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Sound identity as a phenomenon.
Research on the cultural significance
of music in ethnic and subcultural communities

Abstract. The topicality of the issue of developing and reflecting the identity of various ethnic and subcultural groups
by music is conditioned by the importance of preserving the unique heritage of the world for subsequent generations.
The purpose of the study was to highlight the means by which music reflects the original code of communities, and
the mechanisms for its modernisation. To achieve this goal, the study analyses the means of reflecting and renewing
ethnic and subcultural identity; compares and synthesises them in the context of 21 century artistic practice. The
results of investigating the topic indicate that the music of different ethnic groups and subcultures concentrates
their identity and is open to modernisation due to the presence of such factors as: tools, timbre, texture, style of
interpretation, genre, compositional form of works; relationship with global society; integration into the sphere of
information and communication technologies; dialogue between different ethnic groups and subcultures; synthesis
of their own unique features and characteristic features of other communities. The renewal of the music of one of the
ethnic groups of China (Yunnan) took place through the synthesis of its traditional and European tonal and functional,
genre and structural, and timbre systems. Aspects of modernisation of the musical traditions of the Azerbaijani ethnic
group (mugham) are the transformation of texture through linear polyphony and complex chords, timbre renewal
through the use of symphony orchestra instruments. The enrichment of the folklore of the local culture of the Cossacks
of Ukraine was implemented through the timbre sphere, where, in addition to male voices, musical instruments of
various types and texture sound, through a polyphonic choir and orchestra, structural and compositional, in the
context of which the song turns into a vocal and symphonic miniature. The music of church communities in Europe,
in particular, Great Britain, and the United States of America, on the example of the world-famous song “Amazing
Grace”, has passed the path of its renewal through interaction with the style of jazz and its varieties of later times,
achievements of academic, pop music, the main elements of which are a certain style of vocals, its accompaniment by
a number of acoustic, electronic instruments and chords of a complicated system of the 20" and 21% centuries
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INTRODUCTION
The need to investigate the topic of the reflection in music
of the nature of thinking, artistic perception of the world
by a particular ethnic group or subculture is conditioned
by the importance of the creative heritage of various so-
cieties and population groups in the context of the world
humanistic thought of the 21 century. The problem of
the study is that the process of transformation of musical
primary sources of ethnic and subcultural communities,
the key components of their renewal, the general pano-
rama of the synthesis of traditions and innovations in
musical art, the foundation of which is the folklore of eth-
nic groups and subcultures, remains not yet illuminated.

According to the findings of I. Egorova (2024), na-
tional music contributes to the development of cultural,
more broadly - spiritual self-consciousness of the young-
er generation belonging to a particular ethnic group. This
happens in the conditions of the educational system of
the 21% century, where the key importance is based on
the main structural components of self-awareness, stu-
dents’ assimilation of the history of the origin of works,
intonation and figurative analysis of works, identifica-
tion of specific national fret and harmonic features of
the musical language of the work, the development of
the ability of adolescents to identify with the musical im-
age, hero, connection with other types of art, focus on
emotional perception and assimilation of national cul-
ture, the use of aesthetic categories in the assessment of
national musical art, the development of the main areas
of manifestation of national self-awareness by means of
national music.

The role of music education in the development of
sound, cultural, and spiritual identification is empha-
sised by I. Ramadani (2017). The researcher claims that
music, as always, was and is integrated into the social life
of mankind. It is directly related to its technical develop-
ment and policy. Musical art is a reflection of a certain
society and contributes to the transformation of the val-
ues of an ethnic group or subculture into a global phe-
nomenon. At the same time, it concentrates the unique-
ness and originality of ethnic groups and subcultures
that absorb certain elements of global achievements of
civilisation, while remaining bright and filled with their
own content. M. Sidir (2023) highlights the main ideas
about national identity in world and Ukrainian scientific
thought. In particular, the researcher considers music as
a means of forming national mental attitudes. In this, it
opens the foundation for combining art and the social
climate of society, which contributes to the awareness
of own belonging to a particular national and cultural
group with its unique musical and symbolic thesaurus.

According to A. Arblaster (2002), categories such as
patriotism and traditional spiritual values are becoming
increasingly important in the context of revealing indi-
vidual musical identity, where authenticity and origi-
nality are concentrated. They are inherent in individuals
(Weber, Chopin, Glinka, Sibelius, Bartok, Williams) and
in the schools of composition of different countries as a
whole. E. Asaqli and M. Masalha (2020) emphasise the
role and significance of folklore as an artistic symbol that
exposes negative trends in the life of society. In particular,
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these include corruption and loss of moral values that
contribute to the self-identification of both society as a
whole and its individual groups (subcultures). Thus, the
creative heritage of ethnic groups, including music, can
become a means of ideological struggle for the salvation
of the nation and its prosperity.

