ISSN 1991-3494 Ne . 2017

BULLETIN OF NATIONAL ACADEMY OF SCIENCES
OF THE REPUBLIC OF KAZAKHSTAN

ISSN 1991-3494
Volume 1, Number 365 (2017), 29 — 33

R.-B. T. Abdyssagin

Kazakh National University of Arts, Astana, Kazakhstan.
E-mail: rahatbiabd@mail.ru

CONTEMPORARY MUSIC AS AN ECHO OF TIME

Abstract. This article presents the relationship of basic and fundamental aspects of the evolution of music
and the epochal formations of scientific and technical progress. It shows a new perspective on the emergence and
development of music ranging from the classical art of J. S. Bach, G. F. Handel, Ch. W. Gluck, F. J. Haydn,
W. A. Mozart, L. van Beethoven up to such musical constellations of contemporary classical music and creators of
the new tonality and serial technique, such as A. Schonberg, O. Messiaen, K. Stockhausen, P. Boulez, L. Nono and
E. Denisov. A unique analogy of music and science has been established in this article. Epoch-creating discoveries of
the 20™ century, such as the Structure of the Atom, the Theory of Relativity, Quantum Mechanics, etc., which radi-
cally changed our perception of the world, reflected in the development of music. If J.S. Bach is the I. Newton of
music, K. Stockhausen is A. Einstein. The phenomenon of music is not a chance circumstances, but a manifestation
of regularity. It is also a precious and spiritualizing fruit of human expanding horizons and worldview. It is shown
that the art of music has evolved, and the phenomenon of music itself remains covariant. A musical form is a prin-
ciple that reflects the key and unique phenomenon of the outlook of an era.

Keywords: polyphony, sonata, tonality, dialectic, the diffusion of cultures, theory of relativity, quantum
mechanics, dodecaphony (twelve-tone system), serialism, space and time.

Great art is the outward expression

of an inner life in the artist,

and this inner life will result

in his personal vision of the world.
Edward Hopper

Since ancient times, man as an individual is covariant with respect to the passage of time. In our 21*
century which is the age of globalization, all kinds of «tectonic» processes actively influence all spheres of
human life promoting the revitalization of the diffusion of cultures. There is a transformation and
qualitative transfiguration of human thinking which is particularly evident in the field of science and arts.

«Any changes in the public consciousness of one country invariably involve changes on a planctary
scale. In this sense, music is one of the finest arts built on abstract images, but facing the highest level of
generalization — it feels these changes more sharply and more precisely than many others would» [1]. It is
impossible to overestimate the role of art and culture in the development of social consciousness. For
example, many of the works of Charles de Montesquicu, Francois-Marie Arouet (Voltaire) and other great
minds, and the greatest works of J. S. Bach, W. A. Mozart are dedicated to the topic of the Divine Gift and
Ontologies. They were created several centuries ago and today they continue to be the foundation and
driving force behind the enrichment of world treasures.

Art is an integral part of the human being. Man lives, as long as he thinks and creates. In addition, art,
science, and philosophy, as well as other symbolic spheres of human activity are inseparable and
interrelated. All of them are the ways of man’s knowledge of the surrounding world. All of them are
different facets of the same nature [2].

The fate of each person has a unique and unprecedented set of circumstances that have never been
and that will never occur again! And the fate of an era, its history, and a global history are made up of
individual destinies. World history is in fact a series of biographies and their interactions and the inter-
actions of minds!
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I believe that every person is born with a certain system of values, which form the basis of ideology
and leads him through life. Creation and making music — all of this can be attributed to the function of the
mind [3].

In the 10" century AD Abu Nasr al-Farabi in his treatise «On Music», said: «The music of the first
kind simply gives pleasure, the second kind of music expresses passion, and the third kind excites our
imagination» [4]. In my opinion, this statement is true to this day especially in the aspect of the perception
of classical, pop, dance music, and other varieties.

Musical art evolves but the music remains the same phenomenon. The constant of this phenomenon is
the physical phenomenon itself — the sound. Overtone scale depends on the sound medium of propagation
(e.g., air in this case). The sound is an essential element of music. If in Mathematics, the basic element is
the number, in music it is sound. From the general field of physics, sound is known as elastic waves.
These elastic waves in the human brain are only identified as sounds, and a person experiences only a
limited range of frequencies from 16 Hz to 20 kHz [5-7].

