese nation. In the long
run, connecting traditional and modern vocal cultures can become an important factor in
developing the Mongolian music industry and strengthening the cultural identity of the
Mongolian people. This area has great potential for creativity and innovation, allowing the
creation of unique and authentic music that will be in demand in Mongolia and beyond.
Exploring and supporting this process is an important task for musicians, researchers and
cultural practitioners.
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In the mid-nineteenth century, Western music began to spread in China due to
missionary activities. By the end of the nineteenth century, Chinese music still practised
traditional forms of thinking and development, and although Western music had no obvious
influence on it, it gradually introduced elements of foreign culture and laid the foundation for
the transition of Chinese music to the modern stage of its development. In the early twentieth
century, following the deepening of social change processes and the rise of the new culture
movement, Western music was integrated into Chinese music, resulting in a sustained
dialogue. In the art of music, the purpose of dialogue is the interaction between the principles
of musical thinking and the study and use of the language of music. The dialogue between
Chinese and Western music is a process of "using the merits of Western music to make up for
the shortcomings of Chinese music" [1, p. 82]. The purpose of writing this article is to
consider the elements of Western style in the activities of contemporary Chinese composers.

Material and methods. The material was the analysis of literary sources on the
research problem, the author's personal experience. The methods of analysis of scientific and
scientific-methodological literature; observation, generalisation was used.

Results and their discussion. Before the twentieth century, Chinese traditional music
was divided into two categories: on the one hand, it was palace music that met political
demands, and on the other hand, it was widespread folk music that reflected the life of the
people. Depending on the source of origin, traditional music includes: ancient local music,
music from outside the country, and new author's music. With the passage of time, the music
that came from outside is infused into the local music, new author's music goes into the past,
and the three types of music combine to form a tradition. Traditional music is a concept with a
broad meaning. In different historical epochs, the objects under which traditional music is
understood may not be absolutely identical. These categories were formed and developed over
a long period of time in the system of feudal society, influenced by feudal ceremonial music.
Compared with Western music from classical to the early twentieth century, which
emphasises freedom and equality and the expression of personal feelings and ideals, Chinese
traditional music has found a number of shortcomings.

The music lacked harmonic richness, and keyboard instruments were absent. And
although the pipa and sheng flute could simultaneously create quart and quintact chords, they
differed from European harmony and did not fulfil the function of supporting the main
tonality. Melody in Chinese traditional music was often slightly modified or became a new
work by adding new words. The repetition of melodies caused the music to become dull and
uninteresting, lacking novelty. With regard to the modes of musical inheritance, the
transmission of Chinese traditional music and learning was mainly oral. The Chinese musical
notation system "gongchipu" could only record the voice part, but not the detailed information
of rthythm, tempo, and dynamics.

Gongchipu (Chinese T./Xi%) has its origins in the system of recording the relative
pitch of sounds using characters in the Tang Dynasty, when the characters "shan" (L) ,
"chi" (R) , "gong" (L) , "fang" (L) , "lu" OX) , "wu" (F) ,"yi" (&) . denoted
the notes C, Re, Mi, Fa-diez, G, A and B respectively. In order to consolidate their dominant
position, feudal rulers used music to mitigate social conflicts created by the feudal class
system. Influenced by the class system of society, in the Chinese five-step sound system, each
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step was assigned the meaning of its class in the hierarchy. The tonic, for example,
symbolised unwavering imperial power. For this reason, Chinese traditional music is
characterised by the simplicity of melodies and tonalities and the lack of harmonies.

Modern Chinese musicologist Yang Yandi believes that "up until the early twentieth
century, music was not distinguished in Chinese culture as one of the types of art, actually
being in a state of dependent existence" [2, p. 62], so there were no professional composers in
China until the early twentieth century. In the course of the formation of the system of musical
education in China, the social influence of music became stronger and stronger, and gradually
it became an important tool in opposing feudal ideology and in building the New China. At
the beginning of the twentieth century. China urgently needed new music that was different
from traditional music and at the same time awakened national consciousness and spirit.
Obviously, there were few themes and melodies in traditional Chinese music that would meet
social needs. The musicians of the time realised that for this to happen, their work had to take
the path of combining with Western music. Nevertheless, for them, who had not yet mastered
Western compositional techniques deeply and comprehensively enough, this path was
inevitably a complex process of searching. Therefore, such a simple, quick and effective way
as borrowing Western and Japanese melodies and filling them with texts in Chinese that had
actual meaning was the only choice. This method also gave rise to the product of the early
fusion of Chinese and Western music, the "school songs" ("xuetang yuege"), which were
widespread in Chinese schools.

Compared to Chinese traditional music, which emphasised melody, the borrowing of
academic Western compositional techniques led to huge changes in Chinese music, which
were reflected in melody, rhythm, harmony, tonality and polyphony. The most notable change
was the use of classical functional harmony. The lack of harmonies was the biggest problem
of traditional Chinese music. Beginning in the 1920s, Chinese composers borrowed the
Western major-minor system and the technique of functional harmony. Using the material of
Chinese folk melodies, they created many pieces of music with features of polyphony. The
application of classical Western harmony enriched musical expression and strengthened the
musical language of Chinese music. However, harmony as one of the musical means of
expression should be combined with melody, tonality, rhythm, etc., only in this case it
becomes possible to express the national musical style and characteristic features. In the
1950s, Chinese composers abandoned the full borrowing of classical Western harmony and
began to use modified chords corresponding to the pentatonic melodic style.

Conclusion. Since the twentieth century, the development of Chinese music has been
a progressive process of change from mere borrowing, imitating the language of classical
Western music, to a deeper interaction with modern Western compositional techniques.
Perhaps because of the existence of the common points of contact described above between
traditional Chinese elements of musical expression and modern Western musical techniques,
contemporary Chinese composers have more readily mastered and begun to utilise modern
composition techniques. They spent more than half a century studying classical Western
musical techniques, although no famous composers or works appeared in China during this
time. However, after being introduced to modern Western techniques from the 1980s
onwards, works by contemporary Chinese composers began to win prizes and awards in
international competitions, at the same time exerting a positive influence on Western musical
creativity. This phenomenon, to a certain extent, indicates the choice of the right path for the
development of Chinese music.

List of references

1. Tsai, Yuanpei. Selected works on aesthetics / Yuanpei Tsai. - Beijing : Peking University Press, 1983. - 233 c. - In Chinese.
2.Yang, Yandi. Modern transformations of music / Yandi Yang // Musical Art. - 2006. - Ne 1. - C. 57-64. - In Chinese.

71



NATIONAL VOCAL ART IN THE CONTEXT
OF CHINA'S CULTURAL DEVELOPMENT

Lai Qinjie,
master's student, VSU named after P.M. Masherov,Vitebsk, Republic of Belarus
Academic advisor Zhukova O.M., Ph.D. in History of Arts, Associate professor

The vocal art of China, with its distinctive national colouring, is currently of great interest
to the world cultural community. In this regard, a number of studies devoted to Chinese vocal
music, its specificity, connection with folk traditions, and the uniqueness of the national musical
language are appearing. Chinese vocal music has been a folk art since ancient times. The national
character is reflected in the transmission of emotional attitude to the surrounding reality by means
of musical expression through the specifics of melody, rhythm, intonation, the peculiarities of
pronunciation and articulation of sounds. The purpose of the article is to consider the national
vocal art in the context of China's cultural development.

Material and Methods. The methodological basis for writing this article is the works
of Chinese (Li Jun, Liu Lang), Russian (V. P. Morozov, K. I. Pluzhnikov) and Belarusian
(E. S. Polyakova, Y. S. Sused-Vilichinskaya) researchers. Applying a set of research methods,
including the study of scientific literature, historical-archival, musicological analysis, aspects
of the development Chinese national vocal music of the 20th-21st centuries.

Results and discussion. Chinese culture is one of the oldest. It represents the whole
variety of art forms. The culture and development of Chinese art was significantly influenced
by the attitude to nature as an organic whole living according to its own laws, close
connection with philosophy and cosmos.

Nowadays, the intensification of interest in Chinese culture and art is acquiring a
global scale, as it is one of the oldest civilisations, which has preserved and multiplied the
accumulated experience in various artistic spheres. Chinese vocal art with its distinctive
national colouring is of great interest to the public today, satisfying its spiritual and aesthetic
needs. Vocal music has always been closely connected with folk traditions and language,
reflecting the life of society and contributing to the development of national culture. Vocal
music in China has been a folk art since ancient times. The national character is reflected in
conveying the emotional attitude to the surrounding reality by specific means of musical
expression that are not typical of other cultures.

The problem of vocal performance development is one of the most debated issues in
China and beyond. Chinese society is faced with the goal of preserving the original national
vocal school on the one hand, and keeping up with modern innovations of the world cultural
community on the other. Scholars studying these issues are of the opinion that the interaction
of the principles of vocal training of the Western and Russian schools with the peculiarities of
Chinese methods will contribute to the preservation of the original and unique style of
national music and to the determination of the prospects for further development of vocal art.

The relevance of the topic of the development of national vocal music in China has
determined the scientific interest of researchers. In their works, scholars have reflected the
specifics of the organisation of the educational process due to the peculiarities of the Chinese
worldview and mentality; presented the development of vocal teaching methods at various stages
of musical education in China; revealed the features of vocal performance in the context of the
development of Chinese culture. The scholars emphasise that in order to preserve the original and
unique style of national music, the development of vocal performance should be based on the
study of Western singing methods combined with the peculiarities of Chinese vocal culture.
According to the contemporary Chinese researcher Ma Yuging, these aspects will also "help to
determine the ways of further development of vocal art” [1, p. 293].
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The Chinese national school of academic singing is based on the aesthetic principles and
technical techniques of bel canto, which has greatly influenced the development of Chinese vocal
music in this direction. Today, however, other genres of vocal performance, such as authentic and
pop, are also being developed by prominent figures of the People's Republic of China, which are
not inferior to academic singing in terms of virtuosity. In this regard, it should be emphasised that
the country's singing culture is a reflection of aesthetic ideals and spiritual traditions, which
include China's religious and ritual foundations, its national cultural values and other aspects. This
resonates in all vocal areas and consequently in pedagogy [2].

In the 1980s, after the decade of the Cultural Revolution, China's policy of reform and
opening up began, which led to the flourishing of vocal education throughout the country. A
number of higher music education institutions normalised the teaching process, which was
constantly expanded and improved. Experienced and renowned teachers such as Shen Xiang and
Zhou Xiaoyan made great contributions to the education of famous Chinese vocalists. At the same
time in China vocal academic art developed in parallel with folk singing. In the history of Chinese
music we know the names of many remarkable singers who mastered folk and academic vocals
equally well, among them Song Zuying, Peng Liyuan, Yin Xumei, Dilibaye, Qin Yongcheng, Shi
Wanchun and others. This tradition has been preserved in the modern vocal education system.
The whole world knows tenor virtuoso Shi Yijie, who masterfully performs folk songs in a
completely different manner from the academic style of sound production [1].

Since the 1990s, due to the deepening reform and opening-up policy and continuous
cultural exchanges with the West, as well as under the influence of global cultural processes,
a new form of vocal performance - authentic or folk singing - has been developing in China.
Today it is classed as one of the main vocal styles, along with bel canto and pop. At the XIlI
Competition of Young Singers in China, very popular in the country, the authentic
performance style was included in the equal nomination, which caused a serious debate about
its demand and relevance for modern China.

Conclusion. Consideration of vocal art in the context of Chinese culture allows for a
deeper understanding of its specificity and significance. The national vocal art of China is an
important tool for the preservation and transmission of China's cultural heritage. Through vocal
art historical events, legends, myths and folk traditions are transmitted. They serve as a kind of
chronicle, preserving the memory of the past and shaping national identity. The variety of styles
and genres of vocal art reflects the diverse cultural characteristics of different regions of China.
Thus, Chinese national vocal art is an integral part of China’'s cultural heritage, reflecting history,
philosophy, literature and folk traditions. Studying and preserving this art is important for
understanding Chinese culture and preserving its uniqueness for future generations.
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THE INFLUENCE OF INFORMATION TECHNOLOGY ON DANCE LEARNING
Li Qi,
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The purpose: This paper studies the application of information technology in dance
learning.

Materials and methods: The greatest feature of modern information technology is to
expand and extend the information function of human beings, and the exchange and
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dissemination of human information are greatly shortened in time and space.Using
computer,network, communication and other modern information technology means to
achieve information acquisition, processing, transmission, storage and utilization technology.

The application of information technology in dance teaching mainly includes video
technology, interactive multimedia teaching, dance teaching software and Al motion
capture system.

Results and discussion: Video technology is one of the most widely used forms of
information technology in dance teaching. Through the recording of dance teaching videos,
students can repeatedly watch and learn at home to better understand dance movements and
expressions. Teachers can also show excellent dance works through videos to lead students to
appreciate and learn. In addition, video technology is used to record student dance
performances for teachers to evaluate and guide, while giving students the opportunity to
showcase their performances [1].

Interactive multimedia teaching is another important application form of information
technology in dance teaching. With the help of multimedia teaching platform, teachers can design
more flexible teaching content and forms according to the actual needs and levels of students.
Students can learn and consolidate autonomously through multimedia teaching platforms, while
receiving more personalized guidance and feedback through interaction with teachers [2].

Dance teaching software. With the rise of mobile Internet, more and more dance
teaching software appears, including dance learning tools, dance teaching videos, dance
choreography software and so on. This software provides students and teachers with more
convenient and flexible learning and teaching methods, help students to record learning
results, evaluation and feedback on learning effects [3].

For example, | need to give students a folk dance course today. | will learn the dance
video "Balang Zi" from Douyin to enhance students' interest in learning.

Conclusion: The application of information technology not only provides more
possibilities and convenience for dance teaching, but also improves the learning effect and
interest of learners.

1. Promote learning effect. The application of information technology makes dance
teaching more vivid, intuitive and visualized.

2. Expand the teaching content and provide more diversified content and resources for
dance teaching.

3. Improving the teaching level can help teachers improve their teaching level and
ability.
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This research focused on in-depth discussion on the inheritance path and innovation
strategy of traditional Chinese dance in modern society. It aims to bring together the academic
and artistic circles to sort out the current situation of traditional dance inheritance, explore the
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problems faced, explore innovative models, and provide theoretical support and practical
guidance for the sustainable development of traditional Chinese dance in contemporary times.

Traditional Chinese dance carries the deep heritage of Chinese civilization for
thousands of years and is an important symbol of Chinese national culture. Under the impact
of the wave of globalization and modernization, traditional dance faces the dilemma of
inheritance. But at the same time, modern society has also provided it with a new
communication platform and source of creative inspiration. [1]. The study of its inheritance
and innovation is not only related to the development of dance art itself, but also a key
measure to protect the roots of national culture and enhance cultural self-confidence. It also
has far-reaching significance for enriching the cultural diversity of the world.

The main goal - collect and analyze a large number of traditional dance materials from
different regions and nationalities, including written records and video materials with dance
movements, music, costumes and props, historical origins, etc.

Materials and methods. [2] The main methods are historical-chronological, comparative,
formally plastic and software design method. This study also used complex methods for analyzing
the material under study. The literature research method is used to sort out the theoretical
development context of traditional dance inheritance and innovation; the case analysis method is
used to analyze the successful inheritance and innovation of traditional dance works, such as the
dance drama "Only This Green", etc., from the creative concept, expression form, market
response and other multi-dimensional analysis; questionnaires and on-site interviews are
conducted for dance practitioners, enthusiasts and ordinary people to understand their views and
suggestions on traditional dance inheritance and innovation.

Results and their discussion. Inheritance status: [3] The survey shows that the fault
line of traditional dance inheritance talents is prominent, and some niche traditional dances
are at risk of being lost.However, under the promotion of the cultural revival policy,
traditional dance has gained a certain popularity in school education and social training, and
its attention has increased.

Innovative achievements: [4] in terms of expression, modern multimedia technology is
integrated to create immersive stage effects; in terms of subject matter, new historical and
cultural stories are explored and combined with the spirit of the times.For example, "Tang
Palace Banquet", with its unique artistic conception and the blessing of modern technology,
has become popular and gained great popularity.

Market feedback: [5] The attention of innovative and adapted traditional dance works
has increased significantly among young groups, and the market prospects for commercial
performances are good, but there are also situations where some innovations have lost their
traditional charm due to excessive innovation, which has led to disapproval among
professionals and old audiences.

Difficulties in inheritance: The inheritance system is imperfect, there is a lack of
standardized teaching materials and professional teachers; the society has insufficient
awareness of the value of traditional dance, and the motivation for inheritance is lacking.

Innovation challenge: [6] How to balance traditional and modern elements, and retain the
cultural core when innovating is the key. At the same time, innovation requires a lot of capital and
technical investment, which is difficult for small and medium-sized art groups to bear.

Development opportunities: the support of the national cultural development strategy,
the development of digital technology, and the trend of cultural tourism integration provide a
broad space for the inheritance and innovation of traditional dance.

Conclusion. The modern inheritance and innovation of traditional Chinese dance is a
complex and long-term project. Inheritance is the foundation. It is necessary to improve the
inheritance system, strengthen talent training, and enhance social awareness. Innovation is the
driving force. On the basis of adhering to the cultural connotation, we should actively
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integrate modern elements and expand expression forms and communication channels. All
parties need to work together, the government will increase policy support and capital
investment, the academic community will conduct in-depth theoretical research, and the art
community will boldly create and practice, so as to jointly promote the new vitality and
vitality of traditional Chinese dance in modern society.
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TRANSFORMATION OF DANCE CREATION AND PERFORMANCE MODES
BY DIGITAL TECHNOLOGY

Liang Xiaobao,
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Scientific supervisor — Medvetskiy S.V., Ph.D. in History of Arts, Associate professor

The rapid advancement of digital technology has revolutionized various artistic
domains, including dance. This report explores the transformative impact of digital
technology on dance creation and performance modes, aiming to analyze how emerging tools
and platforms have reshaped choreography, performance, and audience engagement [1].The
relevance of this topic lies in its intersection of art and technology, offering new possibilities
for artistic expression while challenging traditional paradigms. By examining this
transformation, we aim to provide insights into the future of dance as a dynamic, technology-
driven art form.

Material and Methods. To investigate this topic, we employed a mixed-methods
approach:

Literature Review: We analyzed academic articles, case studies, and industry reports
on digital dance technologies, including motion capture, virtual reality (VR), augmented
reality (AR), and Al-driven choreography tools [2].

Case Studies: We examined specific projects and performances that integrate digital
technology, such as motion-capture-based choreography and VR dance experiences.

Interviews: We conducted semi-structured interviews with choreographers, dancers,
and technologists to gather firsthand insights into the creative and technical processes.

Data was collected over three months, focusing on both the artistic and technical
dimensions of digital dance transformation.

Results and Discussion.

1. Digital Tools in Dance Creation. Motion Capture and Al: Motion capture
technology has enabled choreographers to translate physical movements into digital data,
allowing for precise analysis and modification. Al-driven tools have further expanded creative
possibilities by generating movement patterns and suggesting choreographic sequences [3].

Virtual Choreography: Platforms like VR have allowed choreographers to design and
visualize dances in virtual spaces, breaking free from physical limitations.