Musicologists S. Panapitiya and R. Nethsinghe (2023)
point to the need to study the folklore of ethnic groups,
which is gradually disappearing, using the example of
Sinhala folk songs. According to them, measures to pre-
serve it can not only protect the unique culture of small
peoples, but also open up one of the parts of a wide pan-
orama of world musical art. According to P. Dutta and
K. Kikhi (2016), folklore, in particular, musical folk herit-
age, is the foundation for the manifestation of self-iden-
tification of ethnic groups and subcultures. It has the
functions of reflecting the emotional state, feelings of the
individual and connection with the cultural and spiritual
atmosphere in the life of previous generations. An ex-
ample of this is the practice of Jingrwai Iawbei, which is
traditional for the people of Kongtong (Meghalaya). The
task of highlighting the sociological significance of musi-
cal folklore becomes urgent, since it extremely enriches
culture in general.

However, the problem of updating the musical art
of ethnic groups and subcultures in the 215 century still
remains unsolved. The purpose of the study was to high-
light the system of means of reflecting the original code
of communities by music, and the mechanisms for its
modernisation. The tasks were focused on investigating
the principles of developing materials of ethnic and sub-
cultural art, revealing the mechanisms of its implemen-
tation, and obtaining information about its effectiveness.

The study considered the processes of transforma-
tion of the music of ethnic groups and subcultures, the
means of their reflection in the academic sphere, and the
result of their presence in art. First, the musical sources
inherent in the sphere of traditional creativity and prac-
tice of composers of the 20® and 21° centuries were col-
lected. This opened the way to identifying the specifics
of the musical (intonation and rhythmic) composition
of works and the means of transforming the musical
heritage of ethnic groups and subcultures. Through the
discovery of the musical composition of the traditional
heritage and the means of its modernisation, it was pos-
sible to separate the elements of world musical creativ-
ity, based on which samples of music of ethnic groups
and subcultures received an enriched sound. Knowledge
of these elements became the basis for systematising
the key components of the phenomenon “sound iden-
tity of ethnic groups and subcultures”. With the help of
this systematisation, the process of gradual updating of
archaic examples of music was tracked. Sources of tra-
ditional music from countries such as China, Azerbai-
jan, Ukraine, the United Kingdom, and the United States
of America were chosen as the basis for the study. This
choice was conditioned by the fact that these states rep-
resent a unique geographical, cultural, and historical
belt covering most of the world, in particular, Asia, Eu-

rope, and America.



Sound identity as a phenomenon...

MUSIC OF ETHNIC GROUPS

AND SUBCULTURES AS APHENOMENON
AND ASPECTS OF ITS RENEWAL
ON THE EXAMPLE OF CHINESE ART
Music, reflecting the sound culture of ethnic groups, has
passed through a process of deep multi-faceted renewal
in the 21% century. It is concentrated in reflection of think-
ing that is unique for each nation, manifestation of the
original mentality of ethnic groups and subcultures, re-
flection of their spiritual culture, traditions of education
and aesthetic development that have been formed over
the centuries. The music of individual ethnic groups and
subcultures becomes a way of transmitting such aspects
as the temperament and emotional state of their repre-
sentatives. It is a means of realising their inherent ideas,
desires, and expectations for the implementation of these
phenomena in the form of certain intonations, rhythms,
timbres, and manners of their presentation by interpret-
ers. All of them and the means of their implementation
are patterns as a musical, social, and moral portrait of
a particular culture. Their content becomes a guide for
people to understand their belonging to a particular eth-
nic group or subculture. This contributes to their identifi-
cation in the context of a global society.

Music of different ethnic groups and subcultures is
able, on the one hand, to preserve its unique bright con-
tent, on the other hand, to adapt achievements of human-
ity in the 20® and 21* centuries through the presence of
traditional, acoustic academic and electronic musical
instruments in the performance of samples of ethnic and
subcultural creativity, their integration into the sphere of
information and communication technologies, interac-
tion and interrelation with global society through festivals
of ethnic and subcultural music, including internation-
al level, dialogue between different ethnic groups and
subcultures, synthesis of their own unique features and
characteristic features of other communities and groups.
Music serves as an integral part of life, both in the world
society as a whole and in its individual groups, subcul-
tural and ethnic associations, accompanying such are-
as as everyday life, education, spiritual practice, and the
transmission of concepts of life and its key components. It
also helps to reflect the ideas and emotional state of both
an individual and a social group in a form that protects
against persecution by state authorities, political pressure,
and repression. Thus, music will unite people into a single
ethnic or subcultural society based on common needs.