I would like to note that Mathematics is the language spoken by all sciences [3].

Analyzing the history of music, we can see that what is called classical music was born in the period
of genesis of classical mechanics by Isaac Newton, understanding Kant and Hegel’s theory of dialectics,
and the discovery of the heliocentric model of the solar system.

The notion of classical music and classical art in general, as is commonly believed, was confirmed
after the French Revolution (July 4, 1789 after the capture of the Bastille). It is this series of events that
led to the transformation of the social and political system, not only in France, but also in all countries of
Western Europe [8].

Every era in art and culture has its own name. It is given to subsequent periods, respectively objective
and sometimes subjective factors. For example, Antiquity, the Middle Ages (the longest epoch), Baroque,
Renaissance, Rococo, Classicism (the shortest and most concentrated era), Romanticism, and finally, the
20™ century, which does not have yetits own name [2, 9].

Worthy of interest is the fact that the epoch of the Middle Ages, or even the era of the Middle Ages,
lasted about 10 centuries (as historians say, from September 4, 476, when Romulus Augustus, the
Emperor of the Western Roman Empire, abdicated, and until the fall of Constantinople in 1453,
discovering America in 1492, the beginning of the Reformation in 1517, or even before the English
Revolution in 1640) [10-13].

A classical era in music has gone through half a century (from the middle of the 18" century to the
beginning of the 19™ century), as is commonly believed, in the work of the five classics — G. F. Handel,
Ch. W. Gluck, F. J. Haydn, W. A. Mozart and Ludwig van Beethoven [14]. I also note that composers of
the Romanticism era (19" cent.) honored the creativity and personality of Beethoven as the first romantic
composer.

Form is a principle that reflects a key and unique phenomenon of epoch of its origin and formation
[15-19]. It is no coincidence that a form of fugue is more ancient than the form of sonata, than the sonata
principle. Fugue is jogging, running time, it is a fugitive movement in infinity. Fugue was formed in the
late Middle Ages and has established itself in the Baroque period, and the top of fugue forms are the
fugues of J.S. Bach. The form and the principle of fugue reflect the outlook of the time period. In my
opinion, it is concluded that there was no clear division of what is good and what is evil. Essential and
significant was only an endless running, a series of chain of events, where one is the result and/or the
cause of the other.

It is possible to make a distant analogy between the principle of fugue and the first law of Newton,
which in its historical definition says: «Lex I. Corpus omne perseverare in statu suo quiescendi vel
movendi uniformiter in directum, nisi quatenus a viribus impressis cogitur statum illum mutare» — «Law I:
Every body persists in its state of being at rest or of moving uniformly straight forward, except insofar as
it is compelled to change its state by force impressed» (Isaac Newton «Philosophie Naturalis Principia
Mathematica»). The fugue remains a constant theme that is carried out in different voices, and changes
due to the polyphonic receptions of its «conditiony.

Sonata is the whole world, an obvious reflection and realization of the dialectics in music. For
example, primary arca — secondary area, legato — staccato piano (quiet) — forte (loud) ...
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Sonata as a fugue, more than form, is a principle! Just as there is no form of Rondo, Rondo is a
principle [14]. A form for each composition has its own unique form, which depends on the musical
material. Sonata is like the world in all its diversity, where there is a thesis and antithesis, where there are
two points in the space between them, as is well known, it is possible to conduct only a single line.

Sonata is a kind of reflection or expression in the music of the dialectical law of the unity and
struggle of opposites [15-19]. Massing, and in some aspects philosophical principles of the sonata, can be
described as the search for and the desire to find, see and understand the fragmentation in unity, and unity
in fragmentation. From these points of view the principle of the sonata is comparable with the definition of
the third law of Newton: «Lex III: Actioni contrariam semper et &qualem esse reactionem: sive corporum
duorum actiones in s¢ mutuo semper esse aquales et in partes contrarias dirigi» — «Law III: To every
action there is always opposed an equal reaction: or the mutual actions of two bodies upon each other are
always equal, and directed to contrary parts» (it is important to note the well-known fact that Newton’s
third law does not affect the «Lorentz force»).