2. Transformation of Performance Modes. Immersive Experiences: AR and VR
technologies have created immersive performance environments, enabling audiences to
engage with dance in interactive and personalized ways [4].
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Remote Collaboration: Digital tools have facilitated global collaboration among
artists, allowing dancers and choreographers to work together across geographical boundaries.

Hybrid Performances: The integration of live and digital elements has given rise to
hybrid performances, blending traditional stage presentations with digital projections and
real-time data.

3. Challenges and Opportunities. Artistic Integrity: While digital tools offer new
possibilities, there is an ongoing debate about preserving the authenticity and emotional depth
of dance.

Accessibility: The high cost of advanced technologies may limit access for smaller
dance companies and independent artists.

Audience Engagement: Digital performances have the potential to reach wider
audiences, but they also require new strategies to maintain audience connection and emotional
impact [5].

Conclusion. The integration of digital technology into dance creation and
performance has fundamentally transformed the art form, offering unprecedented
opportunities for innovation and expression. However, this transformation also presents
challenges, particularly in balancing technological advancements with artistic authenticity. As
digital tools continue to evolve, the dance community must navigate these complexities to
harness the full potential of technology while preserving the essence of dance as a human art
form. Future research should focus on developing accessible technologies and exploring the
long-term impact of digital transformation on dance aesthetics and audience perception.
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THE SYMBOLIC LANGUAGE OF DANCE IN RELIGIOUS CEREMONIES

Liu Junjie,
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Throughout human history, dance has been an integral part of religious ceremonies.
From ancient primitive religions to world mainstream religions, dance, with its unique body
language, carries faith, prayer, and reverence. In the context of globalization and multicultural
integration, studying the symbolic language of dance in religious ceremonies not only
deepens our understanding of the cultural connotations of various religions but also promotes
the development of cross-cultural religious studies, uncovering the commonalities and
differences in human spiritual expression through art. The diverse forms of dance in different
religions, such as the cosmic creation and destruction symbolized by the dance of Shiva in
Hinduism and the reverence for God expressed in Christian liturgical dances, are central to
cultural heritage and religious practice, holding both academic exploration value and practical
significance for cultural exchange.

Materials and Methods.

1. Literature Review: Extensive review of global literature on religious ceremonial
dances, including religious academic works, anthropological field records, and art history
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research, such as interpretations of dance theories in the Hindu *Natya Shastra* and analyses
of early Christian patristic writings on liturgical dance.

2. Fieldwork: In-depth participation and observation of religious ceremonies, such as
Buddhist temple ritual dances and Sufi whirling dances in Islam, documenting dance
movements, costumes, props, musical rhythms, and ritual processes, and conducting
interviews with religious practitioners and dancers to obtain firsthand data.

3. Semiotic Analysis: Application of semiotic theory to interpret the symbolic meanings of
dance movements, postures, spatial arrangements, costumes, and props, integrating religious
doctrines, myths, and cultural traditions to uncover their deeper symbolic connotations, such as
analyzing the symbolic system of hand gestures (mudras) in Buddhist dance.

Results and Discussion.

1. Movement Symbolism and Doctrinal Expression: Dance movements in different
religions carry unique symbolic meanings closely tied to their doctrines. In Hindu dance,
specific gestures and steps of Shiva symbolize the cosmic cycle and the rhythm of life,
reflecting his roles in creation, preservation, and destruction. In Christian liturgical dance,
upward arm movements symbolize devout prayer and spiritual ascension, aligning with
Christian teachings on divine salvation and heavenly aspiration.

2. Symbolic Significance of Costumes and Props: Costumes and props in religious
dances are important symbolic elements. In Buddhist dance, robes and ritual objects such as
vajras and bells represent spiritual attainment and the majesty of Buddhist teachings. In Sufi
whirling dances, the white robes symbolize purity and transcendence, with the swirling robes
representing the soul's union with the divine.

3. Symbolism of Space and Ritual Context: The spatial arrangement and ritual context
of dances hold significant meaning in religious ceremonies. In Christian churches, dances
around the altar symbolize the sacred center, with movements directed toward the altar
expressing closeness to God. In Tibetan Buddhist cham dances, specific spatial divisions and
dance formations symbolize the battle between good and evil and the triumph of Buddhist
teachings over demonic forces.

4. Cultural Transmission and Evolution: Religious dances evolve by integrating local
cultural elements during their transmission. For example, Buddhist dances, upon entering
China, absorbed traditional Chinese dance elements, becoming more graceful and
incorporating Chinese costume styles, while retaining core Buddhist teachings. Christian
dances in different regions have blended with local folk dance forms, leading to localized
interpretations and changes in their symbolic expressions.

Conclusion. This study reveals that dance in religious ceremonies is a complex and
intricate symbolic language system. Movements, costumes, props, and spatial elements construct
unique symbolic codes across different religious cultures, conveying profound religious doctrines
and spiritual meanings. Despite significant differences in the symbolic languages of various
religious dances, they all play a crucial role in faith expression and community cohesion. In
contemporary society, religious dances continue to evolve in cultural transmission and cross-
cultural exchange. Future research could focus on the dynamic changes in the symbolic language
of religious dances in the context of globalization and the impact of the digital age on the
dissemination and interpretation of religious dance symbolism, further expanding the depth and
breadth of interdisciplinary research in religion and art.

* Literature Research: Academic religious works such as the Natya Shastra and the
writings of early Christian Church Fathers, anthropological field records, and art history
research materials.

* Fieldwork: In-depth participation in and observation of religious ceremonies such as
the ritual dances in Buddhist temples and the Sufi whirling dances in Islam, as well as
interviews with religious practitioners and dancers.
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« Other Potential Sources: During the elaboration process, the author may have also
referred to a large amount of general knowledge about religious dances and other research
findings that have not been explicitly mentioned. For example, the content regarding the
origin, development, and characteristics of religious dances in different religions may be
derived from a comprehensive understanding of the overall research on religious dances.

THE INHERITANCE AND DEVELOPMENT
OF POLYPHONIC MUSIC THEORY IN CONTEMPORARY CREATION

Liu Xingtao,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Academic advisor — Shamshur V.V., Ph.D. of Arts History, professor

Polyphonic music, with its long - standing history, has played a pivotal role in the
development of Western music. From the early days of plainchant and organum in the Middle
Ages to the highly sophisticated polyphonic works of Bach in the Baroque era, polyphonic
music theory has continuously evolved. The goal of this study is to explore how polyphonic
music theory is inherited and developed in contemporary musical creation.

In contemporary society, music has become an extremely diverse field, with various
styles and genres emerging. Amidst this diversity, understanding the inheritance and
development of polyphonic music theory is of great relevance. On one hand, polyphonic
music theory provides a rich resource for contemporary composers to draw upon, enabling
them to create more complex and profound musical works. On the other hand, the
contemporary musical environment also poses new challenges and opportunities for the
traditional polyphonic music theory, which needs to adapt to new aesthetic demands and
technological advancements.

Materials and Methods. The materials used in this study include a wide range of
musical scores from different historical periods of polyphonic music, ranging from medieval
polyphonic chants to modern polyphonic compositions. In addition, relevant theoretical
treatises on polyphonic music, both classic and contemporary, are also carefully examined.

The methods employed are mainly music analysis and literature review. Through
detailed music analysis, the polyphonic techniques used in different works are identified, such
as counterpoint, imitation, and fugue. The literature review helps to understand the theoretical
basis and historical context of polyphonic music theory development. Moreover, interviews
with contemporary composers are also carried out to gain insights into their creative processes
and how they use polyphonic music theory in their works.

Results and Their Discussion. Inheritance of Traditional Polyphonic Techniques.
Contemporary composers still widely use basic polyphonic techniques. For example, in many
contemporary chamber music works, the technique of imitation can be clearly observed.
Composers often imitate musical themes or motives among different instruments, creating a sense
of dialogue and interaction, which is a direct inheritance from the traditional polyphonic music.

The principle of counterpoint, which emphasizes the harmonious combination of multiple
independent melodic lines, is also frequently applied. However, contemporary composers may
adjust the rules of counterpoint according to their creative needs. For instance, they might use
more dissonant intervals in the counterpoint to create a more modern and edgy sound.

Development in the Context of New Technologies and Aesthetics

With the development of electronic music, polyphonic music theory has found new
applications. In electronic music, multiple sound layers can be created and manipulated more
freely. Composers can use software to precisely control the pitch, rhythm, and timbre of each
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layer, expanding the possibilities of polyphonic music. For example, in some electro -
acoustic music works, different sound sources are combined in a polyphonic way to create
unique soundscapes that were difficult to achieve in traditional acoustic music.

In terms of aesthetics, contemporary polyphonic music has become more inclusive. It
not only absorbs elements from different musical cultures around the world but also combines
various musical styles. Some composers incorporate elements of folk music or non - Western
music into their polyphonic compositions, creating a new kind of musical language.

The inheritance of traditional polyphonic techniques ensures the continuity of musical
culture. These techniques are the crystallization of the wisdom of generations of musicians.
By using them, contemporary composers can connect with the long - standing musical
heritage and maintain the integrity of musical development.

Traditional polyphonic techniques also provide a solid foundation for musical
education. Students learning music composition can start from understanding these basic
techniques, which helps them develop their musical thinking and compositional skills.

The Challenges and Opportunities of Development

The development of polyphonic music theory in the contemporary context also faces
challenges. For example, the over - reliance on new technologies may lead to a neglect of the
essence of polyphonic music. Some electronic music composers may focus too much on
technical manipulation and ignore the musical expressiveness and emotional connection that
polyphonic music should convey.

However, new technologies and changing aesthetics also bring numerous
opportunities. The digital age allows composers to share and promote their polyphonic works
more widely. The integration of different musical cultures enriches the creative sources of
polyphonic music, enabling composers to break through traditional boundaries and create
more innovative works.

Conclusion. In conclusion, polyphonic music theory is both inherited and developed
in contemporary creation. The inheritance of traditional polyphonic techniques forms the
basis of contemporary polyphonic music, while the development in the context of new
technologies and aesthetics broadens its horizons. Contemporary composers play a crucial
role in this process. They need to balance the use of traditional techniques and the exploration
of new possibilities. By doing so, polyphonic music can continue to thrive in the
contemporary musical landscape, bringing more diverse and wonderful musical experiences
to the audience. Future research could focus more on in - depth case studies of individual
contemporary composers' creative processes related to polyphonic music theory, as well as
further exploration of the potential of polyphonic music in emerging musical fields such as
immersive music and music for new media.

INFORMATION TECHNOLOGY HAS EXERTED MANY INFLUENCES
ON LATIN DANCE

Liu Yaxi,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific adviser — Medvetskiy A.V. Ph.D. in History of Arts, Associate professor

The purpose of this research is to comprehensively explore the multifaceted impacts of
information technology on Latin dance.

By delving into how information technology has transformed teaching, performance,
cultural dissemination, and creative aspects of Latin dance, we aim to not only uncover the
existing changes but also anticipate future trends. This study intends to provide valuable
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insights for dance educators, performers, choreographers, and enthusiasts. For educators, it
can offer innovative teaching models; for performers, it can suggest new ways to enhance
their performances; for choreographers, it can inspire novel creative directions; and for
enthusiasts, it can enrich their understanding and appreciation of Latin dance. Ultimately, this
research hopes to contribute to the sustainable development and further prosperity of the Latin
dance field in the digital age.

Materials and Methods. This study extensively collected relevant cases of the
application of information technology in the field of Latin dance. These cases covered the
actual data of Latin dance teaching institutions, performance events, and online
dissemination platforms in different regions and of different scales. Through in - depth
analysis of these cases, a research method combining qualitative and quantitative
approaches was adopted. Qualitatively, the specific application methods and presentation
effects of information technology in teaching, performance, dissemination, and creation
were analyzed in detail. Quantitatively, data such as the dissemination data of relevant
videos, the frequency of audience interaction, and the quantitative indicators of teaching
effect improvement were statistically analyzed to comprehensively explore the impact of
information technology on Latin dance [1].

Results and Discussion. This research aims to comprehensively explore the
multifaceted impacts of information technology on Latin dance. By delving deep into how
information technology has transformed aspects such as the teaching, performance,
cultural dissemination, and creation of Latin dance, we not only seek to uncover the
existing changes but also predict future development trends [2].

For instance, in terms of teaching, some Latin dance training institutions utilize
online live - streaming platforms, enabling renowned teachers to conduct remote classes.
Students can then learn the basic steps and rhythm control of Latin dance at home under
the guidance of professional instructors. In the field of performance, take a well - known
Latin dance competition as an example. The use of multi - camera shooting and high -
definition video technology showcases the wonderful moments of the contestants in a
comprehensive and clear manner to a global audience. Regarding cultural dissemination,
on social media platforms, Latin - dance - related topic tags like
“TheBeautyofLatinDance” have attracted a large number of users to participate in
discussions and sharing, facilitating the wider global spread of Latin dance culture. In
terms of creation, choreographers can use professional dance - creation software. By
inputting movement parameters and musical rhythms, they can quickly generate a
preliminary dance framework, significantly improving the creative efficiency.

This research is intended to provide valuable insights for dance educators, performers,
choreographers, and enthusiasts. For educators, it can offer innovative teaching models, such
as online - offline blended teaching, where teaching videos can be recorded for students to
review after class. For performers, it can point out new ways to enhance their performances,
like using virtual reality technology to create a more immersive performance environment on
stage. For choreographers, it can inspire novel creative directions, such as generating unique
dance movement sequences by combining with artificial intelligence algorithms. For
enthusiasts, it can enrich their understanding and appreciation of Latin dance, allowing them
to enjoy the charm of Latin dance from all perspectives through 3D videos. Ultimately, this
research hopes to contribute to the sustainable development and further prosperity of the Latin
dance field in the digital age [3].

Conclusion. Information technology has comprehensively and profoundly
transformed the development landscape of Latin dance. It has optimized the teaching process
and outcomes, achieved rapid global dissemination, brought a qualitative leap to the
experiences of dancers and audiences, and played an irreplaceable role in cultural inheritance,
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artistic innovation, and commercial value development. In the future, with the continuous
advancement of information technology, Latin dance is expected to make breakthroughs and
innovations in more areas.
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APPLICATION OF MODERN INFORMATION TECHNOLOGY
IN DANCE CREATION AND PERFORMANCE

Luo Kun,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
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Materials and methods. The materials of this study include social media, motion
capture and analysis systems, and virtual reality technology, etc. These methods are used to
enhance the quality and reach of dance works, and also contribute to the improvement of
dancers' performance levels.

Results and discussion. The popularity of live streaming and short-form video
platforms has shattered the limitations of hell, allowing audiences to enjoy dance
performances from around the world without having to be physically present. Whether it is
the elegance of classical ballet, the passion of street dance, or the unique charm of folk dance,
it can be transmitted to the global audience in real time through live broadcast, which greatly
enriches people's cultural and entertainment life. At the same time, the real-time barrage
comment function during the live broadcast enhances the audience's sense of participation and
interactivity, and improves their visibility and influence. The like, comment, and retweet
functions on social platforms can provide a relatively immediate feedback mechanism for
dance works, and the audience can express their suggestions for dance in real time. Dancers
can constantly adjust and innovate accordingly, forming a virtuous circle, which greatly
promotes the diversified development and wide dissemination of dance art [1].

Through high-precision motion capture technology, every subtle movement of the
dancer can be recorded and analyzed in detail, helping the coach and the dancer themselves to
accurately identify the shortcomings and highlights in the movement, so as to make targeted
adjustments and optimizations. This quantitative feedback mechanism makes the training
process more objective and scientific, and avoids the limitations of traditional training based
on empirical judgment alone [2]. At the same time, the application of virtual reality (VR) and
augmented reality (AR) technology allows dancers to simulate various performance scenarios
in a virtual environment, which not only saves the cost and time of on-site rehearsals, but also
challenges extreme movements under safe conditions and explores new boundaries of dance
performance. These techniques not only enhance the dancers' spatial perception and stage
adaptability, but also provide them with a platform for unlimited creative practice and inspire
new inspiration for dance creation [3].

Conclusion. The application of modern information technology in dance creation and
performance has greatly enriched dance's expressive techniques, improved creation
efficiency, promoted cross-border integration, and enhanced the dissemination and influence
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of dance. At the same time, it also provides dancers with a more scientific training method
and promotes the innovation and development of dance art.

1. Style: This style makes the content clear and easy to understand, while also
demonstrating a deep understanding and expertise in combining dance art with modern
information technology.

2. Themes: This theme aims to demonstrate how modern information technology
brings new development opportunities and innovative possibilities to dance art, and how it
promotes the innovation and development of dance art.

3. Theme: This theme aims to demonstrate how modern information technology brings
new development opportunities and innovative possibilities to dance art, and how it promotes
the innovation and development of dance art.
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AESTHETICS OF THE CHOREOGRAPHIC ART OF THE DAI ETHNIC GROUP
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Traditional Chinese art is diverse and unique. Its study is currently receiving much
attention among art historians. Chinese folk dance is also the basis for many studies, as its
stylistics, wide range of contents and differences in vocabulary are a reflection of the
multinationality of the Chinese people and a demonstration of the cultural image of the
Chinese nation. Dai dance widely and fully represents Chinese traditional culture and
embodies deep national meaning and cultural heritage. The issues of preserving the basic
elements of Dai dance and exploring its artistic beauty from the perspective of modern art
aesthetics are important and relevant at present. Based on this, the purpose of writing this
article is to reveal the characteristics of the aesthetics of Dai choreographic art and identify
the characteristics of peacock dance.

Material and Methods. From the point of view of aesthetics, a science that studies
folk dance art among other kinds, the history of ancient Chinese dance art is quite fully
covered in the works of Chinese researchers. Of great value are Wang Kefen's "History of
Chinese Ancient Dance" and Yuan He's "Course of Study on the History of Chinese Ancient
Dance". The national originality of Chinese dance art was studied in Sun Qian's dissertation
"Dance Art of China in the XX century: national originality and the influence of Western
traditions™ [1]. In the process of writing the article general scientific methods, as well as
descriptive-analytical and comparative methods were used.

Results and discussion. Today, there are 56 ethnic groups living in the PRC, and each
of these groups has its own unique culture in which the art of dance plays an important role.
The choreography of each of these ethnic groups reflects both the themes common to all
mankind: love, jealousy, rivalry, the ability to forgive, etc., and the peculiarities of life,
culture and history of a given nationality. Kinship and ethnic ties have always played an
important role in Chinese folk dances. One of the main reasons for this is the feeling of
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closeness of the representatives of their ethnic group. Folk dance has always been the most
important form of creative expression of the Chinese people, Chinese folk dance is often
referred to as ‘the simplest and most accessible form of folk theatre’.

Dance aesthetics of Chinese folk dances is determined by the characteristic plastic
vocabulary, spatial structure, and music of movement. The art of Chinese folk dance has its
own, unique, deep history. Just like the Chinese language, Chinese dance developed on the
basis of a unique vocabulary of expressive means, semantic and syntactic logic of expression.
The performer's inner concentration, expressed in the dialogue between man and Heaven, man
and Earth, man and God, is a distinctive feature of Chinese folk choreography.