There is a tendency for the musical heritage of ethnic
groups and subcultures to reach the level of profession-
al national creativity, when academic works of various
scales, genre forms, and composition of performers are
compiled based on intonations and rhythms belonging
to a particular ethnic group or subculture. In such cases,
the ethnic and subcultural framework retains its unique
code, transforming through the means of the arsenal of
academic music, extremely enriched by the 21 century.
The relevance of the means of broadcasting ethnic and
subcultural creativity becomes obvious. It is an integral
complex system, the elements of which are deeply inter-
connected. These include live authentic interpretation,
academic performance, pop-style presentation of musical
material, software-based performance, and interpretation
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that synthesises the listed components. Chinese folk mu-
sic culture conveys a philosophical concept of nature and
worldview. This aspect is clearly reflected in the songs of
various ethnic groups of the country. Among them, sam-
ples of folklore of Yunnan province became known. An
example of this was Zhu Jianer’s “Five Yunnan folk songs”,
which was written for piano in 1962. It includes “Moun-
tain Song”, “Shepherd’s Tune”, “Song of Riddles”, “Waves of
the Red River”, “Sparrow’s Nest on the Xixiang Dam”. It is
possible to trace a deep reflection of the foundations of
traditional music, in particular, pentatonics. The fret sys-
tem and rhythms of this ethnic group are also unique. The
frets of traditional Chinese music are a group of five sound
ranges: Gong, Shang, Qiao, Zhi, Yu (Fig. 1).
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Figure 1. Fret system of traditional Chinese music
Source: compiled by the author

“Gong” completely coincides with the sound se-
quence of major pentatonics. The frets “Zhi” and “Shang”
are close to it. “Zhi” differs from the “Gong” system in the
sequence of steps: instead of the classical chain (I-II-III-
V-VI), one of its variants (I-II-IV-V-VI) is used. The “Shan”
system is based on the sequence I-II-IV-V-VII. It should
be noted that these frets (“Zhi” and “Shang”) can be the
basis of works in the minor version of pentatonics. Cor-
responds to the scale of minor pentatonics fret “Yu”. The
“Qiao” system (I-III-IV-VI-VII) became close to it. Howev-
er, the development of academic national culture became
the foundation of its renewal through the unification of
the above-mentioned fret system and the European ma-
jor-minor, the transformation of compositional form and
genre direction through the transformation of folk songs
into an instrumental suite for piano, the emergence of a
rich palette of new timbre colours, the dynamic develop-
ment of material belonging to the ethnic primary source.
Traditional music of China, as well as other different coun-
tries of the world, has received a new life due to its enrich-
ment in terms of texture and timbre, musical form and
means of broadcasting to listeners.

MODERNISATION OF TRADITIONAL MUSIC
OF AZERBAIJAN, UKRAINE, GREAT BRITAIN
AND THE UNITED STATES OF AMERICA
The basis of oral professional music in Azerbaijan was
monody. This type of musical composition is conditioned
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by the nature of thinking of the inhabitants of the Middle
East. It reflects a person’s communication alone with the
Lord, prayer to Him. The monody was performed both vo-
cally and instrumentally. One of the most famous instru-
ments of this area throughout history was the tar. Both
types of interpretation were distinguished by the richness
of various intonation and rhythmic figures, which repre-
sent a unique form of national melismatics, reminiscent
of forshlag, trill, rehearsal of a certain tone of melody. The
ethnic traditions of Azerbaijan also led to the creation of
music within a certain original fret system. Its foundation
is based on seven sound rows (Fig. 2).
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Figure 2. Fret system of Azerbaijani folk music
Source: compiled by the author

A certain part of them is closer to the major formed
in classical music. It is approached by frets called “Rast”,
partly “Segah”. However, a larger number reminds listen-
ers of a minor. In particular, the character of its sound is
reflected by frets called “Shur”, “Bayati-Shiraz”, “Charg-
yah”, “Shushter”, “Humayun”. Attention is drawn to the fact
that there is a certain semantic orientation in the context
of each of the listed frets. “Rast” conveys a picture of light
and joy. “Shur” broadcasts a cheerful, courageous mood.
“Segah” reflects the feeling of love, lyricism. “Bayati-Shi-
raz” conveys the mood of deep philosophical reflection,
meditation. “Chargyakh” — a system that concentrates a
sense of impulse, passion. “Shushter” serves as a system
that conveys the mood of sadness. “Humayun” conveys
these feelings even more deeply. Due to the progressive
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position of the classic of musical culture of Azerbaijan -
Uzeyir Hajibeyli — the country’s ethnic music has been ex-
tremely enriched with the achievements of world culture.