The concept of interaction of opposites exists also in fugue theory, but within the framework of a
fugue, it does not have the significance that is attached to a secondary area in sonatas. Only fugues by
J. S. Bach, anticipating the era of classicism, are in a ratio of dialectical background themes and counter-
points, although traditionally, works by J.S. Bach are usually associated with the Baroque era. It is well
known that Bach voice-leading on micro and macro levels, and even in a global sense of harmony is
subject, moreover, in a sense, is a tonal plan. On the one hand, it is the highest stage of polyphonic
structure, on the other hand, the manifestation and the establishment of harmony as a new centrism in
music and composition, the formation of the main formative aspects of tonality. It follows from this that
the music of J. S. Bach is not a harmonic polyphony, yet it is a polyphonic harmony!

Known types of polyphony include: imitative (when one voice or several voices imitate basic voice)
and contrast (the interaction of several voices with different musical material) [20]. Imitative polyphony is
an obvious example of consistency theory, where one voice, following another, imitates its material with
variation or in its original form. The great Johann Sebastian Bach did not write polyphonic music in the
classical sense. Every genius writes in his own style. It is impossible to «fit» all the greatness of genius of
a person into a certain «system» because they do great out of time, their creations are for the ages, and will
live forever. «Well-Tempered Clavier» (both volumes) by J.S. Bach is a whole picture of the universe in
its entire beautiful splendor, which trembles before a descendant of Adam. Bach does not fit into any
formation, because, for example, many scholars of Bach agreed that «The Art of Fugue» is the
phenomenon of the most sacred things in the treasury of world music where the voices are not just voices,
where polyphony is not just technique. In the «The Art of Fugue», it is passed to the image of the Creator.
Lines of voices like the Apostles, and the variations are similar to the will of Christ to humanity. Bach is
revolutionary in every note. Even if we take the first C-dur fugue from the Well-Tempered Clavier Volu-
me I, the genius lies even in the order of votes” entry — Alto (C), Soprano (G), Tenor (G) and Bass (C). We
get fifths symmetry (the temptation to write a «quantum» instead of «fifths»). A fifth of many composers
is associated with the image of infinity. Also in the music of J.S. Bachimages were found of the cross and
great humility.

Contemporary music is a qualitatively new stage in the evolution of music. The 20" century is the
century of enormous speeds [2, 9, 14, 21-24].

At the beginning of the 20" century there were epochal discoveries in the world of science, which
radically changed our view of the world. For example, the Structure of the Atom by Emest Rutherford,
who opened the door to the microworld, thus opening the gates of the Universe. This was a qualitative
leap in the outlook of mankind, and was accompanied by the creation of Albert Einstein’s Theory of
Relativity, theory of Quantum Mechanics by Niels Bohr, Erwin Schrédinger, Paul Dirac, Max Planck.
There were such iconic literary creations as «Das Glasperlenspiel» («The Glass Bead Game») by Hermann
Hesse, which radically changed art and poetry. In this period there was a breakthrough in music — Armold
Schonberg discovered Dodecaphony (Twelve-Tone System), and compositions based on Dodecaphony
were created.

A simple example — it is possible to make a distant analogy with the discovery of Structure of the
Atom and splitting sound (Son Fendu, Multiphonics), and in-depth study of vocal properties. And the
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assumption of the possibility of the existence of parallel universes in physics inevitably reflected the
expansion of the coordinates of space in music.

So-called Atonal music is also Tonal, because in it, Tonality is redefined. Tonality is a series, and at
times («Integral» / Total Serialism by Olivier Messiaen, Pierre Boulez, Karlheinz Stockhausen, Luigi
Nono and others) dynamics series, series of methods, of techniques — are new varieties of Tonality [21, 22,
24]. This is clearly manifested in the Orthodox Dodecaphony by A. Schénberg and E. Denisov. According
to Y. Kasparov: «... it is one thing not to think about the tone, and the other — really exclude it from a piece
of music! And it is impossible in principle! Like any architectural project which takes into account, the
gravity and the creation of a musical work is impossible without theses, antitheses, or using a more fami-
liar term for musicians, without the «stable-unstable». Before serialists «stable-unstable» was implemen-
ted in two-dimensional space with the coordinates and the pitch of measure-thythm. Now the law of
gravity starts to act in a different coordinate system ... Mozartian lightness is the result of the game with a
tonality — when we do not know exactly where we are, and if the abutment in music is compared with
gravity, perceive ourselves in a state of near zero gravity» [14]. Y.S. Kasparov gives analysis of the
development in the composition «Romantic music» of Denisov, and compares the game with the Tonality
of Mozart with the game with Tonality of Denisov, despite the fact that the composition is written by
Denisov in Orthodox Dodecaphonic manner and this was an unprecedented case. There is also clear
evidence that all music is Tonal, especially Dodecaphony and Serialism! Stability has not been canceled,
and in principle cannot be undone! In one form or another, stability in music will always be present!