Chinese culture is extensive and profound, and Dai dance is like a dazzling pearl in
China's outstanding traditional culture. It originated from the life and beliefs of the Dai
people, which is closely related to the natural environment where they live. Therefore,
excellent Dai dances showcase the understanding of nature, life and beauty, reflect the
observation and worship of all things in nature, and contain the artistic aesthetic philosophy of
"harmony between man and nature”, being an outstanding representative in the culture of
Chinese ethnic minorities. In the context of the global multi-cultural integration, people's
aesthetic perspectives and concepts are no longer in a single fixed mode, and an aesthetic
blueprint full of individualized artistic colors has emerged. In this rich and colorful artistic
environment, combined with the characteristics of modern art aesthetics to promote the
artistic development of Dai dance, starting from aspects such as movement elements, music,
themes and stage performance forms, we should spare no effort to put forward practical
theoretical bases for promoting the sustainable development of Dai dance in modern society
and achieving a new look of artistic sublimation, and provide practical development
directions for the organic integration of artistic innovation.

Peacock dance (kunkyue-woo; L% #£) — one of the Dai folk dance forms, which is
most widespread and popular in the Yunnan region. The peacock dance is the most
famous and traditional dance among Dai folk dances and is also common in Zhuili, Liuxi
in  Dehong-Dai-Kachin Autonomous Region, Mendin, Mengda in Jinggu-Dai-Yi
Autonomous Region, and Qangyuan-Waxi Autonomous Region. This dance is performed
during New Year celebrations in the sixth month of the traditional Dai calendar (aka the
Water Dousing Festival), the Closed Doors Festival, the Open Doors Festival and
important religious events.

According to Chinese interpretation, the peacock dance is a symbol of kindness, wisdom,
beauty, good luck and happiness. In the past, dancers performing the peacock dance wore special
headdresses and masks and embroidered dresses decorated with peacock feathers. When the
dance was performed by one dancer, he wore a woman's mask; if there were two dancers, one
wore a woman's mask and the other wore a man's mask, on their shoulders they put a cape with a
skeleton made of bamboo and silk, to which peacock feathers were attached. After 1949, when
this dance was professionally processed, the masks and props were abandoned. Nowadays, the
peacock dance is performed by dancers of either gender.

In China, there are two different kinds of traditional peacock dance of the Dai
ethnic group. One of them is the peacock dance, which involves wearing a heavy stand
made of bamboo, silk and other materials that imitate the stretching feather of a peacock.
One stand can weigh up to 20kg and is attached to the back and waist of the dancer.
Another option is the ‘unarmed peacock dance’ in which the dance performers do not have
to carry a heavy stand. Drums are the traditional accompanying instruments for the
peacock dance.

The dance is performed in the same style in different parts of China, but it has its own
local peculiarities. For example, in the counties of Ruili, Menglian and Manding, the
peacock's movements and habits are conveyed through agile and beautiful jumps, spins and
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turns. From the beginning to the end, the dancer is forced to stand on half-bent legs and make
many small movements. Each movement corresponds to a beat of accompaniment, and there
is a whole system of alternating percussion. In Lusi City, the image of the peacock is
conveyed in detail during the dance by bending and waving the arms, rotating, running and
dancing pas with the feet while running. In Xishuangbanna, the tradition of peacock pair
dance is preserved, with the male and female dancing opposite each other. Their dance steps
are smooth and graceful, and their movements are graceful. The peacock dance tells the folk
tale ‘Zhao Shutun’. In areas where Dai culture has come under the influence of other
nationalities, especially in areas of constant cultural contact with the Han Chinese, the tale has
become a paired dance with singing.

Conclusion. Peacock dance has a very long history and is closely related to the ethnic
culture of China. Any festival or celebration, is accompanied by the peacock dance, whether it
is the annual water festival or the closing/opening gate festival. The peacock, as a totem of the
Dai people living in the southwestern Chinese regions, is an integral part of the cultural and
spiritual aspects of the people. The Dai people believe that the ‘sacred bird’ or peacock is a
symbol of happiness and favour and thus the peacock appears in numerous folk legends. The
peacock dance is the favourite dance of the Dai people and the dance has all the folk
characteristics. Nowadays, the peacock dance is often seen on stage with modifications made
by choreographers to meet the demands of modern audiences. In 2006, the dance was
included in the list of China's national intangible cultural heritage.
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REVOLUTIONARY OPERA AS AN ARTISTIC PHENOMENON
OF CONTEMPORARY MUSICAL CULTURE IN CHINA

Ma Zhehan,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Academic advisor Zhukova O.M., Ph.D. in History of Arts, Associate professor

During the global political and socio — cultural transformations in China's Cultural
Revolution era, "revolutionary operas™ held a crucial position. When creating these operas,
the authors incorporated traditional art forms while infusing them with revolutionary
ideology. As a genre and style, revolutionary opera is closely linked to traditional Chinese
theatre, especially Peking Opera, and also draws on European musical art models. However,
these aspects have not been thoroughly explored in art history, and a scientific and
musicological analysis of revolutionary opera in the context of Chinese — European art
interaction is lacking. This forms the basis for the relevance of this study.

"Revolutionary exemplary performances” in the Cultural Revolution played a
significant role in public opinion-building. Understanding their emergence as an outcome of
art politicization and the content and genre-stylistic features of revolutionary opera, which is a
result of the modernization of Peking Opera, are important research topics. Consideration of
revolutionary opera as a historical phenomenon and an artistic phenomenon of contemporary
Chinese musical culture is the purpose of writing this article.

Material and Methods. The methodological basis for writing this article is the works
of Chinese and Russian scientists: Peng Cheng [1], T. B. Budaeva [2]. Applying a set of
research methods, including the study of scientific literature, historical-archival and
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comparative approaches, musicological analysis, aspects of the development of revolutionary
opera as a historical and contemporary phenomenon of Chinese musical culture are revealed.

Results and discussion. Revolutionary opera emerged as a response to the political
and social needs of the Cultural Revolution era. It was a tool for spreading revolutionary ideas
and values. As a historical phenomenon, it reflects the spirit of that time, with stories of
revolutionary struggles and heroes. In the context of contemporary Chinese musical culture,
revolutionary opera has left a deep mark. Its unique combination of traditional and modern
elements has influenced the development of Chinese musical theatre. Some of its musical
styles and performance techniques have been carried forward, and it has become an important
part of China's musical heritage.

The content of "exemplary revolutionary opera™ mainly focuses on revolutionary
themes, such as the fight against oppression, the pursuit of freedom, and the heroic deeds of
revolutionary martyrs. The plots are often straightforward and aim to arouse the audience’s
emotions. Dramaturgically, they follow a relatively simple structure, with a clear beginning,
middle, and end. Compositional features combine Chinese and European elements. For
example, the use of Chinese musical modes in the melody is combined with European — style
orchestration, creating a rich and unique musical texture. The stage settings also incorporate
both Chinese traditional aesthetics and European realistic techniques.

The musical language of "exemplary revolutionary opera” is a blend of Chinese and
European musical languages. Chinese musical elements, such as pentatonic scales and unique
vocal techniques, are combined with European musical concepts like harmony progressions
and orchestration principles. The melodies are catchy and easy to remember, which helps to
convey the revolutionary message. The use of different musical instruments from both
cultures also enriches the sound. For example, traditional Chinese instruments like the erhu
and European instruments like the violin may be used together in the orchestra, creating a new
and harmonious musical effect.

An important issue that has been extensively discussed by art historians is the
interaction between traditional Chinese and European art. In the field of revolutionary opera,
it involves the combination of Chinese traditional musical elements, such as the unique
melodies and rhythms of Peking Opera, and European musical techniques, such as harmony
and orchestration. Chinese traditional art emphasises expression through intonation and
timbre, while European art focuses on harmony and form. In revolutionary opera, these two
arts blend to create new musical images. For example, European harmony can be used to
enhance the emotional impact of a revolutionary theme, while Chinese melodies retain a
national identity.

The process of creating "exemplary revolutionary operas" was based, on the one hand,
on the preservation of national traditions and, on the other hand, on a significant renewal of
the genre's content and style. The remaking of the Jingju drama into an "exemplary
revolutionary opera” was carried out within the framework of the search for: a new literary
language in the sphere of libretto, principles of interaction between word and music, drama,
composition, melodic, harmonic and orchestral languages, actors' roles, plasticity and
acrobatic techniques, and dance at the intersection of national and European traditions. These
are complex problems that the authors of “exemplary revolutionary operas” tried to solve
within the framework of this era, and they certainly achieved certain successes in the aspect of
creating a specific genre and style model of opera theatre.

Major examples of the revolutionary opera genre include: "The Taking of Weihushan
Mountain by Cunning”, "Red Lantern", "Shajiabang”, "Raid on the White Tiger Regiment",
"Battle on the Plain” and "Seaport”. They were included in the list of "exemplary
revolutionary plays™ authorised by the authorities.
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Conclusion. "Exemplary revolutionary opera” deserves attention not only as a
historical phenomenon that emerged during the Cultural Revolution in the context of a
powerful ideological movement, but also as a phenomenon of China's contemporary musical
culture. Thus, "exemplary revolutionary operas” have not left the country's theatre stages
today. The operas "Red Lantern”, "Shajiabang”, "Azalea Mountain”, "The Taking of
Weihushan Mountain by Stratagem” are still being staged today, and are relevant and popular
with the audience.
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THE ROLE OF THE FORTEPIAN SONATA GENRE IN THE FORMATION
OF BETHOVEN'S COMPOSITORIAL STYLE
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Ludwig van Beethoven was a key figure in classical music during the transitional
period between classicism and romanticism, and one of the most performed composers in the
world. He wrote in all genres that existed in his time, including opera, music for dramatic
plays, and choral works. For Beethoven, the piano sonata was the most direct form of
expression of his thoughts and feelings and his main artistic aspirations. Whereas symphonies
appeared in Beethoven's work as the result and generalisation of a long period of searching,
the piano sonata directly reflected the diversity of his creative quest. Beethoven was an
outstanding virtuoso and known for his original piano improvisations, which often conjured
up images of his future great works. The Piano Sonata can be called the composer's "“creative
laboratory"”. In connection with the above, the aim of this article is to identify the role of the
piano sonata genre in the formation of L. Beethoven's compositional style.

Material and Methods. The material for writing the article is the works of
musicologists, which are based on the analysis of the peculiarities of L. Beethoven's
compositional style and the characteristics of his piano sonatas. Applying a set of research
methods, including the study of scientific literature, historical-archival and biographical,
musicological analysis.

Results and discussion. Beethoven regarded the piano sonata as an all-encompassing
genre, capable of reflecting the diversity of musical styles of the day. Each Beethoven sonata
is a complete work of art; together they form a true treasure of classical thought in music. A
huge range of images and moods — from soft pastoral to pathetic solemnity, from lyrical
outpouring to revolutionary apotheosis, from the heights of philosophical thought to folk
genre moments, from tragedy to joke — characterise Beethoven's thirty-two piano sonatas over
the course of a quarter of a century.

It was in the sphere of piano music that Beethoven first and most decisively asserted
his creative individuality and overcame his dependence on the keyboard style of the
eighteenth century. The piano sonata was so far ahead of the development of Beethoven's
other genres that the usual conventional scheme of periodisation of Beethoven's work is
essentially inapplicable to it. While in both symphony and chamber instrumental music
Beethoven remained committed to the school of classicism of the late eighteenth century, his
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new dramatic style, the versatility of images and psychological depth had long since become
apparent in the piano sonatas.

Beethoven's characteristic themes, the manner of their presentation and development,
the dramatised interpretation of the sonata scheme, new rhythms and new timbre effects
appeared for the first time in piano music. In Beethoven's early sonatas there are dramatic
"theme-dialogues”, recitative recitation, "theme-vowels", progressive chord themes, the
combination of harmonic functions at the moment of the highest dramatic tension, consistent
motive-rhythmic compression as a means of intensifying inner movement, and a free and
varied rhythmic style that is fundamentally different from the measured dance-like periodicity
of music of the 18th century [1].

The path from Beethoven's first to his last sonata marks an entire epoch in the history
of world piano music. Beethoven began with a modest classicist piano style (still largely
associated with the art of harpsichord playing) and ended with music for the modern piano,
with its enormous sonic range and numerous new expressive possibilities. Calling his last
sonatas "works for the hammer instrument™ (Hammerklavier), the composer emphasised their
modern pianistic expressiveness.

Many researchers of Beethoven's work point to the combination of classical and
romantic characteristics in Beethoven's compositional style. Russian scholar V. Konen wrote:
"the composer was repeatedly reproached for his desire to be original, saw in his new
expressive techniques deliberate search for strange, cutting sounds. Meanwhile, Beethoven's
music was favoured by composers of the mid-nineteenth century who were paving new paths
in their art. Beethoven's break with the aesthetics of the Age of Enlightenment was the
impetus for their own innovative quests, epitomising the psychology of the new age. The
unprecedented emotional power of his music, its new lyrical quality, freedom of form
(compared to the classicism of the 18 century), finally, the widest range of expressive means
— all this caused admiration of the Romantics and was further multilateral development in
their music” [2, p. 296]. It is extremely important to emphasise that Beethoven's pianism, as
the foundation of the new Romantic performing style, is nevertheless based on classical
traditions, that he, in his endeavour to expand the boundaries of the instrument, seeks support
in the creative methods of Mozart and Haydn.

Beethoven worked extensively on the problems of piano virtuosity. In his search
for a distinctive sound image, he tirelessly developed his original piano style. The feeling
of a wide airy space achieved by juxtaposing distant registers, massive chords, compacted,
rich, multiplanar texture, timbre and instrumental techniques, and the rich use of pedal
effects (particularly the left pedal) — these are some of the characteristic innovative
techniques of Beethoven's piano style. Beginning with the first sonata, Beethoven
contrasted the chamber-like nature of eighteenth-century keyboard music with his
majestic sound frescoes painted in bold, large strokes. Beethoven's sonata began to
resemble a symphony for piano.

Conclusion. Beethoven's life journey spans two eras: the Enlightenment and
Romanticism. Beethoven's creative quest was directed simultaneously towards both
classical and romantic trends in art. His compositional style therefore combines the
characteristics of classicism and romanticism. This is particularly evident in Beethoven's
piano work. Beethoven wrote for the piano extensively, throughout his life. At the centre
of his piano works is the image of a strong, strong-willed and spiritually rich human
personality. Beethoven's piano music became the basis for the artistic ideas of subsequent
generations of composers. Beethoven's works for piano were extremely important for the
development of many images in piano literature: the heroic personality, the masses of
people, spontaneous social and natural forces, the inner world of man, and the lyrical
perception of nature. Beethoven's works gave powerful impulses to the symphonisation of

88



piano music genres, helped to establish development techniques based on the struggle of
conflicting beginnings and the formation of the principle of monothematism. Beethoven's
pianism charted new ways of orchestral interpretation of the instrument and the
reproduction of piano-specific sound effects using the pedal.
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THE REFLECTION OF CONFUCIAN DANCE ART
IN MODERN CHINESE DANCE

Wang Bin,
master’s student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific adviser — Sokolova E.O., PhD in Pedagogical Sciences, Associate Professor

Material and Methods. This study explores the reflection of Confucian dance art in
modern Chinese dance in depth. By combing the core characteristics of Confucian dance art,
she analyzes his embodiment at the level of vocabulary of movements, aesthetic pursuit and
cultural expression of modern Chinese dance, and reveals the relationship between inheritance
and innovation of the two.

Results and discussion. Confucian dance art is not a specific kind of dance, but a
dance form with Confucian cultural connotation, aesthetic characteristics and value
orientation. It covers ancient ritual dances, as well as folk and court dances influenced by
Confucian ideas, and its movement, posture, rhythm and other elements all reflect the core
Confucian ideas of "rites", "benevolence™ and "harmony".

The purpose of this study is to comprehensively analyze the concrete reflection of
Confucian dance art in modern Chinese dance, including movement vocabulary, aesthetic
concept, cultural expression and so on. To explore how Confucian dance art affects the
creation and development of modern Chinese dance, and how modern Chinese dance inherits
and innovates Confucian dance art;

As the core of Chinese traditional culture, Confucianism runs through the process of
Chinese historical development and profoundly affects every field of Chinese society, and
dance art is no exception. Under the background of globalization, Chinese modern dance is
faced with the problem of how to stick to the roots of local culture while absorbing foreign
dance culture. Confucian dance art contains rich Chinese cultural genes, and the study of its
reflection in modern Chinese dance is helpful to inherit and carry forward the excellent
traditional Chinese culture and enhance the self-confidence of national culture.

The study used a review of ancient Confucian classics such as The Works of
Confucius, Li Ji, and The Music of Ji to understand the theoretical origin, development
context, and cultural connotations of Confucian dance art; Collect modern and contemporary
dance research works and academic papers to understand the development process, creation
concept and style characteristics of modern Chinese dance; By analyzing the materials of
dance teaching materials and syllabuses, this paper probes into the inheritance of Confucian
dance art in dance education. Through the systematic collation and analysis of literature, the
theoretical framework of the research is constructed, which provides a solid theoretical
foundation for the follow-up research.
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Representative modern Chinese dance works are chosen as the object of research, "Li
Bai", dance poem "National Color" and so on. From the dance movement, arrangement
structure, music application, stage art and other aspects of in-depth analysis, excavating the
Confucian dance art elements.

In modern Chinese dance works, many movements learn from the posture and
movement norms of Confucian etiquette, such as arching hands, bowing, bowing, etc. After
artistic treatment, they are integrated into the dance movement vocabulary, reflecting the
cultural connotation of humility and respect. Many dances follow the Confucian thought of
"neutralization™ in terms of movement transition and rhythm change, pursue smooth and
harmonious movements, avoid exaggerated and intense movements, and show a subtle and
restrained aesthetic feeling.

The Confucian aesthetic concept of “the beauty of neutrality” occupies an important
position in modern Chinese dance, and the dance works pursue moderation and implicitness
in emotional expression, avoiding excessive catharsis. The works pay attention to balance and
symmetry in the overall style, and pursue the harmonious unity of form and content. The
pursuit of "lively spirit” in dance works also reflects the Confucian emphasis on life vitality
and spiritual connotation, and conveys the inner spiritual temperament through the rhythm
and rhythm of dance movements.

Conclusion. Dance art has a significant reflection in the movement vocabulary,
aesthetic concept, cultural expression and other aspects of modern Chinese dance, providing a
profound cultural heritage and unique artistic style for modern Chinese dance, and becoming
an important source for the development of modern Chinese dance. Modern Chinese dance
has made some achievements in the process of inheriting Confucian dance art, but it also
faces many problems and challenges, such as the superficial application of Confucian dance
art elements, the stiffness in the process of integration and innovation, and the shortcomings
in aesthetic inheritance and cultural transmission. In the future, modern Chinese dance should
strengthen the in-depth study of Confucian dance art, excavate its core value and cultural
connotation, and enhance the creator's understanding and grasp of Confucian culture.

A HISTORICAL RETROSPECTIVE ON THE DEVELOPMENT
OF TRADITIONAL VOCAL ART IN CHINA

Wang Houhua,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Academic advisor — Zhukova O.M., Ph.D. in History of Arts, Associate professor

The evolution of Chinese traditional vocal performance art reflects the spiritual core
and aesthetic qualities of Chinese civilisation. Taking historical evolution as the basis, this
paper systematically explores the development patterns, cultural motivation and contemporary
transformation of folk vocal performance within traditional music culture. It is found that
from the sacrificial music of the Qin era to the operatic voices of the Ming and Qing eras,
traditional vocal music has always fulfilled the dual function of cultural inheritance and social
indoctrination; in the modern era, amid the gradual development of East and West and
cultural innovation, the mode of inheritance has shifted from oral folk transmission to
professional training system, which not only preserves the traditional technique of "word
correctness™ but also integrates the concepts of modern compositions. In the era of
digitalisation, vocal music is carrying out creative transformation through cross-border
integration and new media communication, forming a dynamic balance between traditional
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and modern expression. The purpose of writing this paper is to present a historical picture of
the development of traditional vocal art in China.

Material and Methods. The material for writing the article was scientific articles of
Chinese researchers on the history of artistic creation, on the development of traditional
culture and vocal art of China. In the process of writing the article the following methods
were used: analysis, synthesis, generalisation, as well as descriptive method. Art history
methods were also employed: historical-archival and comparative .

Results and discussion. Local traditions and artistic phenomena, which were
borrowed from Europe in the process of globalisation, played a major role in the development
of Chinese vocal art. It was through absorbing theoretical foundations and practices,
mastering new forms and genres, as well as alternative pedagogical methods and forms of
musical life of other national vocal schools (Italian, French, Russian) that Chinese vocal art
was able not only to move to another level, but also to breathe new life into established
traditional patterns.

The national traditions of Chinese vocal art date back to ancient times. Three stages in
the evolution of the country's vocal traditions can be distinguished. The beginning is
considered to be the time of natural or pre-scientific spread of national vocal traditions. To the
so-called second period can be attributed the time of formation of systematic professional
rules and methods of teaching vocal mastery. The third period is characterised by the
penetration of Western European music into Chinese culture, which eventually led to the
formation of a new musical paradigm based on the skilful and subtle combination of national
traditions with European musical innovations.

It is well known that Chinese culture is traditional in nature, deeply honouring
established principles and values that are stable and unquestionable. In other words, in the
many thousands of years of Chinese cultural history, there have been no radical changes in
Chinese culture until the early twentieth century. Built around the authority of the past,
Chinese music has long maintained the inviolability of its traditions handed down from
ancient times. The unique national singing originated from the early syncretism of the 8th to
13th centuries and came to high vocal art in the Peking Opera in the 20th century. The strong
interrelation of the state and art determined a responsible approach to "vocal music as a
fundamental spiritual and practical value of the nation, which manifested itself not only in the
systematisation of chants, but also in the purposeful development of aesthetic and
technological requirements for their performance” [1, p. 58].

Since the Shang Dynasty (XIV-XI centuries B.C.), there have been professional
educational institutions in China where singing was taught. They later formed the famous
music academies "Yue Fu", "Li Yuan", "Tai Chang Shu" and others. If we turn to the ancient
Chinese philosophical and aesthetic treatises and musical-theoretical sources "Conversations
and Judgements" by Confucius, "Treatise on Music" by Sima Qian, "Discourse on Singing"
by an unknown author, we can notice a special attitude to music in general and specific
characteristics of vocal training in particular, which over time have become firmly established
in the singing culture of the Celestial Empire.

A key, priority area of training is to pay close attention to the breath, which acts as a
source of vital energy. And the instrument for transmitting this energy is the voice itself. This
approach implies the reliance on the lower abdominal muscles rather than on the diaphragm,
as in the European musical tradition. Special attention in the training of singers is paid to a
detailed description of the figurative qualities of the voice. No less important is the question
of the influence of the singer's emotional state: much time is devoted to studying not only the
technical but also the emotional aspects of vocal performance. It is characteristic that during
the first two periods of the development of the original Chinese vocal art one can see the
endeavour to preserve in singing the significance of all components of the original unity
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(word, sound, gesture) and, accordingly, the study of diction and the singer's manner of
movement. This is because the sources of vocal creativity in China have long been folk songs
(word, sound) and dances (movement, gesture). Historically, there was an aesthetic
requirement for performance based on the synthesis of systematic and complex approaches:
the vocal part and plasticity had to be a unified whole. In other words, sensual gazes and
emotional gestures were an integral part of vocal numbers.

Conclusion. Traditional arts in China today are at the peak of their development,
including musical culture. Of the most colourful and textured branches of Chinese musical
culture, vocal art is noted. Its achievements at the present stage of development organically
enter the space of world musical culture. This is due to the fact that for many centuries,
experience has been accumulated, a fundamental base has been collected, which has been
carefully handed down and continues to be handed down to the younger generation as a
cultural heritage. Thus, the centuries-old history of national music, including vocal art, has
experienced a huge number of transformations and innovations, which has provided ample
opportunities for the development of modern vocal-performing art in modern vocal music.

Reference list

1. Qiao, Lei. Vocal-performing art of China: historical analysis / Qiao Lei, E. G. Savina // Science and School. — 2024. — Ne 1. —
P. 140-151. DOI: 10.31862/1819-463X-2024-1-140-151.

DECONSTRUCTING AND RECONSTRUCTING TRADITIONAL DANCE
SYMBOLS IN THE DIGITAL AGE

Wang Peng,
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Traditional dance, as a corporeal semiotic system, faces existential challenges from
cultural aphasia, intergenerational transmission gaps, and global homogenization. By
redefining dance as a dynamic interface for transmitting cultural DNA, this research bridges
gaps in fragmented scholarship, techno-utopian myopia, and stagnant paradigms, offering a
framework for sustaining cultural genes while enabling innovation [1].

The purpose of this study explore the process of transforming traditional dance
symbols in the digital age.

Material and Methods. Phenomenological and semiotic analysis (e.g., Merleau-
Ponty’s body schema, Lotman’s semiosphere) to excavate cultural genomes (e.g., Chinese
classical dance’s yuan-qu-ning-ging encoding cosmological harmony). Cross-media
adaptation (e.g., Cloud Gate Dance Theatre’s Water Moon translating Tai Chi into aquatic
choreography). Digital interventions (e.g., Dunhuang Academy’s 3D modeling of mural
dances, blockchain-based preservation of Tang-era notations).

Comparative analysis of global practices, including Pina Bausch’s The Rite of Spring
(ritual reimagining), Dream of the Red Chamber (East-West symbiosis), and China’s "cultural
relics dance" trend (e.g., Tang Palace Banquet). Integrating dance anthropology, digital
humanities, and cultural studies to critique algorithmic governance (e.g., social media’s
dilution of cultural density) and commercialization ethics.

Results and Discussion. Traditional dance embodies cultural grammar through
movement DNA (e.g., Yoruba Egungun’s spiral dynamics transmitting ancestral wisdom).
Ritual syntax (e.g., ballet’s geometric discipline mirroring Tsarist hierarchies) reveals power
encodings [2].
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Cloud Gate’s deconstruction of Tai Chi into fluid topologies demonstrates equilibrium
between preservation and innovation.Ritual Recontextualization: Pina Bausch’s The Rite of
Spring resurrects primal tension through corporeal narratives, bridging vernacular rites and
urban performances. Intercultural Symbiosis: Dream of the Red Chamber fuses Eastern
lyricism with Western choreographic structures, optimizing indigenous genetic signatures.

Kinetic Archiving: Al and 3D modeling (e.g., Dunhuang’s digital restoration) enable
dynamic preservation but risk authenticity paradoxes in VR simulations.  Blockchain
Applications: Safeguarding choreographic notations against cultural appropriation (e.g., Night
Banquet in Tang Palace).

Ethical Dilemmas: Commercialization attenuates cultural density (e.g., viral TikTok
challenges reducing ritual depth). Globalization Paradox: Cross-cultural adaptations face
aesthetic reception biases (e.g., Iron Man’s mixed reception in Western contexts). Techno-
Ethical Tensions: Digital tools mediate cultural regeneration but may alienate embodied
praxis [3].

Conclusion. The transformation of traditional dance is a topological mutation of
cultural genes, demanding a dynamic equilibrium between genetic essence and formal
innovation. By transcending the preservation-innovation binary, the Decoding - Transcoding -
Regeneration model repositions dance as a manifesto of civilizational survival. Successful
cases demonstrate that cultural regeneration requires: Semantic Legibility: Translating closed
ritual symbols into cross-cultural languages. Techno-Cultural Symbiosis: Deploying digital
tools as auxiliary mediators, not replacements. Intercultural Negotiation: Balancing
indigenous authenticity with global resonance. This framework empowers non-Western
cultural subjects to reclaim agency in global cultural politics, transforming heritage into
capital within modernity” s entropic landscape.
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Chinese traditional music and electronic music are two different music systems:
traditional music is the evidence of China's long history and culture, an important way of
history and inheritance of Chinese culture, and electronic music is the product of the
continuous development of modern music editing and production technology. With the
development of science and technology and the continuous change of listeners' aesthetics,
traditional music and electronic music have been continuously exchanging and merging for
some time, and the frequency of fusion music has been increasing. The purpose of writing this
article is to analyse the combination of traditional performance techniques and modern
elements of electronic music.

Material and methods. The material was the analysis of literary sources on the
research problem, the author's personal experience. The methods of analysis of scientific and
scientific-methodological literature; observation, generalisation was used.
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Results and discussion. The use of traditional Chinese musical instruments in
electronic music is a relatively popular method of music creation and expression in recent
years, combining elements of traditional and modern music to form a new way of musical
expression. With the rapid development of electronic music and music sampling and editing
technologies in the 1990s, and the attention paid by music creators to traditional Chinese
musical instruments, more and more music creators have started to try to combine traditional
musical instruments with electronic music and explore a range of new forms of musical
expression. At first, the combination of traditional Chinese musical instruments with
electronic music was mainly based on electronic synthesizers, and the timbre produced by
synthesizers was the main component of the music, resulting in a number of distinctive works.
As technology develops and music creators become more adept at combining the two, the
ways of combining the two have become increasingly diverse, such as adjusting the timbre of
traditional instruments through real-time sampling and digital plug-ins, using improvisation,
and the use of digital plug-ins.

Both traditional Chinese musical instruments and electronic music have their own
unique musical and cultural roots. Traditional Chinese musical instruments originate from
ancient China, and each instrument has a unique sound and playing technique. The history of
some traditional musical instruments can be traced back thousands of years, which is an
important part of traditional Chinese culture and represents the essence of traditional Chinese
music. Traditional Chinese musical instruments are usually unique and easily recognisable,
some of the tones they produce imitate the sounds of nature, and their playing techniques are
varied and complex, with strong expressive power that can subtly convey the mood and
meaning of the music.

The varieties and types of electronic music continue to evolve and change. With the
continuous progress of audio editing technology and the expansion of the music market and
audience, more and more musicians are beginning to combine traditional Chinese musical
instruments with electronic music or electronic music elements, as mentioned above, and
explore new forms of musical expression. In fact, the combination of traditional Chinese
instruments and electronic music has existed since the 1990s, but due to the limitations of
audio technology and equipment at that time, as well as the lack of market demand and
distribution opportunities, creators have not progressed in exploring this form of music as
much as they have in recent years. However, in the twenty-first century, thanks to advances in
sound editing and processing technology, interest in works that combine traditional Chinese
instruments with electronic music has increased. Based on the basic structure of traditional
Chinese instruments and electronic music, music creators continue to use new music plug-ins,
editing and digitisation techniques to create new and exciting music.

The fusion of traditional Chinese musical instruments and electronic music can not
only satisfy the needs of modern music lovers and listeners for the novelty and diversity of
musical forms, but also has important historical and cultural significance. The fusion of
traditional Chinese musical instruments and electronic music can not only fulfil the needs of
modern music lovers and listeners for novelty and diversity of musical forms, but also has
important historical and cultural significance. Traditional Chinese music is an important part
of Chinese culture, reflecting China's long history and cultural traditions. On the other hand,
electronic music is a form of music that emerged after the 20th century and has attracted the
increasing attention and love of young listeners due to its high degree of freedom and
creativity. Therefore, the fusion of traditional Chinese musical instruments and electronic
music can, to a certain extent, not only enhance the attention of today's young music audience
to traditional Chinese musical instruments, but also promote the commercial value of the
inheritance of traditional Chinese music and culture.
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Meanwhile, in today's music market, there is also a broad market demand for works in
the fusion style of traditional Chinese instruments and electronic music. Different types and
styles of music creators, music production companies and musicians are gradually paying
attention to and experimenting with this new form of music fusion, as well as exploring more
related forms of musical expression and development directions. The advantage is that the
sounds of traditional music are added to the most common styles of electronic music, giving
the piece a modern and avant-garde sound, but at the same time leaning towards traditional
Chinese styles in terms of tonal expression. However, this type of music is more fixed in its
composition, including the tempo of the music, the rhythm of the drum kit, the use of column
chords and synthesisers, etc. Therefore, there tends to be less development for the unique
playing techniques of Chinese traditional instruments in the melody arrangement process.

Conclusion. Thus, by analysing the characteristics of traditional Chinese musical
instruments and the development of electronic music, it can be concluded that the fusion of
traditional Chinese musical instruments and electronic music is a feasible and modern, mature
new musical style and creative form. Moreover, there are already some fusion works that have
already emerged that have been recognised and noticed by the audience. In the following
section, we classify and analyse the creation and fusion of traditional Chinese musical
instruments and electronic music according to the musical works that have a high degree of
attention in the current music market or are more mature. The fusion of traditional Chinese
musical instruments and electronic music is currently a popular trend in the field of domestic
musical creativity. This fusion allows traditional music to be better disseminated and
developed, to utilise the uniqueness of traditional musical instruments in different musical
styles, and to bring new stylistic offshoots and cultural connotations to electronic music.
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This paper explores artistic interaction in Peking Opera in depth. By drawing on stage
performance and cultural communication theories, it comprehensively analyzes the interaction
between actors and the audience during performances, how the unique stylized forms of Peking
Opera resonate with audience understanding, and the novel interaction forms emerging in the new
media era. The study reveals that Peking Opera’s art interaction is characterized by strong ritual,
profound cultural inheritance, and seamless online-offline integration. These features not only
vividly display its artistic allure but also play a fundamental role in cultural inheritance, offering
innovative perspectives for its modern-day development. The purpose of writing this paper is to
examine the peculiarities of the interaction of arts in Peking Opera and to reveal the role of opera
in communicating with the audience.

Material and Methods. The material for writing this article was the scientific works
of Chinese scholars and the characterisation of musical works written in the genre of Peking
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opera. In the process of this research, biographical, historical-archival and comparative
methods were used.

Results and discussion. Chinese traditional opera theatre is fundamentally different is
fundamentally different from European opera. As Xu Chengbei, a contemporary Chinese theatre
scholar and researcher at the Chinese Academy of Arts, points out "between Western opera and
Chinese theatre, which have different systems, cannot be equated. Classical opera of the West is
regarded as a "refined"” art, while Chinese opera is considered a mass art, which can be watched
and listened to anywhere — in major centres and backwoods — by the most diverse categories of
spectators — avid theatregoers, ordinary old people, children, women™ [1, p. 65].

Chinese opera differs from European opera in many respects: not only at the literary-
dramaturgical, content and aesthetic levels, but also in terms of performance technique, vocal
pronunciation, the share of orchestral accompaniment in opera, the use of choreographic
elements, acrobatic techniques. In general, Chinese opera is a fusion of various arts — music,
choreography, theatre, literature, plastic arts, fine arts, circus arts and martial arts.

Peking opera (called "jingjiu™ - "capital performance” in Chinese) is the most perfect
form in the Chinese theatre tradition and crowns the thousand-year history of the development
of theatre art in this country. The genre was born in Beijing around 1840. It is a unique genre
that impresses with its stage uniqueness and external colourfulness.

Peking opera largely unites almost all kinds of Chinese traditional arts: literature (drama,
poetry), music (singing, recitative, recitation, instrumental music), dance (body plasticity, gesture
and mimicry techniques), painting (costume and make-up symbolism), circus skills (acrobatics,
martial arts traditions) and so on. All these arts and artistic methods are synthetically used in
"musical drama”, as Beijing opera is also called, to portray both plots and characters. The
foundation of Beijing opera, like Chinese traditional theatre in general, is music.

In the West, the connection between melody, singing and dance weakened over time,
placing drama and musical theatre on opposite sides of the theatre genres. In China, however,
this connection remained so essential that it formed the classical (traditional) musical drama,
shigiu, which still exists today. It is music in the Chinese theatrical tradition that serves as the
initial basis for the creation of the theatrical canon, subordinating to the unified principles of
harmony the stage existence of the actor, every detail of the stage action, props, colours and
ornaments, costume and make-up and so on. Music in Beijing opera is not only a means of
communication, but also an expression of "time-space”, which is shaped by the rhythms of
yin-yang separations and reunions.

As China's cultural gem, Peking Opera has a long-standing history, with rich heritage
and unigue charm. Artistic interaction, an integral part throughout its development, has
transformed from traditional theater — based exchanges to diverse modern-day scenarios. This
interaction serves as a crucial bridge for emotional connection between performers and
audiences and is central to the inheritance and evolution of Peking Opera culture. Thoroughly
studying its features is essential for grasping the essence of Peking Opera and promoting its
inheritance and innovation in contemporary society [2].

Beijing opera has a strict system of dramatic roles: sheng (male characters), dan (female
characters), jing (disguised male characters) and chou (comedians). It fully expresses the
peculiarities of Chinese traditional theatre, manifested in the strictness of form and the
unchanging nature of the role performed by the actor. All this determines the integrity of the
performing system — both dance and vocal performance, and thus of the performance as a whole.

Stage Performance Theory highlights the dynamic mutual influence between actors
and the audience. In Peking Opera, actors convey stories and emotions through singing,
acting, and acrobatics, while audience reactions, such as applause and cheers, can directly
impact the performance rhythm and actors' mood. Cultural Communication Theory posits that
culture interacts with audiences through various symbols. Peking Opera, with its distinct
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facial makeup, costumes, and arias, acts as a carrier to achieve cultural inheritance and
communication.

Performances in Peking Opera are rich in ritual nature. When actors present
outstanding segments, the audience's synchronized cheers not only recognize the performance
but also uphold a long-standing interaction ritual. Actors, in turn, adjust their performance
rhythm and intensity according to these reactions. The highly stylized forms, like different
facial makeups representing diverse character personalities, gradually build a tacit
understanding and interaction with long-time audiences. In the new media era, online-offline
integration has become a new norm. Online live-broadcasts and short-videos expand the reach
of Peking Opera, allowing for real-time audience feedback, while offline workshops and
lectures offer immersive experiences.

In Chinese traditional theatre, everything has a canon, and movements such as turns,
falls, swings and strokes are inseparable from the canon. The canon is the basic technical
vocabulary of opera performance. There are canons for four skills — singing, recitative,
gesticulation and acrobatics — and among these, gesticulation and acrobatics are categorised as
action canons.