Tonality has been redefined in contemporary music because composers” spatial thinking has changed,
and «Tonality» in contemporary music can be compared with Albert Einstein’s Theory of Gravity, where
massive bode curvature space time! And in contemporary music musical material sets new principles of
formation and organization of space and time in music! Exceptionally bright, this aspect is reflected in the
Sonoristics and Spectral Music, where the main coordinate of musical space-time is the timbre! Timbral
techniques and sound effects have become the foundation of contemporary compositions [14, 23], and
already they seem to bend space time to the music! It is known that «harmony is a communication system
which forms elements» [25]. And contemporary music is highly harmonious!

So, by analogy with physics: «If Johann Sebastian Bach is the Isaac Newton of music, Karlheinz
Stockhausen is its Albert Einstein!» [26].

Time is the greatest phenomenon. Time flies, and waits for no-one. Time sets its requirements and its
laws, which cannot be circumvented. And in my opinion, contemporary music expresses and confirms the
times in which we live! And I think for that reason that the appearance of contemporary music is not an
accident, but rather regularity!
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P.-b. T. A0asicarun
Kazax yirTeIK eHep yHHBEPCHTETI, AcTana, Kazakcran
3AMAHAYH MY3bIKA YAKBITTBIH ’KAHFBIPBIT bl

Annortamust. ’KympIcTa My3bIKa 3BOFOLISCH MEH JJYIPIIK FHUIBIMH-TCXHHKAIBIK IPOTPECTIH Ipreit, Herisri
acTmeKTiNepiHiH o3apa Oaitnanbick Kapacteipeutrad. M. C. bax, . @. I'eraens, K. B. [mok, ©. U. Tadian, B. A. Mo-
mapt, JI. Ban BerxoBeH CBHIHIBI KJIACCHKTED INBFAPMAINBLIBIKTAPBIHAH OacTarm, Ka3ipri 3aMaHFbl aKaJIEeMISUIBIK
My3bIKa JKOHE JKAHA TOHAIBHOCTH IICHCEPILUIBIK TEXHHUKA KYPYIOBLIAPHL, 3aMAHAYH MY3BIKA IIOK >KYIIABI3AAPHI
A. IIgénbepr, O. Meccunan, K. IlTokxay3sew, [1. Byaes, JI. Houno, 3. JIcHHCOB KeICHIH My 3BIKAHBIH TYYBIMCH JAMYBI-
HA JKAHA KO3KAPAC YCHIHBLUTFAH. My3BIKA >KOHC FBUIBIM JAMYBIHBIH OipercH aHAJIOTHACH TaralbiHAAaTFaH. BismiH
JYHHCTAHBIMBIMBI3IbI TYOCTCHIII 63T€PTKEH aTOM KYPBUIBIMBI, CAIBICTHIPMATIBIK TEOPHS, KBAHTTHIK MEXAHHUKA JKOHE
T.0. cuakTel XX FaCHIPABIH JJYIPIIK KAHAIBIKTAPHI MY3bIKa JAMYBIHAAA KCH-AYKBIMIBI OCEPIH THUTI3iICIIHTCH.
Erep Y. C. bax - my3sikanarst M. Heroron 6osica, onma K. Iltokxay3eH — A. Oitamredin. My3bika ()eHOMEHI Ke3aei-
COKTBIK KaFali eMec, 3aHJbUIBIKTap KOPIHICI, aCa KYH/IbI, Py XTAHIBIPATHIH, KEHEHTLUITEH aJaM3aT OH-6piCiHiH TYbIH-
JBICHI, TYHHCTAHBIMBIHBIH >KeMiCTepl. My3bIka eHepi FaykabM JaMBIIL, >KOHE My3bIKa ()CHOMCHI KOBAPHAHT OOJbII
KAJaTBhIHBI KOPCETLITCH. A My3BIKANbIK KYPBUIBIM JOVIPAIH TYHIHII *oHE Oipereil MyHHETAHBIM KYOBIIBICTAPBIH
KaHbIM-KaHTa KOPCCTCTIH KAFHIA.