Conclusion. Peking Opera's art interaction exhibits unique characteristics that have
developed over time and are a significant manifestation of its cultural value. However, it
currently confronts challenges such as an aging audience base and insufficient online
interaction depth. In the future, it is imperative to further explore the potential of artistic
interaction, innovate interaction forms, attract younger generations, and ensure the continuous
prosperity of Peking Opera art in modern society.
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With the advent of the 21st century, the rapid development of information technology has
had a profound impact on various fields, and the field of art is no exception. Information
technology gives art more possibilities, making artistic creation more innovative, interactive and
diverse. Information technology injects new vitality into music and dance art, broadens the
boundaries of artistic creation, and enhances the interactivity and dissemination of artistic works.
At the same time, information technology not only improves the efficiency and quality of music
and dance art creation, but also provides artists with unprecedented innovation space [1].

The purpose. This paper will explore the application and embodiment of information
technology in contemporary music and dance art creation.

Materials and methods. The research adopts the literature research method, selects
authoritative academic journals and papers in the field of music and dance creation in
professional journals and academic databases, and deeply studies the application of computer
music production and stage technology in creation from the perspectives of technical
characteristics and innovations, and takes "Yungong Xunyin" and the dance drama "Du Fu" as
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cases to explore the technical principles and artistic values behind them, and provide valuable
insights and suggestions for the development of related fields.

Results and discussion. Information technology has brought unprecedented convenience
and unlimited innovation possibilities to the field of music and dance creation. Very evident in the
field of music composition. In China, most music creators have abandoned the traditional way of
creating and started to use professional music production software, such as AU and Cool edit.
These powerful software covers recording, mixing, editing, and other functions, greatly improving
the efficiency of music creation. With these software, creators can easily turn their musical ideas
into reality, such as "On the Shore of Lake Baikal", "Little Apple™ and other well-known music
production software. At the same time, the use of these software has also reduced the cost of
music creation, giving more talented ordinary people the opportunity to showcase their works,
further promoting the development of music creation [2]. When it comes to dance creation,
information technology also brings more opportunities for dancers to innovate. Some dancers
incorporate stage projection techniques in their creative process, projecting images that echo the
content of the dance while projecting images that echo the content of the dance, depending on the
plot of the dance and the movements of the dancers. This technique not only enhances the visual
impact of the dance performance, but also enables the audience to feel the emotions and artistic
conceptions expressed by the dance more intuitively in the process of appreciating the dance [3].

Conclusion. By analyzing the possibilities offered by information technology for
music and dance creation, we can draw the following conclusions:

1. Information technology has opened up new ways for music and dance creation,
enriched the methods of creation, and made artistic creation break through traditional
restrictions and show a more diversified development trend.

2. Artists should take into account the opportunities and challenges brought about by
the use of information technology. It is necessary to actively make use of the advantages of
information technology to improve the efficiency and quality of creation.

3. Information technology will continue to evolve in the field of music and dance
creation. With the advancement of technology, more advanced methods of music creation will
emerge, and dance creation can also use more advanced stage projection technology to create
better works of art.
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The trombone, known as the "pull tube horn™ due to its reliance on sliding telescopic
tubes for tone and pitch control, is an important and ancient brass instrument in Western
music with a long history. It has a pure tone, high pitch, short and vigorous rhythm, and has
evolved to become the leading instrument in Western jazz, earning it the title of "King of
Jazz." After its introduction to China, the trombone has primarily been used in jazz or
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symphony orchestras, unlike the trumpet, which has been more closely integrated with
Chinese national vocal music. However, China also has a history of traditional trombones
(commonly known as trumpets) used by multiple ethnic groups, though they differ from
Western trombones in construction and tone. This paper aims to investigate the possibility of
ensemble performance of Chinese national vocal music accompanied by trombone based on
their respective characteristics to promote trombone localisation.

Material and Methods. The methodological basis for writing this article is the
scientific works of Chinese scholars, which reflect the musical characteristics of the trombone
and the possibilities of its integration with Chinese vocal performance. The methods used in
the process of writing the article were: study and analysis of scientific literature on the
research topic, historical-archival and comparative methods, musicological analysis.

Results and discussion. The trombone, with a history of over two thousand years in
the West, has been used by many excellent musicians in various music forms such as
symphony, chamber music, and jazz, fully showcasing its artistic charm and securing its place
in the Western wind instrument family. Its main characteristics are as follows:

1. In terms of tone and pitch, the trombone excels in playing majestic, cheerful, short, and
loud vocal works with diverse tones ranging from34t toi# 5, Ayt oK%, I 3% toFF0. These
effects are achieved on a higher pitch foundation, so the trombone is not suitable for long and
broad melodies due to breath consumption during playing. Additionally, the trombone has a
delayed response in staccato playing and produces portamento in legato playing, affecting clarity.
Therefore, the trombone is commonly used in majestic and loud symphonies and energetic and'&
#11] jazz, where its strengths are fully utilized. When playing2kit and fast-paced vocal works,

the trombone sounds like heavy rain, continuous and powerful. When playing short,# 5/
melodies, the sound is intermittent and echoing. Despite its advantages, the trombone also has
limitations, but its ability to play majestic and powerful music is its main strength. By leveraging
its strengths, the trombone can shine in artistic performances.

2. In terms of range and style, the trombone is more versatile. After long development,
trombones are categorized into four types based on pitch: Alto Trombone (Eb), Tenor Trombone
(Bb without F attachment), Tenor Trombone (Bb with F attachment), and Bass Trombone (Bb
with F and G attachments). This wide range allows many excellent composers like Beethoven,
Wagner, Tchaikovsky, and Rossini to create diverse trombone works. Beethoven's "Symphony
No. 9 in E minor" is lively and’%#%; Wagner's "Die Walkiire" is smooth and powerful;
Tchaikovsky's "Symphony No. 4" is romantic and full, Rossini's "William Tell" is{# 5 and
grand. These works demonstrate the trombone's diverse range and artistic appeal.

3. In terms of emotional expression when playing vocal works, the trombone's
emotions are closely related to its tone, pitch, range, and style. The trombone can convey
various emotions through changes in its sound, whether3korZ, lor47. Each note of the
trombone conveys the emotion of the vocal work. Based on its characteristics in tone, pitch,
range, etc., the trombone is particularly adept at expressing joy, excitement,i# 5, and
perseverance, but it can also showcase romance and humor, leading to a wide variety of
trombone works. Specifically, the trombone is very flexible in expressing emotions in vocal
works, capable of conveying different moods such as solemnity, passion, and romance. Each
heartfelt performance leaves a deep impression.

In the history of Chinese folk music, there were traditional trombones closely
associated with the music development of ethnic groups such as Yao, Zhuang, Miao, Yi,
Hani, Buyi, Tujia, Uighur, and Han. However, the trombone discussed here refers to the
Western trombone, which differs from the traditional Chinese trombone in construction, tone,
pitch, and playing method but shares a common point of being majestic and intense. The
Western trombone has been in China for over a century but has not yet been integrated into
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the creation and performance of national music. Instead, it has been used in symphony and
jazz performances. The existence of traditional Chinese trombones indicates that Chinese
national vocal music has a suitable artistic foundation for the development of trombone.
Therefore, from the perspectives of both national music development and world music
cultural exchange, there is a necessity for the ensemble performance of trombone and Chinese
national vocal music to promote the localization and nationalization of the trombone.

The analysis of the possibility of ensemble performance of trombone and Chinese
national vocal music is due to two aspects. First, Chinese national vocal music has a history of
using trombones. Although different from Western trombones, they share similarities in tone
effects. Thus, the Western trombone can potentially achieve good ensemble effects with
Chinese national music, possibly even surpassing expectations. Second, over the past century,
many have explored the integration of trombone with Chinese national vocal music. For
example, the military band's performance of the "National Anthem of the People's Republic of
China" using the trombone is a case of ensemble between trombone and Chinese national
vocal music. Additionally, some orchestras have attempted to ensemble the trombone with the
suona to perform the classic Chinese tune "Cang Hai Yi Sheng Xiao." These practical
explorations provide a solid foundation for the ensemble.

Conclusion. On a macro level, the ensemble of trombone, a Western instrument, with
Chinese national vocal music represents the exchange and integration of different ethnic music
cultures, a trend in global music development. On a micro level, the combination of the trombone,
a symbol of Western vocal art, and Chinese national vocal music, a symbol of Chinese music, is
an innovation for both. This ensemble can help the trombone take root in Chinese vocal art,
promoting its localization and nationalization. Moreover, the trombone can be used not only for
ensemble performances but also for creating Chinese national vocal music works and education.
This exploration is just the beginning of the trombone’s localization in China. By using the
trombone for creation, education, and ensemble performances of Chinese national vocal music,
we can contribute more excellent and fresh works to the world of music and open a new window
for the world to understand Chinese national vocal music.
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In the work of Sergei Rachmaninoff, the areas of performance and composition are
characterised by close interaction. C. Rachmaninoff was an outstanding pianist, which is
reflected in his own compositions, which reveal many innovations in the sphere of performing
art. One can speak of Rachmaninoff's synthetic approach to the creation of musical works:
acting as a composer, he understood the specifics of the performer's work. The pianist's work
on Rachmaninoff's works requires attention to the elements of musical language and to the
numerous performance nuances of the musical text. The purpose of this article is to examine
the individual features of Sergei Rachmaninoff's piano style.
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Material and Methods. The material for writing this article is the scientific works of
Russian and Belarusian scholars, including an analysis of S. Rachmaninoff's musical style and
a characterisation of his individual performance style as a great pianist of the 20th century.
The methods used were: biographical, historical and archival, and the method of
musicological analysis.

Results and discussion. Performing work accompanied Rachmaninoff throughout his
life. The intensity of his performances was very great. Behind Rachmaninoff's enormous
success as a performer was the persuasive power of a great, sincere and serious artist who was
able to awaken the innermost strings of the human soul with his art. Rachmaninoff's
performance constituted an epoch in the development of the piano-concert style.
Rachmaninoff is as brilliant in the performance of his music as he is in the works of other
composers. His interpretation is always an act of inspiration and creativity. Rachmaninoff
believed that a composer-interpreter who has a "keen sense of musical colour" and "whose
imagination is highly developed by nature has an advantage over a mere artist", but "any good
pianist has the right to his own interpretation™ [1].

A specific feature of the pianistic mastery of Rachmaninoff's works was their
extraordinary dynamic power. It manifests itself in mighty chords and in prolonged
pressurisations of incredible force. No less "Rachmaninovian dynamics” is characterised by
his famous rhythmic style, which is striking in its originality, flexibility and extraordinary
freedom. The rhythm of Rachmaninoff's interpretations is the inner core, the vital rhythm of
his own personality and his sense of Time. Rachmaninoff's performing art does not tolerate
the slightest approximation or understatement. Hence the unusual relief of Rachmaninoff's
themes. In the field of intonation, Rachmaninoff acts as a vivid representative of the national
tradition of Russian pianistic art.

The basis of S. Rachmaninoff's creative method was melodic thinking coming from
the traditions of the Russian pianistic school associated with the vocal interpretation of the
sound of the piano. S. Rachmaninoff's innovation was also the introduction of the concept of
concept into the field of interpretation, which testifies to the composer's new, conscious
approach to the performing art. "When starting to study a new work, it is extremely important
to understand its general concept, it is necessary to try to penetrate into the composer's basic
idea, to form a correct idea of the work as a whole", S. Rachmaninoff wrote [2]. Under the
concept he understood the system of connections and structural plans of a musical work.
Therefore, a pianist's work on Rachmaninoff's compositions requires a deep understanding of
their concept.

The individual features of S. Rachmaninoff's piano style are clearly manifested in the
area of melodic and textural means and the interpretation of performance nuances. A great
role in the composer's works is given to the melodic beginning, which is connected with the
need for delicate intonation work, with sound saturation and dense touch. Depending on the
composer's choice of textural principles, the performer of his piano works should present
either a monolithic, multi-layered interpretation of the texture or take into account the detail
of the musical fabric. However, attention to performance nuances should not compromise the
integrity of the form and the dramaturgical orientation of the work. The pianist needs to build
a structural plan for the work, to work out the links between various thematic, melodic,
intonation and textural elements, which will help to gain a true understanding of the concept
of the work. On the one hand, S. Rachmaninoff inherits and continues to develop Russian
musical traditions established by 19th century composers and pianists, and on the other hand,
the stylistic features of his pianism relate to the context of 20th century piano performance art
imbued with intellectualism.

Conclusion. Rachmaninoff's piano work is the pinnacle of Russian pianism. As one of
the greatest pianists in the history of piano art, he has in many ways predetermined the model
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of the modern performing style. The pianist's peculiarities in working on the melodic
beginning are connected with the need for subtle intonation work with sound. The textural
principles of Rachmaninoff's works set the pianist the task of showing both a monolithic,
multi-layered interpretation of the texture and a detailed musical fabric. The pianist must pay
special attention to creating a concept for interpreting the work being performed. The
historical significance of Rachmaninoff's work as a pianist is that he summarised the high
traditions of world Romantic performance and gave powerful impulses to the development of
pianistic art in later times.
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The mid-20th century marked a significant period of cultural exchange between China
and the West, particularly in the arts. This study explores the fusion of traditional Chinese
dance and Western ballet during the 1950s, a time when China was undergoing profound
political and social changes.

The goal of this research is to analyze how these two distinct dance forms interacted,
influenced each other, and created a unique hybrid art form. The relevance of this study lies in
its contribution to understanding cross-cultural artistic exchanges and their impact on global
dance traditions. By examining this fusion, the research sheds light on the broader dynamics
of cultural adaptation and innovation during a transformative era in Chinese history.

Material and Methods. This research employs a multidisciplinary approach,
combining historical analysis, dance studies, and cultural theory. Primary sources include
archival materials such as performance programs, photographs, and interviews with dancers
and choreographers from the 1950s. Secondary sources consist of scholarly articles, books,
and critiques on Chinese dance and ballet. The study also incorporates visual analysis of
recorded performances and choreographic notes to identify key elements of fusion, such as
movement vocabulary, thematic content, and stylistic adaptations. Comparative analysis is
used to highlight the similarities and differences between traditional Chinese dance and
Western ballet, as well as the ways in which they were integrated [1].

Results and Discussion. The findings reveal that the fusion of traditional Chinese
dance and Western ballet in the 1950s was driven by both artistic experimentation and
political motivations. On one hand, Chinese dancers and choreographers sought to modernize
traditional forms by incorporating ballet techniques, such as pointe work and extended lines,
while retaining the expressive gestures and storytelling elements of Chinese dance. On the
other hand, the Chinese government promoted this fusion as part of its cultural diplomacy
efforts, aiming to showcase China's ability to blend Eastern and Western traditions. Key
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examples include the creation of works like *The White-Haired Girl*, which combined
ballet's technical rigor with Chinese folk dance's narrative richness [2].

The discussion highlights the challenges and successes of this fusion. While some
critics argued that the integration diluted the authenticity of both traditions, others celebrated
it as a groundbreaking innovation. The study also examines the role of individual artists, such
as Dai Ailian, who played a pivotal role in bridging these two worlds. The results suggest that
the fusion was not merely a superficial blending but a profound reimagining of both dance
forms, resulting in a new artistic language that resonated with audiences both in China and
abroad [3].

Conclusion. The fusion of traditional Chinese dance and Western ballet in the 1950s
represents a significant moment in the history of dance, illustrating the potential for cross-
cultural collaboration to create innovative art forms. This research underscores the importance
of cultural exchange in shaping artistic traditions and highlights the complex interplay
between politics, identity, and creativity. By examining this historical case, the study offers
insights into the ongoing dialogue between Eastern and Western dance traditions and their
continued evolution in a globalized world. The findings contribute to a deeper understanding
of how art can serve as a bridge between cultures, fostering mutual appreciation and
innovation.

Reference list

1. Wang, K. (2005). The History of Chinese Dance. Beijing: People's Music Publishing House.
2. Dai, J. (2012). The White-Haired Girl: From Opera to Ballet. Shanghai: Shanghai Literature and Art Publishing House.
3. Liu, Q. (2008). Dai Ailian: Pioneer of Chinese Modern Dance. Beijing: China Dance Publishing House.

OTPA’KEHUME OBPA3A MY3bBIKAHTOB B )KUBOIIUCH

Crout /lynoy3,
macucmpanum BI'Y umenu I1.M. Maweposa, 2. Bumebck, Pecnybauxa benapyce
Hayumnsiit pykoBogutens — XKykoBa O.M., KaH[. UCKYCCTBOBEIEHUS, TOLEHT

XyI0)KHUKHM Pa3HbIX UCTOPUUYECKHX 30X YACTO OOpalaiuCh K TEME MY3BbIKH B CBOUX
IIPOU3BEICHUAX. ECTh MHOXECTBO KApTUH, IIE 3alleYaTICHbl MY3BIKAHTBI U MY3bIKaJIbHBIC
WHCTPYMEHTBI, KOTOPBIE HE TOJBKO CO3JAIOT INPEACTABICHUE O KYJIbTYPHOW U3HH CBOETO
BPEMEHHU, HO U HECyT 00pa3HO-CUMBOJIMYECKHUH, JIUpUUECKUN MM (puiaocodckuii CMBICIH.
My3blka W JKHBOMUCH OO0JIAAI0T CXOXEH mnanmuTpoil oTTeHkoB. Bacunuit Kanmpunckuit
COOTHOCHJI C OIpPEJCNCHHBIM IIBETOM TOT MM MHOM MYy3BIKaJbHBIA TEeMOp: TroiayOoi
aCCOIIMUPOBAIICA Y HEro ¢ TeMOpoM (pIIelThl, KpacHBIM — TPYyObl, CHHUI — BHOJIOHYEIIH.
Beinatomuiicss pycckuii komnosutop H. A. Pumckuii-KopcakoB o65agan Tak Ha3blBaeMbIM
«UBETHBIM  cIlyxoM». Kaxgas TOHaIBHOCTh MPEACTABIATIaCh €My OKpPAIIEHHOM B
OIIPEIETICHHBIN LIBET U, B CBA3M C 3TUM UMeJa TOT WIM MHON SMOLIMOHAIBHBIN KOJIOPUT: 0~
MaXop — O€Jblid; JO-MUHOpP — OarpsiHbli, Tparu4yeckuil; MU-MaXxop — CyYMpauHbIi, cepo-
cureBatelii [1]. JIro0oe TBOpYecTBO MpeANoOiaraeT packpblTHE M CaMOBBIpRXXEHUE aBTOPA,
HEKYI0 JE€MOHCTpAIi0 COOCTBEHHBIX mepexuBaHuil. TBoper mnpenigaraeT 3puUTeNsIM U
CIIyIIaTeNsiM pa3JeliuTh €ro MbICIM M YyBCTBA, TPAHC(POPMHUPYS ATO CKBO3b COOCTBEHHBIE
GbunbTpel BOCTIpUATHS. MHOTHE XYIO0KHUKH BIOXHOBIISLTUCH MY3bIKoW. Llenb Hamucanus
CTaThU — PACCMOTPEHNE OCOOCHHOCTEN BOILJIOLICHUSI 00pa3a My3bIKAaHTOB B )KHBOIIHCH.