Tyiiin ce3aep: moMmM(pOHHS, COHATA, TOHATHHOCTD, THANCKTHKA, MOACHHETTEP AU((Y3HACHI, CATBICTHIPMATIBIK
TEOPHsI, KBAHTTHIK MEXaHUKA, J0ACKA(OHIS, CEPHAIN3M, KEHICTIK )KOHE YaKbIT.

P.-b. T. Adabicarnu
Kazaxckuit HalMOHATEHBIN YHHBEPCUTET HCKYCCTB, AcraHa, Kazaxcran
COBPEMEHHASA MY3BIKA KAK 3X0O BPEMEHHA

Annoramusi. B paborte paccmarpuBaeTcs B3aUMOCBSI3b (DYHIAMEHTANBHBIX, OCHOBOIOJATAIOIINX ACHEKTOB
3BOMIIOIMH MY3BIKM H J3MOXATbHBIX ITACTOB HAYYHO-TEXHHYECKOro mporpecca. IIpenctaBneH HOBBIM B3IUIAA HA
TOSBIICHUE M PA3BUTHE MY3BIKH HA4YMHAS C TBOpuecTBa KiaaccukoB M. C. baxa, I'. @. I'ennema, K. B. ['moka, ©. U.
latinea, B. A. Mouapra, JI. BaH beTxoBeHa BIUIOTH 1O TAKUX MY3BIKAIBHBIX CO3BE3IWI COBPEMECHHOH aKaJACMHU-
YCCKOW MY3BIKH M CO3JATEICH HOBOH TOHAJIBHOCTH WM CepuifHOM TexHHKH, Kak A, [[I¢ubepr, O. Meccuan, K. ITok-
xayseH, [1. bynes, JI. Hono, 3. JleHucoB. YCTaHOBIICHA YHHKAIbHAS AHAJOTHS PA3BUTHS MY3bIKH M HAYKH. JMOXAIb-
HBIC OTKPBHITHA XX BEKA, TAKHEC KaK CTPYKTypa aToMa, TEOPHA OTHOCHTEJIBHOCTH, KBAaHTOBAI MCXAHUKA U Jp., B
KOpPHE M3MECHHBIINE HAIIC MUPOOIIYIIEHNE, OTPA3HINCh M HA passurun My3biku. Ecom M. C. bax - ato Y. HerotoH B
Mmy3bike, T0 K. [IItokxay3eH - 3170 A. OiHmTeHH. DCHOMECH MY3BIKH - HC 00CTOATCIBCTBO CIYIANHOCTH, A IPOSBJIC-
HHE 3aKOHOMEPHOCTH, APATOLECHHBIC, OAYXOTBOPAIOIIME IIOABI YEIOBEYECKOTO BCE PACHIMPAIOIIEIOCH KPyrosopa,
MHpOBO33peHms. [Toka3aHo, YTO My3bIKAIBHOE MCKYCCTBO SBOJFOLHOHUPYET, M caM (PEHOMEH MY3BIKH OCTa&TCS KO-
BAPHAHTHBIM. A My3bIKaIbHASA ()OPMA ECTh MPUHIIUIL, KOTOPBIH OTPAXKAET B ceOEe KIFOUCBBIC M YHHUKAIbHBIC SBICHUS
MHPOBO33PEHHUS SMOXH.

KimoueBsbie cioBa: nonu(oHI, COHATA, TOHATBHOCTD, THANCKTHKA, TH((DY3UI KYJIbTYP, TEOPUSI OTHOCHTCIIb-
HOCTH, KBAHTOBAsI MEXaHHKA, T0JCKA(DOHNUS, CEPHATM3M, IIPOCTPAHCTBO M BPEML