Marepuan u Meroabl. MaTeprajioM MOCITYKWII aHAJIW3 JTUTEPATYPHBIX NCTOYHUKOB
no mpobieme wuccieoBaHUSA. VICronp30BaHbl METO/bI aHAlIM3a HAydyHOM U HAay4dHO-
METOMYECKOU JTUTepaTyphl; HAOIIOIeHHS, 0000IICHUSI.
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Pe3yabTarsl U MX 00cy:KaeHHe. B Xy10K€CTBEHHOM M MY3bIKQJIBHOM HCKYCCTBE €CTh
o0lIMe KaTeropuu, HalpuMep, PUTM, KOMIO3HULMS, KaHp, npornopuuu. CorjiacHoO MHEHHIO
/1. B. bpuTkeBuu, 0 My3bIKaIbHOM M H300pa3UTENBHOM MCKYCCTBAX «KaXJ0€ SBIISETCS
M300pa3uTEIbHBIM U BBIPA3UTEIbHBIM B paBHOM creneHu» [2, c. 53]. Bo3MoxHO, UMEHHO
MO3TOMY OHHU YacTO IMEPECceKaroTCsl WK AEUCTBYIOT coolma. Y kapTHHBI, U My3bIKaJbHbIC
IIPOM3BEJICHUS BO3JCHCTBYIOT HAa 3MOLMM M YyBCTBAa YEJIOBEKA, IEPENAIOT BHYTPECHHEE
COCTOSIHUE W HJIeI0 co3jartens. B o0oux ciaydasx Mbl MOXKEM HPOCIEIUTh OMpPE/EICHHOE
HaCTPOCHME, MCTOPHUIO, CMBICI M IIOCBUI CO3JAHHOIO uIeneBpa. TecHas CBSA3b MY3BIKA H
JKUBOMKCH CIOCOOCTBOBajia TOMY, YTO MHOIO XYAOXECTBEHHBIX CIOJKETOB JIOMOJIHSIIOCH
WHCTPYMEHTAMM, & IOpPOK M WUIPAJIO B HUX TJIABHYIO POJib. My3uuupyrolue NEepCOHAXKH
4acTO JEpXalu B pyKax CHMBOJMYECKHM HHCTPYMEHT, KOTOPBIA MOJApa3zymMeBal HEKHi
KOHTEKCT. [loaTOMy Takue IMOJIOTHA HANOJIHEHBI HE TOJBKO KPacoTOd, HO M TIIyOOKHUMH
UJESMHU, KOTOPbIE 3aKJIaJbIBAN XyI0KHUK. XYJIO0KHUKH YacTO MCIOJIb30BAIN AUHAMHUYHOCTh
U PUTMUYHOCTh H300paKeHMs, NpUIaBaIdl IEPCOHAXKaM IUIABHOCTH JBIIKCHHM, YTOOBI
MOJAYEPKHYTh  MY3BIKAJIBHYIO  COCTaB/IIOIIYHO KapTUH. Takke MOXKHO  OTMETUTH
UCIIOJIb30BaHuE Oosiee SPKOM M HACBIIEHHOW HAJUTPbl WIM XKE Iepelady HacTpPOEHHUS C
MOMOILIBI0  COOTBETCTBYIOIIMX  OTTEHKOB. TBOpPLBI  BOIUIOIIAAM  BOCXUTUTEIBHBIE
IIPOU3BENEHUS, TS HA KOTOPBIE, 3pUTENIb MOXKET OYKBAJIbHO YCIIBIIIATH 3ByYaHUE MY3bIKH.

B3anMocBs3b My3bIKH U JKUBOIKMCH — 3TO JAHAJIOT ABYX BEJIUKHX UCKYCCTB, I/I€ KHCTb
U XOJICT CTPEMATCs 3alleyaTyieTb HEYJOBHMYIO CYIIHOCTb MEJOJIHWHM, PUTMAa U SMOLUH,
BOIUIOIICHHBIX B 00pa3ax My3bIKaHTOB. Ha MpOTSKEHUMM BEKOB KUBOMUCLBI HAXOIUIU
BJIOXHOBEHHME B MUPE 3BYKOB, CO3/1aBasi IPOU3BEACHUS, KOTOPBIE HE TOJIBKO JIEMOHCTPUPYIOT
BUPTYO3HOCTh HCIIOJIHUTENICH, HO UM PACKpPbIBAIOT HUX BHYTPEHHUM MHp, HX CBA3b C
HCKYCCTBOM U 3pUTEIIEM.

Pannue mnpumepbl H300paKeHUS MY3bIKAHTOB B JKUBOIMCH MOXHO HaWTH B
anTuuHocTH U CpenHeBekoBbe. Ppeckr, MO3aUKU M MHHHMATIOPbl TOTO BPEMEHHU YacTo
M300paxkalid MEeBLOB, UTPAIOIINUX Ha JTupax, GiedTax u IPYyruxX WHCTPYMEHTAX, B KOHTEKCTE
PEIUTHO3HBIX 00PAI0B, MH(OIOTHYECKUX CIICH WM MPUIBOPHBIX Pa3BICYeHUN. DTH paboThI,
KaK [paBUJIO, HOCWJIM JEKOPAaTUBHBIA XapakTep, IMOJYEPKUBas Ba)XHOCTb MY3bIKM B
KYJIbTYPHOH JXM3HHM OOIEcTBa, a 00pa3bl MY3BIKAHTOB CIYKWJIM CHMBOJIAMU TapMOHUH,
KpacoTbl M 0O0XECTBEHHOI'o BJOXHOBeHMs. Dnoxa Peneccanca mpuHecna ¢ coOoil HOBBIN
B3IUIAJl HA MUCKYCCTBO M Ha 4elOBEeKa. My3BIKaHTBI CTaIM PAacCMaTPUBATHCA HE IPOCTO Kak
UCTIOJIHUTEIH, a KaK TBOPYECKUE JIMYHOCTH, CIOCOOHBIE BBIpaXKaTh ITyOOKHE YyBCTBA U UJIEU
yepe3 CBOIO urpy. XynoxkHUKH, Takue kak Jleonapmo na Bunuwm, Padasne u Twurmas,
U300pakaii MY3BIKAHTOB € OOJbIIEH pPEaMCTUYHOCTBIO U TCHXOJOTHYECKOW TIIyOUMHOH,
AKLIEHTUPYs BHHUMAaHUE Ha WX WHIUBUIYAIbHOCTH, SMOLUAX M B3aUMOOTHOIIEHUSX C
IpyruMHu nepcoHaxamu. Hanpumep, Ha kapTHHAX, H300paXKaroUIMX MYy3UIIMPOBAHUE, MOXKHO
YBUJAETH CIIO)KHBIE KOMIIO3UIMM C Y4aCTUEM pa3HbIX MHCTPYMEHTOB, a JIMIIA MY3bIKAaHTOB
BBIPAXAIOT COCPEJOTOYEHHOCTh, CTPACTh M HaciaxJeHue. B smoxy Oapokko My3blka H
JKUBOIKCH JOCTUIIIN HOBBIX BBICOT B CBOEHM DKCIPECCUBHOCTH U JpaMaTu3Me. XyHOXKHHUKH,
takue kak KapaBamxo, PemOpanar m PyGeHc, ucronb3oBaiyd SipKkue ILBETa, AUHAMUYHbBIE
KOMITO3UIIMM U KOHTPACTHbIE CBETOTEHHU, YTOOBI MepeaaTh MOIIb M BEIUYHE MY3bIKAIbHBIX
pou3BeleHN. My3bIKaHTBl Ha MX KAPTUHAX MPEJCTAIOT KaK I'€pOM, MOTPYKEHHBIE B MHUD
3BYKOB U 5MOIIMH, UX JIMI[A UCKAXKEHBI CTPACTBIO, a JIBUKEHUS MOJIHBI dHEprur. OcoOeHHO
MOMYJISIPHBIMA ~ CTAHOBSITCSI UM300pa)kK€HUSI OPKECTPOB, OINEPHBIX CLIEH U PEIUTHO3HBIX
KOHIIEPTOB, I'/I€ MY3bIKa CTAHOBHUTCSI CPEICTBOM BBIPR)KEHMSI BBICIIMX JYXOBHBIX HCTHUH.
XVIII u XIX Beka mnpuHecnu ¢ co0Oil HOBbIE HANpaBlIE€HUS B JKUBOIIMCH, KOTOpPHIE
OTPasWJINCh U Ha HM300paXEHWU MY3BIKAHTOB. B 310Xy POKOKO XYIOKHUKH, TaKHe Kak
O®pancya byme u XKan-Onope ®paronap, co3gaBaiu H3SIIHBIE W YYBCTBEHHBIC CIICHBI
MY3MLIMPOBAaHUS B apUCTOKPATUYECKUX CAJIOHAX, IJIe MY3bIKa CIyKuia (GoHOM ais GuupTa,
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pa3BlIeUeHU M CBETCKUX Oecel. B 3moxy pomaHTH3Ma XYIOXKHUKH, TaKUE Kak kKeH
Henakpya, Kacmap J[laBun Ppuapux u VYuneam TepHep, CTpEeMWINCh II€peAaTh
SMOILMOHAIBHYIO TTyOUHY U IpaMaTh3M MY3bIKaJIbHBIX NMPOU3BEACHUN Yepe3 CBOU KapTHHBI.
My3bplKaHTBl Ha HMX IOJOTHaX IMPEACTAlOT KaK OJMHOKHE TI'€HHM, CTpajarolive OT
HEIIOHUMAaHUS U CTPEMSLIMECS K UJIeally, UX UI'Pa HAIIOJIHEHA TOCKOW, CTPACTBIO U HAJEXKI0M.

B XX u XXI Bekax n300pakeHHE MY3bIKAaHTOB B KHBOITMCH CTAHOBUTCS eme Ooiee
Pa3HOOOpa3HBIM U AKCIIEPUMEHTAIbHBIM. XYI0KHHUKH, Takue Kak [labmo [Tukacco, Bacunmii
Kangunckuit u Mapk [llaran, ucnonb30Bajii pasHble CTUIM M TEXHUKH, YTOOBI BBIPA3HUTH
CBOM BIIEYATIEHUS OT MYy3blkh. KyOucThl, Hampumep, paziarand (uUrypbl My3bIKaHTOB Ha
reomeTpudeckue Gopmbl, (GYTYpUCTHl TepelaBald IMHAMHKY W DPUTM JBIDKEHHS, a
CIOppEaMCThl CO3/1aBajii (paHTacCTUYECKUE O00pasbl, B KOTOPHIX MYy3bIKa IMEpEIUIeTaeTCs C
nojaco3HaHueM u  meutamu. COBpeMEHHbIE XYIO0KHMKH IPOJOJDKAIOT — HCCIIEN0BaTh
B3aMMOCBS3b MY3BIKM M JKUBOIIMCH, HCIOJb3ys HOBBIE MEAMAa U TEXHOJOTUHU, YTOOBI
CO3/1aBaTh HMHTEPAKTUBHBIC WHCTAUIALUHN, BHICO-apT M IHM(POBBIE KApTHUHBI, KOTOPHIC
MO3BOJISIOT 3PUTEIIO MOTPY3UTHCS B MUP 3BYKa U U300payKeHUSI.

3akaouyenue. OtpaxkeHne oOpa3a My3bIKAHTOB B JKHBOIHUCH — 3TO HE IPOCTO
BU3YalbHOE IPEACTABICHUE MY3BIKAILHOTO MHUpPA, HO U CIOCOO MOHSATh U MOYYBCTBOBATH
My3bIKy TiryOxe. KapTuobl, m300pa)karolmipe My3bIKAHTOB, MO3BOJSIOT HaM YBUAETH HX
JUYHOCTh, UX CTPACTh K MCKYCCTBY U MX CBSI3b C OKPYKArOIIMM MUpPOM. OHU HAIIOMHUHAIOT
HaM O TOM, YTO My3blKa M JKHBOIIUCh — 3TO JIBa BEJIMKUX HCKYCCTBA, KOTOPbIE CIOCOOHBI
JOTIOHATH IPYT Apyra u oboramars Hall MUP.
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Cexkuusga 3

NMHHOBAIIMOHHBIE TEXHOJIOI'MHU
XYAOKECTBEHHO-IIEJAT'OI'MYECKOI'O
OBPA3OBAHUA

DEVELOPMENT OF CREATIVITY AND ARTISTIC EXPRESSION AMONG
STUDENTS IN ELEMENTARY AND SECONDARY SCHOOLS OF CHINA

GuoYayun,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific adviser — Sokolova E.O., PhD in Pedagogical Sciences, Associate Professor

In the context of the rapid development of society and the progress of science and
technology, innovative thinking has become an important component of the comprehensive
development of students. Art education, as an important way of developing creativity and artistic
expression among students, plays an indispensable role in the development of innovative thinking.
Currently, art education in primary and secondary schools is facing these challenges. This article
examines the current situation with art education in primary and secondary schools and a strategy
for developing innovative thinking aimed at becoming a reference point for educators. Thus, the
study of this topic is relevant and has practical significance.

Material and methods. The purpose of the study is to identify the features of the
development of creativity and artistic expression among students in elementary and secondary
schools in China. In the course of the research, the author used a literature review, a
questionnaire survey, case analysis, empirical research and data analysis to conduct a
comprehensive reflection and generalization, as well as to put forward practical suggestions
and directions for future research.

Results and their discussion. In today's world of rapid globalization and
informatization, innovative thinking has become an important driving force for personal and
social progress. The main task of education is not only the transfer of knowledge, but also the
development of innovative abilities of students. As a unique form of education, primary and
secondary art education provides students with a good platform for developing creativity and
artistic expression through the development of innovative thinking.

In this study, we observed and analyzed drawing courses in different schools and
obtained several important results. First, art education courses that implement innovative
thinking can significantly improve students' creativity and self-expression. Surveys show that
students who participate in innovative projects show richer imagination and unique styles in
their work and can go beyond traditional artistic expression [1]. Secondly, the study showed
that teachers' teaching methods play a key role in developing students' innovative thinking.
Classes that use project-based learning and open discussion of issues can effectively stimulate
students' active thinking [2]. In such an environment, students can freely express their ideas
and make bold attempts, thereby improving their artistic expression abilities. However, some
problems were also noted during the discussion. Some teachers are not sufficiently aware of
the development of innovative thinking, and traditional learning models continue to dominate,
as a result of which students' creative abilities are not fully developed. In addition, some
schools have limited resources and do not have enough materials and equipment to support
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diverse artistic creativity, which significantly affects the development of creativity and artistic
expression of students [3].

Conclusion. Thus, the development of innovative thinking in primary and secondary
art education has produced positive results, but there is still a need to improve teacher
training, curriculum development, and resource allocation. In the future, schools should pay
more attention to the development of innovative thinking and create a more open and
supportive environment for art education in order to comprehensively improve the
comprehensive development of students and their creative abilities.
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THE METHOD OF ART TEACHING
BY USING NETWORK RESOURCES

Huang Zhao,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific supervisor — Senko D.S., Ph.D., Associate Professor

The use of Internet resources in the era of the Internet to teach students issues related
to art is becoming a relevant topic of teaching methods. Network education has a great impact
on modern art education, including the formation of the concept, characteristics of network
interaction and contrast with traditional education. The purpose of the article is to analyze the
types of network resources and educational platforms in the context of art education, to
identify their role in enriching educational content, providing flexible teaching methods and
innovative teaching experience.

Material and methods. In the course of the study, the analysis of theoretical sources,
observation, analysis of the results of students' educational activities, generalization and
systematization of information was used.

Results and their discussion. Network education develops rapidly but still faces
many problems, and its ideal result has not been fully realized. The concept of educational
network is put forward based on the realistic penetration of network into education and the
influence of network as an educational idea on practical education. In the field of art
education, the influence of educational network is not fully recognized, but ignoring the
network will hinder the development of art education. The physical layer, the code layer and
the content layer of the network are of great significance to art education at different levels,
which promotes the reform of art education in many aspects [1].

The Internet era requires the concept of art education to keep pace with The Times.
For example, students' knowledge structure and way of thinking change. Schools can use the
Internet to share human resources and hire experts and professors for online communication
and lectures.

The source of knowledge is no longer limited to teachers, and the way teachers impart
knowledge needs to be changed. At the same time, the teaching of skills and creative
expression has new connotations, and the teaching content should be updated timely. The
teaching organization form can combine the advantages of class teaching and individual
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teaching, and use the network to extend the teaching space, such as after-class discussion and
homework correction [2; 3].

In the past, students paid attention to the study of skills, but now they need to master
the skills of information integration, and self-study is particularly important. With the
development of art teaching methods and the insufficiency of network resources, the
education management department should advocate teachers to use network resources to carry
out teaching.

2. Types of network resources and educational platforms in the context of art
education:

Digital art galleries and museums. For example, Google Art and Culture Platform
cooperates with many museums to display art treasures in the form of high-definition images
and 3D models, providing information such as the creation background of the work, the
artist's life and technical analysis. Many museum official websites also provide virtual visit
services, and some also use VR technology to bring immersive experience, so that students
can break through the limitations of time and space to appreciate art works, feel diverse
cultures, and stimulate art interests [4].

Art teaching website. Created by professionals, it offers rich tutorials covering a
variety of art forms. Such as "Painting Tutorials Online” from the basic to advanced teaching,
there are also specific art media or style of the website. These websites provide students with
a self-directed learning platform where they can interact and display their work.

Social media platforms. Platforms such as Instagram, Pinterest and Tumblr have
become important venues for art display and communication. Instagram allows artists to share
their work and creative process, and students to get inspired and interact; Pinterest is used to
collect and organize art resources; Tumblr forms an art community where students can make
friends and explore art together.

Online courses and educational platforms. Platforms such as Coursera, EDX and Khan
Academy cooperate with universities and art institutions to provide systematic art courses,
including art history, painting and other fields, focusing on skill training and theoretical
learning, flexibility and convenience, and providing interactive functions, which are ideal
learning options for students.

Virtual reality and augmented reality technologies. VR can create immersive art
experiences, such as allowing students to walk into a virtual gallery; AR provides additional
information to the work and enhances appreciation. Although it is in the development stage, it
has great potential and is expected to become an important force in art education [5; 6; 7].

Conclusion. To sum up, network resources and educational platforms bring many
opportunities for art education, which should be fully utilized and combined with traditional
teaching to explore innovation in order to cultivate more art talents.
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TO PRIMARY SCHOOL STUDENTS IN THE OPEN AIR

Mei Zhou,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific supervisor — Senko D.S., PhD in Pedagogical Sciences, Associate Professor

Classes in the open air play an important role in teaching primary school students,
especially in the development of their artistic skills and perception of the aesthetics of the
world around them.

Results and their discussion. Plein air is not just drawing in the fresh air, but a whole
process that brings many positive effects to children. Here are a few key benefits:

« Development of observation: children learn to notice the details of the world around
them, the state of nature, the season, expanding their horizons and ideas about the surrounding
reality.

« Creative inspiration: Nature stimulates the imagination, helps to find new ideas and
develop artistic thinking.

o Improvement of drawing technique: working from nature allows you to better
understand perspective, composition and color combinations.

« Emotional well-being: Being outdoors reduces stress, improves mood, and promotes
concentration.

« Physical activity: students move, explore the environment, which has a positive effect
on their health.

« Social skills: learning is carried out in groups, which helps students learn to interact,
exchange ideas and support each other [1; 2].

Classes in the open air help students better understand color, light and perspective, as
well as develop observation and creative thinking. Working outdoors contributes to the
emotional and aesthetic perception of nature, which makes the learning process more fun and
inspiring.

The practice of drawing from nature helps children to develop the skills of depicting
objects faster and more effectively, teaches them to concentrate and highlight the main thing
in the composition.

At daily drawing classes in the open air, students can not only appreciate the majestic
view of the landscapes of nature, but also appreciate the elegance and beauty of architectural
buildings created by man, the beauty and harmony of the surrounding nature, centuries-old
history, as well as subsequently make their own contribution to the preservation and
popularization of culture. Drawing in different conditions, with different colors and
landscapes will inspire students to reflect and develop creative abilities, mitigate their
impulsivity, develop moral values and worldview, expand horizons, enrich the spiritual world,
and motivate them to develop independently.

When drawing in the open air, you can use various teaching methods that will help
children develop artistic skills and creative thinking. Here are a few approaches:

« Observation and analysis: students carefully study the environment, analyze color
combinations, compare light and shadows.

« Historical and cultural context: Exploring the works of famous artists working in the
open air helps children better understand the diverse styles of art.

« Practical drawing from nature: helps to develop a sense of composition, perspective
and proportions.

e Trial and error: Students experiment with different techniques, learn to correct
mistakes, and find new solutions.
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« Group work: the exchange of ideas and joint discussion of works contributes to the
development of critical thinking and communication, the creation of collective works in the
classroom based on impressions from nature.

« Creative tasks: drawing in different styles, the use of non-traditional techniques and
materials [3].

Conclusion. Teaching students to draw in the open air allows them to reveal their
individuality, develop initiative in aesthetic observation of nature and artistic creativity.
Classes contribute to the development of innovative thinking and the ability to learn
independently with the help of personalized expressive techniques. At the same time, the
practice of drawing sketches deeply integrates the aesthetic perception of the natural
landscape with the beautiful traditional Chinese culture, awakens the soul, broadens horizons
and promotes cultural heritage.
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In the era of information and rapidly changing technologies, critical thinking,
creativity and the ability to innovation become key skills for success in any field of activity.
Traditional teaching methods are often focused on memorizing facts and reproducing
information, losing sight of the development of these important cognitive abilities. This work
explores the synergistic effect of visual memory and art education as a powerful tool for
growing cognitive structure and innovative thinking in high school students.

Material and methods. From educational experiments, cognitive evaluation,
neuroimaging techniques, and comparative and follow-up analysis of teaching groups,

Results and their discussion. Memory, an intricate aspect of our everyday life and
education, acts as a consistent, unseen connection between past experiences and current
cognitive processes. This significantly molds our forthcoming thoughts and actions, allowing
us to comprehend various elements and occurrences. Through this unique mental process, we
have created an extensive and intricate framework of knowledge. Spanning from the writing
age to the present, characterized by digital archives, speech recognition, and diverse
technological advancements, the accumulation of our knowledge persists. This wisdom, akin
to shimmering stars, merges into a vast expanse of profound understanding, presenting a clear
and direct path for delving into the unknown and unraveling the mysteries of our universe.

Middle schoolers hold memory paramount importance, facilitating swift physical and
mental development and adaptation. Remarkably, their architectural growth highlights its
crucial part in sustaining building stability. Throughout their middle school years, students
engage in diverse educational pursuits, ranging from intricate natural science elements to
nuanced humanities and social science studies. Memory, with its profound understanding of
mathematical reasoning and advanced verbal and literary skills, is crucial for the complete
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absorption and combination of knowledge, fostering customized knowledge structures.
Proficient memory notably bolsters their comprehension of fresh information, thereby
boosting their grasp of intricate ideas and concepts, essential for academic success and laying
a strong foundation for future educational or career agendas.

In many fields of education, art education has shown its special importance in
cultivating and enhancing students' memory skills. Fine arts courses not only help to enhance
the individual's aesthetic appreciation ability and cultivate lofty moral character, but also help
people to understand the world more deeply. Art education is not only a simple teaching of
painting skills, but also a spectacular journey of deep combination of vision and soul, a
strange journey with perception, imagination and creativity as the core. Therefore, art teachers
should pay attention to cultivating students' imagination and creativity, so that students can
experience the beauty of art through learning art. When students receive art education, they
have the responsibility to carefully observe the uniqueness of various works of art in shape,
tone collocation, composition and layout, and detail treatment. Based on this, teachers have
the ability to guide students to adopt a variety of strategies to deepen their understanding of
these art forms, and then establish a complete and logical cognitive structure of art. In
teaching activities, we emphasize that students need to maximize their visual memory skills
and efficiently encode and store the captured image data in the brain to ensure that these data
can be quickly and accurately extracted and applied in the subsequent art creation or work
analysis process. In this process, memory is particularly crucial for artists, because these
memories are often one of the main sources of their artistic innovation and presentation. For
example, when students look at a classical oil painting, they need to deeply remember key
factors such as the facial expression, body posture of the characters in the painting, the texture
and touch of the clothing, and the clever design and layout of the background.

Conclusion. By carefully observing these key details many times, people are able to
understand the hidden meaning behind the picture from multiple perspectives, which greatly
improves their visual cognition. The memorizing points in these suggestions not only help
them to have a deeper understanding of the emotions and core ideas expressed in the works,
but also provide them with rich creative inspiration and a reference template for a variety of
expression techniques during their independent painting process.
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METHODS OF DEVELOPING CHILDREN'S CREATIVE ABILITIES
AT ART COURSES IN CHINA
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In the system of higher professional preschool education, art courses are an important
way to develop the creative abilities and artistic literacy of future preschool teachers. Through
systematic art education, students can master the methods and techniques of teaching fine arts
in preschool institutions, laying a solid foundation for future preschool education.
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Material and methods. The role of art courses in the development of creative
abilities of kindergarten teachers. Art courses provide students with the opportunity for
free expression and exploration, which can effectively stimulate the imagination and
creativity of educators. When designing courses, teachers should focus on developing
students' innovative thinking and practical abilities. For example, in the Children's Art
Education course, students can improve their ability to capture details through observation
and sketching, as well as learn how to incorporate these details into children's art
education.

Results and their discussion. The role of teachers in the art education of children
in preschool art education is crucial. Teachers need to develop appropriate learning
strategies for children at different stages of development. In the early period (2-4 years),
children mostly express themselves using random lines and colors to learn the
characteristics of tools and materials. Teachers should provide rich material and create a
free creative environment and avoid excessive interference or evaluation. In the next
period (4-7 years), children begin to try to depict objects using simple graphic elements
and symbols. Teachers can stimulate children's imagination by telling stories, singing
nursery rhymes, etc., and help them translate life experiences into paintings. In the
schematic period (7-9 years), children gradually develop a more stable pattern. Teachers
can teach children to observe and sketch, improve their ability to capture details and
features, and introduce basic principles of composition such as symmetry, balance, and
density to help children better organize an image.

Teachers can stimulate students’ imagination through techniques such as story
creation and scenario modeling. When creating stories, teachers can simply start and let
students freely continue the story and turn it into a work of art. For example, "There is a
talking elf in a mysterious forest,” and then let the students imagine the story of the elf's
adventures and draw it. Scenario modeling provides students with virtual situations such
as "cities of the future,” which allows students to design buildings and transportation in
the cities of the future. These activities can stimulate the imagination of students and help
them create unique works of art.

Critical thinking is an important component of creativity. Teachers can develop
students' critical thinking through questions and discussions. For example, when
evaluating a work of art, teachers may ask students: "Which part of this painting do you
like the most? Why is that?" or "What do you think an artist can improve in?" These
suggestive questions encourage students to observe and think from different perspectives,
express their own opinions, and thus develop critical thinking skills.

Teachers can develop students' creative thinking by setting challenging tasks for
them. For example, when performing manual labor, the teacher gives a task: "Make a
container from these materials into which small toys can be placed. It should be both
beautiful and practical.” Students should think about how to choose materials, design
structures, and use tools to complete the task. In this process, students constantly optimize
solutions through trial and reflection, thereby developing their creativity and practical
abilities.

Conclusion. Thus, drawing courses are an important way to develop students'
creative abilities in the system of higher professional preschool education. By stimulating
students' imagination, developing critical thinking, and improving problem-solving skills,
drawing courses can comprehensively promote students' creative abilities. In the future,
higher professional preschool education should pay more attention to the development and
implementation of fine arts courses, explore more diverse teaching methods and provide
support in the training of highly qualified preschool teachers.
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RESEARCH REPORT ON THE SYNERGISTIC DEVELOPMENT
OF DANCE AND MUSIC IN THE HISTORY OF CHINESE ART
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Research Report on the Synergistic Development of Dance and Music in the History
of Chinese Art

Material and methods. This research aims to deeply analyze the synergistic
relationship and development context of dance and music in the history of Chinese art,
revealing how they influence and promote each other, thereby enriching the connotation and
expressiveness of Chinese art.

As important components of Chinese art, dance and music have been closely
connected in different historical periods. They not only reflect the social outlook and cultural
customs of the time but also have a profound impact on the construction of the Chinese art
system and the formation of aesthetic concepts. In - depth research on their synergistic
development helps to explore the artistic value of traditional Chinese culture and provides
reference for contemporary art creation and cultural inheritance.

A wide range of historical documents from various periods in Chinese history were
collected, such as ancient poems, music theories, and dance scores. At the same time,
archaeological materials like unearthed cultural relics, murals, and stone reliefs were also
referred to. These physical materials vividly display the performance forms of dance and
music at that time. In addition, the research results of modern scholars on the history of
Chinese dance and music were collected to obtain more comprehensive academic
perspectives.

Results and their discussion. The literature research method was adopted to sort out
historical materials and explore the development clues and interrelationships between dance
and music in different periods. The interdisciplinary research method was used, combining
the knowledge of history, aesthetics, sociology, and other disciplines to comprehensively
analyze the social and cultural background of their synergistic development. The image
analysis method was employed to interpret the dance and music images in archaeological
cultural relics, supplementing the deficiencies of written materials.

1. Primitive Society: Dance and music originated from the production, life, and
religious sacrifice activities of primitive humans. They were closely combined, with rhythm
being the key element connecting them, and both served primitive worship and group
communication.

2. Xia, Shang, and Zhou Dynasties: Dance and music became important parts of the
ritual system, with strict hierarchical norms. In the Ya - yue (elegant music) system, music
and dance were integrated and used for sacrifices and court ceremonies, reflecting the
authority of the ruling class.

3. Qin and Han Dynasties: With the formation of a unified multi - ethnic country, folk
popular music and dance flourished. Dance and music became more diverse in form and
content, learning from and integrating with each other. Comprehensive performance forms
such as "Bai Xi" (a variety show) emerged.

4. Tang and Song Dynasties: The prosperous economy promoted the high - level
development of art. Both dance and music reached their peaks in the court and among the
people. In the court Yan - yue (banquet music), the coordination between dance and music
was exquisite. Folk songs and dances also had their own characteristics, and the two
influenced each other in artistic expression and aesthetic pursuit.
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5. Yuan, Ming, and Qing Dynasties: The rise of opera art led to dance and music being
incorporated into opera performances, becoming important means to shape characters and
promote the plot. The synergistic development of the two showed stylized characteristics.

The synergistic development of dance and music in the history of Chinese art reflects
the changes in social culture. Political, economic, cultural, and other factors in different
historical periods have promoted the continuous evolution and integration of the two. This
synergistic development has enriched the forms of artistic expression, enhanced the artistic
appeal, and promoted the development of Chinese art aesthetic concepts. At the same time,
the mutual reference between dance and music has promoted the innovation and improvement
of their respective artistic techniques.

Conclusion. Dance and music have always been closely and synergistically developed
in the history of Chinese art. From their integration at the origin to their mutual integration
and co - evolution in different historical stages, they not only record the development track of
Chinese society but also construct a unique Chinese art aesthetic system. Contemporary art
creation should attach importance to the synergistic relationship between the two, inherit and
carry forward this excellent traditional culture, and inject new vitality into the innovative
development of Chinese art.

THE USE OF MODERN TECHNOLOGIES IN THE ARTISTIC EDUCATION
OF PRESCHOOL EDUCATION SPECIALISTS IN CHINA

Xinyu Fu,
VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific adviser — Senko D.S., PhD in Pedagogical Sciences, Associate Professor

Within the framework of pre-school art education in higher professional colleges in
China, students usually face problems such as a weak artistic base and low learning ability,
and it is difficult to achieve ideal results using traditional teaching methods. At the same time,
higher professional colleges also face challenges in the field of art education, such as limited
academic resources, insufficient student interest in learning, and a lack of practical work
skills. These problems not only affect the quality of teaching, but also the consumption of
materials needed for drawing places a heavy economic burden on the shoulders of students.
The introduction of modern technologies provides an effective solution to these problems and
at the same time demonstrates significant economic advantages. This article explores the use
of modern technologies in preschool art education, especially in the study of perspective,
color, and first-level compositional design.

Material and methods. This study analyzes the effectiveness of the use of modern
technologies in art education in the framework of preschool education through literature
review, educational experiments and audience observation. The research subjects are Chinese
college students specializing in pre-school education, who pay special attention to their
learning experiences and creative achievements in art courses integrated with modern
technology. Through the integration of modern technology into drawing courses, changes in
students' color studies, composition development, and ability to innovate are analyzed.

Results and their discussion. Modern technologies help students to understand the
academic discipline "Perspective”. Perspective is an important concept in artistic creation, but
students specializing in preschool education usually find it difficult to understand the principles of
spatial perspective. In traditional teaching methods, perspective learning is mainly based on hand
drawing and theoretical explanations, and students often have to spend a lot of time to master the
basic principles and techniques of perspective. The use of digital multimedia technologies, such as
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the perspective auxiliary tool in digital drawing software, allows you to automatically create a
perspective grid, helping students to more intuitively understand and apply the principle of
perspective. Students can observe changes in lines and shapes in real time by moving control
points on the grid to learn the law of perspective faster. This intuitive experience not only helps
students better understand the principle of perspective, but also stimulates their interest and
creativity in three-dimensional spatial imaging.

At the present stage of the development of art education, the use of modern technologies
in the study of color is becoming relevant. In traditional painting education, professional colleges
require preschool students with little artistic training to use a lot of paints and drawing tools to
practice. Students need to buy a lot of paints, brushes, canvas and other drawing tools. For many
students, these costs are significant. The use of modern technologies can significantly reduce
these costs. Using the drawing software does not require the purchase of expensive paints and
drawing tools. Students can practice drawing at any time convenient for them, without using real
paints and brushes. This software provides a variety of tools for color selection and matching
color combinations. Students can freely try different color combinations and observe color
changes in order to better understand and assimilate knowledge about color. This not only saves
costs, but also increases learning efficiency and student engagement, as well as reduces waste of
resources and environmental pollution during the learning process. At the same time, the
interactivity and fascination of modern technology can effectively increase students' interest in
learning and help them better master the skills of choosing colors and applying them.

The use of modern technology is also not replaceable in design. Students of higher
professional colleges also lack practical work skills, especially when they are involved in
creating the environment and manufacturing, they often have to repeatedly change and adjust
the project plan, which takes a lot of time and labor intensity, and also leads to the loss of
materials. Using digital drawing software, students can complete the design of a composition
in a virtual environment, freely change the position, size and shape of elements, and quickly
create various design plans. After determining the final plan, students will create an
environment that solves the problem of lack of practical work skills and waste of resources in
traditional education. In addition, visualization and the possibility of modification of modern
technologies allow students to more intuitively see the design effect, adjust and optimize the
design plan in a timely manner, thereby increasing their design abilities and aesthetic level.

Conclusion. Modern technologies have brought new opportunities and changes to art
education in preschool education. In the future, art education should make more active use of
modern technologies, explore more diverse learning models, and develop more artistic talents
with innovative and practical abilities. The use of this technology is also a useful guideline for
other areas of art education and contributes to the innovative development of the entire art
education industry.

THE INFLUENCE OF INFORMATION TECHNOLOGY
ON THE CLASSROOM TEACHING OF CHINESE NATIONAL DANCE

Zhang Chen,
master's student, VSU named after P.M. Masherov, Vitebsk, Republic of Belarus
Scientific supervisor — Medvetsky A.V., PhD in Art History, Associate Professor

Since the 21st century, the rapid development of information technology has
profoundly changed the classroom teaching of Chinese folk dance and pushed it to a new
height. The application of information technology has not only changed the way of classroom,
but also changed the way of teaching, so that the diversity of classroom and teaching has been
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enriched and developed. The result is that students learn more interesting, and finally make
the enthusiasm of learning improve.

The purpose: to understand how information technology is applied to strength the
classroom, which brings innovation and transformation, what are the positive influence, and
there is what still needs to solve the problem.

Materials and methods. This paper uses the case analysis method, questionnaire
survey method . First of all, take "A Big River" and "Peacock Dance™ as examples, analyze
how they use information technology to transform into video courses, and how to use
information technology to decompose dance movements, show more aspects of the body
amplitude, and how to apply it to the actual course, and how to play an excellent effect.
Secondly, questionnaire survey was adopted to sample the students and teachers in the
national dance class using information technology, and to ask them whether their satisfaction
with the class was improved or decreased before and after the use of information technology.

Results and discussion. The application of information technology such as
multimedia teaching and online teaching platforms can effectively improve the teaching
effectiveness of ethnic dance. Teachers can use rich audio-visual materials, such as videos and
animations, to help students better understand dance movements and performance techniques.

The application of information technology makes the classroom more lively and
interesting, enhancing students' awareness of participation. Through online interactive
platforms and social media, students can continue to communicate and learn after class,
promoting interaction between teachers and students as well as among students.

Information technology has promoted the transformation of traditional dance teaching
models. Teachers can adopt new teaching models such as flipped classroom and blended
learning to make teaching more flexible and personalized, meeting the learning needs of
different students.

Conclusion. Information technologies such as multimedia teaching and online
teaching platforms can effectively improve the teaching effectiveness of ethnic dance.
Teachers can use rich audio-visual materials, such as videos and animations, to help students
better understand dance movements and performance techniques. The application of
information technology makes the classroom more lively and interesting, enhancing students'
sense of participation.
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APPLICATION OF INFORMATION TECHNOLOGY
IN MUSIC PERSONALIZED TEACHING IN THE FUTURE
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In the future, the application of information technology in personalized music teaching
aims to use intelligent algorithms, big data, virtual reality and other advanced technologies to
provide students with customized learning resources, real-time feedback and evaluation,
enrich teaching methods, and promote teacher-student interaction, so as to meet the
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diversified learning needs of students and improve the personalized and interactive music
education [1].

The purpose of this article is to analyze the the future application and influence of
information technology on music teaching, learning process

Methods and materials. Al technology, big data analysis and intelligent music
software were used. Al technology can identify students’ music preferences and learning
styles; Big data analyzes students' learning behaviors and predicts their learning needs; The
smart music software provides personalized music creation and instruction.

Results and discussion. Explore personalized teaching model. Study how to use future
information technology (such as artificial intelligence, big data analysis, etc.) to build a
personalized music teaching system, which can provide customized teaching content methods and
feedback according to students' learning characteristics, interests, progress and other factors.

To promote the improvement of students' independent learning ability, in the practice
of personalized music teaching mode we found that students' independent learning ability has
been significantly improved under the guidance of customized learning content and intelligent
feedback. Students began to actively explore the field of music they are interested in and
made use of the resources provided by the system for self-learning and challenges forming a
positive learning atmosphere. This ability to learn independently is not limited to musical
skills, but extends to time management, goal setting, and self-assessment.

Improve the teaching effect. Through empirical research, evaluate the application
effect of personalized teaching model in music teaching, including the changes in students'
learning interest, participation, skill improvement and other aspects, as well as teachers'
acceptance and satisfaction of this teaching model [2].

Optimize the music teaching process. Explore the integration of virtual reality and
augmented reality technology in music teaching, and how to optimize the music teaching
process through virtual instrument teaching, music scene simulation and other ways to
improve students' learning efficiency and interest.

Using Al technology to collect students' music preferences and customize personalized
learning plans. Using big data analysis, dynamically adjust the teaching content and difficulty
to ensure the high efficiency of learning. At the same time, smart music software assists
students in their creation, providing real-time feedback and guidance.

Enhancing the inclusiveness and fairness of music education, the implementation of
personalized music teaching system has effectively enhanced the inclusiveness and fairness of
music education. By intelligently analyzing students' learning characteristics and needs, the
system provides tailored learning programs for students with different backgrounds and
ability levels, ensuring that each student can learn music at a pace and difficulty that suits
them. This personalized learning support makes music education more accessible and
equitable, giving more students the opportunity to access and enjoy the charm of music [3].

Conclusion. The students' music accomplishment and creative ability improved
significantly, and their learning interest and enthusiasm increased. Personalized teaching
programs effectively meet the needs of students and promote the diversified development of
music education.

In the future, we should continue to deepen the application of information technology
in music teaching and explore more innovative teaching models to achieve comprehensive
personalized and intelligent music education. At the same time, we focus on technology ethics
and privacy protection to ensure the safety and compliance of technology applications.

1. Information technology will greatly enrich the means and resources of personalized
music teaching and improve the teaching effect.

2. Through accurate data analysis and feedback, information technology can help
students better master music knowledge and skills.
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3. Information technology will promote the innovation and development of music
education and promote the modernization process of music education.

4. In the future, information technology will become an indispensable part of
personalized music teaching.
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This study focuses on emotional support strategies in the art education of children
with special needs. It is aimed at studying effective methods of increasing the
psychological stability and social adaptability of special children through art pedagogy.
Based on the humanistic theory of education, the principles of art pedagogy and positive
psychology, this study combines case analysis and empirical research to systematically
analyze the emotional needs of children with special needs in art education and support
mechanisms. Through the practice of art intervention with special groups such as children
with autism and intellectual disabilities, it has been found that strategies such as
structured art activities, individual learning, and collaboration between home and school
can significantly improve children's emotional expression and social interaction abilities.
The results of the study provide theoretical support for the wider application of art
pedagogy in special education. At the same time, it calls for increased investment in
resources and teacher training at the policy level to promote the equitable development of
the education system for children with special needs.

Methods and materials. This study uses a mixed research method that combines
qualitative and quantitative data to build a multidimensional analysis system. Theoretically, it
combines the systematic development by Rogers (1969) of emotional support in the
humanistic theory of education, the mechanism of non-verbal communication in art pedagogy
by Malchiodi (2012) and the positive psychology of Seligman (2002) in terms of strengths,
forming a three-dimensional theoretical model of a "personality-oriented approach”, artistic
self-expression as a means and positive development as a foundation™. The empirical study
consists of two stages: during a 12-week structured art experiment conducted at a special
school in Zhejiang. The researchers observed changes in social interaction and anxiety levels
in children with autism through means such as painting and pottery. At the same time, data
was collected from observation records, parent surveys, and psychological scales. For
children with intellectual disabilities, a qualitative analysis was conducted of the results of
using colored and tactile materials (such as clay and sandpaper) in drawing courses at two
schools, combined with teacher evaluations and student work. At the same time, a
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questionnaire survey was conducted among 50 special education teachers and 30 parents. The
data show that 83% of teachers agree that individual learning significantly increases students'
interest in participation, but 65% of respondents reported a lack of professional training and
suitable educational materials (June 1, 2016). This result confirms the structural contradiction
between the supply and demand for art pedagogy resources.

Results and discussion. A review of the literature showed that domestic and
foreign studies show that art education has a unique value in the rehabilitation of special
children. Zhou Hong (2007) noted that art pedagogy helps children with special needs to
release emotions through non-verbal means, and its effectiveness has been widely
confirmed in various countries. Yin Hong (2023), in the course of practical research based
on museum resources, discovered that art pedagogy courses can effectively promote
emotional self-expression and cognitive development of special children. Shao Xueyuan
(2018) also suggested that the expressive and playful characteristics of art pedagogy
correspond to the psychological needs of special children, especially in terms of
improving aggressive behavior and increasing self-efficacy. However, existing research is
mainly focused on theoretical discussions. There is still a lack of empirical analysis of
localization practices, and cultural differences and limited resources need to be more
carefully considered.

Art education demonstrates its unique value in providing emotional support to children
with special needs, and its mechanism of action has been confirmed by numerous studies.
Creating a low-irritant environment can effectively reduce anxiety in children with autism.
For example, using soft lighting and natural materials to create an art space provides them
with a safe field for emotional release (Yin Hong, 2023). Individual learning strategies for
children with intellectual disabilities, such as turning creative tasks into achievable activities
such as creating textural collages and supplementing them with positive reinforcement, can
significantly increase their engagement and self-efficacy (Zhou Yuanyi, 2018). Research on
home-school collaboration also shows that artistic interactions, such as parent-child drawing
together, can reconstruct the model of family communication and promote effective emotional
bonding (Liu Yingjun et al., 2018).

However, there are still many obstacles in the way of practical progress. There is a
widespread shortage of teaching staff in special education institutions in central and
western China. Most schools use general practice teachers as art educators, which limits
the professionalism of the activities carried out (June 1, 2016). Some families question the
scientific nature of art pedagogy and prefer traditional rehabilitation methods, which leads
to a decrease in the effectiveness of cooperation between the home and the school (Feng
Wei, 2015). In academic research, existing assessments are mainly based on subjective
observations and are not supported by data from standardized psychological scales (Zhou
Hong, 2007).

In general, art education creates the basis for the psychological rehabilitation of
children with special needs through non-verbal self-expression. The integration of art
pedagogy and positive psychology in various disciplines, combined with a mechanism for
collaboration between home, school and community, can have a significant effect. Future
efforts should focus on improving teacher training, developing on-site assessment tools,
and optimizing resource allocation through policy. Exploring the combined use of art
education with music and drama therapy will open a new path for building an ecosystem
of inclusive education and is of great practical importance for improving the support
system for special education.

Conclusion. Art education plays an indispensable role in providing emotional
support to children with special needs. Its value lies not only in developing skills, but also
in achieving psychological rehabilitation through non-verbal self-expression. Research
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shows that a comprehensive strategy combining humanistic care, art therapy, and positive
psychology can significantly enhance the effect of intervention. In the future, it is
necessary to strengthen teacher training, optimize resource allocation, and explore models
of interdisciplinary integration (for example, in combination with music therapy). This
study offers new insights for equality in special education. It calls on policy makers and
educational institutions to attach great importance to the health-improving function of art
education and to create a more inclusive environment for the development of children
with special needs.

OCOBEHHOCTH BJIMSAHUA UICKYCCTBEHHOT'O UHTEJIJIEKTA
HA XYJOXECTBEHHOE OBPA30BAHUE

Ysrcao Croanvan,
mazucmpaum BI'Y umenu I1.M. Maweposa, e. Bumebck, Pecnyonuxa benapyco
Hayunsiii pykoBogutens — bornanosa FO.A., crapuuii npernoaaBareib

WNudopmannonHoe oO01mecTBO TpeOyeT OT COBPEMEHHOI0 4eJIOBeKa CIOCOOHOCTEH
ObIcTpOro o0ydeHusl, nepeoOyuyeHuss B TEUEHUE BCEW JKU3HM, aJanTallid K CTPEMMTEIbHO
MEHSIOIMMCS] COLIMAIbHBIM YCJIOBUSIM U JKU3HU B HOBBIX YCIOBHSX HMH(OPMAIIOHHOI'O
COLIMOKYJIBTYPHOTO TPOCTpaHCTBA. TpanuiimoHHsiM hopMam 00pa3oBaHUS CETOMHS CIIOKHO
chpaBuThCs ¢ Takod 3amadeid. IlosTomMy mmpoko BHexpsiercs HoBas ero ¢opma —
00pa30BaHUE JUCTAHIMOHHOE C UCIOIb30BAHUEM HUCKYCCTBEHHOIO MHTEIUIEKTA.

Llenp — npoaHanu3upoBaTh OCOOCHHOCTH COYETAHUsSI MCKYCCTBEHHOI'O MHTEIJIEKTa C
XYyJI0’KECTBEHHBIM 00pa30BaHUEM.

Matepuanbl M MeTOAbl. MaTepuaioM [y CTaTbM IOCIYXHJIU HCCIEIOBaHUS
OTEYECTBEHHBIX M 3apyOCKHBIX YYEHBIX, IIOCBAIICHHBIE MPOOJIEMaM HCIOJIb30BAHMUS
UCKYCCTBEHHOI'O MHTEIJIEKTa B XYA0KECTBEHHOM 00pa3oBaHMU. B OCHOBE CTaThu JEXUT
AQHAIUTUYECKUI METOJ UCCIIEIOBAHUS.

PesyabTarel M uMX oOcyxkaeHne. B MOMEHT pa3BUTUS HAyKd U TEXHUKHU
UHTEJJICKTyaJIbHbIE TEXHOJIOTUM, TaKU€ KaK MCKYCCTBEHHBI HWHTEIJIEKT, LIMPOKO
pacIpoCTpaHMINCh B pa3anuHbIX chepax obmiecTBa. VICKycCTBEHHBIN MHTEIIEKT SIBJISETCS HE
TOJIbKO HEn30eXHOM TeHJEHUUEeH pa3BUTHS HH(pOpMaTH3alUMu OOpa30BaHUS, HO U HMEET
BaXHOE TEOPETHUECKOE M IPAKTUYECKOE 3HAYEHHE B KOMMYHMKAIMM C TPaJULMOHHBIM
XyJ0’)KECTBEHHBIM 00Opa30oBaHUEM, paCUIMpeHUHd (GOpM U coJepKaHus 00pa30BaHUA,
MOBBIIIEHUS KauecTBa 00pa30BaHus U obecreueHust 00pa3oBaTeIbHOTO PaBEeHCTBA.

«Ha coBpemeHHOM »3Tame pa3BuUTUS 00IIecTBa HH(OPMALMOHHBIE TEXHOJIOTHUHU
SBJISIIOTCSI HEOTHEMJIEMBIM KOMITIOHEHTOM CHCTEeMbl 0OOpa3oBaHMs. Peannsanus aaHHOTO
IIPOEKTa HalpaBJieHa Ha MOBBILLIEHUE KauecTBa oOpa3zoBaHus» [1].

B nocnenHue roapl CTAHOBATCS AaKTyaJlbHBIMU MCCJEOBAHUS, HaIlpaBlIEHHbIE Ha
OCMBICJICHHE U aHaiu3 3(P(PEKTUBHOCTH MPUMEHEHHUS HHQPOPMAIMOHHBIX TEXHOJOTHH U
MCKYCCTBEHHOI'O MHTEJIJIEKTA HA ITOBBIILIEHUE XY10KECTBEHHON IPaMOTHOCTH Y4alIUXCs.

«McKycCTBEHHBIM MHTENIEKT aKTUBHO BHEAPATHCA B Ipolecc OO0ydyeHus U
CTaHOBUTCS, OYEBHJIHO, YTO MACHITa0bl HCIOJNb30BAHUS JAHHBIX CKBO3HBIX TEXHOJIOTHMH
€XKeroJIHO OyIyT TOJIBKO YBEIMUUBATHY [2].

TBopueckass AEATEIBLHOCTh B HACTOSIIEE BPEMsI MOCTENEHHO HA4YMHAET yCTyNaTh
HUCKYCCTBEHHOMY HWHTEIEKTy. KOMIbIOTEpHBIE TEXHOJIOTMHM AaKTUBHO IPOHUKAIOT B
XYHA0XKECTBEHHYIO Cpely, BIMAIOT Ha TBOPYECKHE IPOLECCHl, O0YCIaBIUBAIOT (PEHOMEH
1M(pPOBOTro UCKYCCTBA.
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KomnbroTepable TUIaTGOpMBI 1O CO3MAHUIO IUGPOBOH JKUBOIHCH «Pa3pYIIAIOT»
BPEMCHHBIE M MPOCTPAHCTBCHHBIEC OTPAHUYCHUS TPAJAUIIMOHHOTO OOYYCHHUS, PACIIUPSIIOT €T0
METO/bI, JENAaT Yy4eOHBI mporecc 0Oonee OObEMHBIM ISl WMHTEpeca K OOYYEHUIO U
TBOPUYECTBA YYANIUXCS, a TAK)KE TIPUBHOCSAT HOBBIC aCIIEKTHI B 00pa30BaTeIbHBIC HHHOBAIUH.
WHTerpanmuss W B3aUMOJACWUCTBUE JWCHUIUIMH HMHTEIUICKTYAIbHOTO M XYJI0XKECTBEHHOTO
0o0pa3oBaHUs MOMOTAET Pa3BUTh Yy YUYAIIMXCS TBOPUYECKHE CIIOCOOHOCTH U CIIOCOOHOCTH K
CaMOBBIPQKEHUIO B IU(PPOBYIO 3TOXY, YTOOBI OHM MOTJIM JIYYIIE aJallTUHPOBATHCS K CIPOCY
COIMAJILHOTO Pa3BUTHS HA MHHOBAIIMOHHBIC TPEOOBAHUS BPEMEHH.

BbIcOKOKa4eCTBEHHBIE PECYPChl XYJI0KECTBEHHOIO 00pa30BaHus, TAKUE KaK OHJIAWH-
KypChbl TI0O HCKYCCTBY, PaCIIMPSIOT JOCTYNl K 0Opa3oBaTelbHBIM pecypcaM, COKpAIIaroT
pa3phIB B XYI0KECTBEHHOM OOpa30BaHUHM MEXIYy TOPOJICKAMHU U CEIbCKUMH pailoHaMH, a
TaK)Ke MKy pETHOHAMU, CIIOCOOCTBOBATH PABEHCTBY B 00pa30BaHUM.

TexHonorus OOJNBIIMX JAHHBIX TMO3BOJSET AHATM3MPOBATH MOBEICHUE YYAIUXCS B
mporecce OO0ydeHHs M CO3/1aBaTh OCHOBY Il TIEPCOHAIM3HPOBAHHOTO OOYYCHHS,
TexHonorust 00JaYHBIX BBIYMCICHUH O00ecreunBaeT XpaHeHHEe W OBICTPYIO Iepenaqy
00pa30oBaTelbHBIX PECYpCOB, a TaKXKE OKAa3bIBA€T MOINHYIO TEXHUYECKYIO IOJICPKKY
UHTETPAlliM  WHTEJUICKTYalbHBIX  TEXHOJIOTMH W XYJOXECTBEHHOTO  OOpa30OBaHMsL.
WHTEeNNeKTyallbHbIE TEXHOJOTHU HWHTETPUPYIOTCS B HMCKYCCTBO, TMPOIECC OOYYCHHS
uH(pOpMaTU3UpYyeTCs, yIpaBlieHue oOydeHueM aBToMatusupyerca. C MOMOIIBI0 OHJANH-
mwiaThopM OOyUCHHS, MHTCILICKTYaJIbHOTO IPOrpaMMHOr0 OOecIeueHHUs Ijisi OOydYeHHUs H
JPYTUX WHCTPYMEHTOB MPEIOJIaBAaTeI MOTYT JIETKO TOJY4aTh U PACIPOCTPaHATh ydeOHBIC
PECYPCHI ¥ OCYIIECTBISTH PA3HOOOPA3HYIO MEIarOTHIECKYIO IeSTeIbHOCTD.

WuTemiekTyanbHble TEXHOJIOTHU TTO3BOJISIOT TOYHO MPOAHATM3UPOBATh OCOOCHHOCTH
U TMOTPEOHOCTHM  YYamuXcsl, 4dTOOBI JOOWUTHCS IEPCOHANU3AINU  XYI0KECTBEHHOTO
oOpa3oBanus. CTyIEHThl CaMOCTOSITENIFHO BBIOMPAIOT COAEP)KAHHWE M METOAbl OOYy4eHHS,
ucxons U3 COOCTBEHHBIX MHTEpECcOB H Tmporpecca B oOydenuu. IlpenomaBaTenu
NPEJOCTABIISAIOT WHAMBHUIYAIbHbIC PEKOMEHIAIMA W OOPAaTHYI CBS3b, YTOOBI TO3BOJIUTH
KOKJIOMY YYCHHUKY B IIOJIHOH Mepe PAaCKpPBITh CBOM IMOTCHIMA B W3YYCHHH HCKYCCTBA
JOCTHYb UHJIMBUIYAILHOTO POCTA.

BupryanpHas cpema  TO3BOJIIET TakKE CO3/1aBaTh BO3MOXKHOCTH  ITOCEIICHUS
BUPTYAIbHOTO XYAOXKECTBEHHOT0. YUalluecs MOTYT OLIEHUTh MPOU3BEIEHUS HMCKYCCTBA W
NPHUHITh Y9acTHE B CO3JIaHUW TPOW3BEICHUN HCKYCCTBA B HOBOWM (POpPME, YTO TIOBBICHUT
PEATMCTUYHOCTh U MHTEPAKTUBHOCTH OOy4YEHHS, a TakKe OyJIeT CrocoOCTBOBATH Pa3BUTHIO
UX UHTEpeca B 00y4YEeHUH.

Hecmotps Ha BakHYI0 HEOOXOIUMOCTh U aTMOCc(hepy XyI105KeCTBEHHOTO 00pa30BaHus,
OCHOBaHHOTO Ha Teopuu HUHGOPMATHU3AIMKA  OOpPa30BaHUA, MEXKIAUCIMUILTUHAPHOTO
o0pa3oBaHUS H TEPCOHAIM3MPOBAHHOTO O0Opa3oBaHUsS, OHO CTAJIKHBACTCS C TAaKUMHU
TPYOHOCTSIMH, KaK HECOOTBETCTBHE MEXAY TEXHOJIOTUAMU U  00pa3oBaTeIbHBIMU
KOHIIETIITUSAMH, HEPaBHOMEPHOE paclpeieliecHue pPecypcoB, HEIOCTATOYHOE KaueCTBO U
CIIOCOOHOCTH TIperoiaBaTesei.

3akaodenue. IlyreM wucciiejoBaHWsS WHHOBAIIMOHHBIX IYyTEH W BHEAPEHUS
MPAKTUYECKUX CTpaTEruil Mbl MOXeM 3(pPEeKTUBHO COACICTBOBATH KOMIUIEKCHOMY Pa3BUTHIO,
MOBBIIATh Ka4eCcTBO M A (HEKTHBHOCTH XYI0KECTBEHHOTO 00pa30BaHUs, a TakKe pPa3BUBATh
WHHOBAIIMOHHBIC TAAHTHI B 00JIACTH UCKYCCTBA, OTBEYAIOIINE TPEOOBAHUSM BPEMEHH.
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