Among the aspects of modernising the musical tradi-
tions of the Azerbaijani ethnic group, the accompaniment
of melody as a folk primary source, a bright harmonious
line, timbre renewal of intonation and rhythmic material,
which uses instruments of the symphony orchestra, ac-
ademic singing voices, genre and structural transforma-
tion, based on which the work of professional music of the
oral tradition — mugham - becomes a symphonic poem,
are relevant. In 1948, the famous Azerbaijani composer
Fikret Amirov wrote a piece for the symphony orchestra
called “Shur”. It reflects the structural principles of the
large-scale traditional form of “destgah”. This is a sequen-
tial movement to the climax, in which the composer gives
an alternation of certain sections based on their charac-
teristic main tones.

The folklore of the Cossack community of Ukraine has
also undergone profound changes. Its masculine intona-
tion and clear, syncopated, rhythmic pattern became the
foundation of one of the spheres of compositional crea-
tivity of the 20" and 21* centuries. A. Sukhoi created the
song “Sleep, Little Cossack”. In 2019, VM. Hrytsyshyn, the
author of many choral works, including those written for
the Revutsky Chapel, made an original arrangement for
the H. Maiboroda Bandura Choir. It shows a bright palette
of timbres of the male choir and orchestral composition,
where in addition to bandura quartets, instruments such
as clarinet, trombone, cymbals, xylophone, windchains,
snare drum, accordion, mandolin, and double bass are
used. The sound of the instrumental introduction, where
the imitation of walkers is listened to, subtly conveys the
symbolism of the life and exploits of a Cossack — a hero
and defender of his land. Thus, the modernisation of the
folklore of this local culture was realised through its tim-
bre, texture, structural and compositional transformation.

The sacred music of Great Britain and the United
States of America has undergone a profound transforma-
tion. Its implementation was facilitated by such factors as
the geographical distribution of tunes on different con-
tinents, including Eurasia, America, Australia, Africa and
penetration into the named sphere of jazz styles and its
varieties of later times, the enrichment of the church vocal
primary source with achievements of academic and pop
music through the transformation of the vocal part and its
accompaniment by a number of academic and electronic
instruments, chords of European major-minor, and com-
plicated systems. The concept of glorifying the Lord, his
actions, and creations, which is the foundation of spiritual
musical culture, is now easily perceived by audiences
around the world, regardless of religious tradition. Using
the example of the world-famous Christian hymn “Amaz-
ing Grace’, created in 1779 by the poet and priest from
Great Britain John Newton, it becomes possible to track
the path of its renewal by enriching the timbre palette of
sound. The process of its stylistic and textural transforma-
tion is opened by the Jehovah Shalom Acapella ensemble.
The song is distributed all over the world, in particular,
in the United States of America, where it became one of
the most popular spiritual tunes and received a new stage
birth performed by the Heritage Singers collective.
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Thus, the example of samples of the musical heritage
of individual ethnic societies and subcultures shows the
uniqueness of the code of their original sources and high-
lights the entire complex process of their transformation
into academic compositions while preserving the roots of
traditional art, which helps to transmit its ideological and
spiritual aspects to the global society of the 21 century.

ISSUE OF UPDATING THE KEY

COMPONENTS OF THE MUSICAL ART

OF ETHNIC GROUPS AND SUBCULTURES

IN THE SCIENTIFIC LITERATURE
The study of folklore traditions inherent in different re-
gions of the same country contributes to the develop-
ment, improvement of the level of general cultural ed-
ucation, and the fostering of literacy among the local
population and people of other states. An example of this
is music by Gambus Paser (Indonesia), which is character-
ised by the style of pentengan (picking technique) and the
lyric of Gambus song (Gunawan, 2021). Musical art of eth-
nic groups and subcultures can not only to reflect people’s
emotions, but also to regulate them, to promote healing
as an individual, and society as a whole. That is why it is
an integral part of the daily life of the Bapedi people, in
particular, it preserves the importance of the foundation
of cultural and religious rituals, social ceremonies and
celebrations. Music and culture are closely linked, repre-
senting the foundation for building social cohesion, pro-
moting wise behaviour, and spreading moral and ethical
values (Lebaka, 2019). This concept coincides with the re-
sults of the study, since it concentrates the most important
characteristics of the musical heritage of ethnic groups
and subcultures in general. This idea is also reflected in
the research devoted to the Xhosa culture. In particular,
such functions of ethnic music as religious, social, cultur-
al, ritual, and moral are emphasised. In addition, accord-
ing to researchers, it is used to calm or receive affection
from ancestors (Izu & Villiers, 2021).

In the field of musicology, attention is drawn to the
need to use traditional texts, which were the basis for
creating songs of ethnic groups and subcultures. This
will help to correctly understand their ideological con-
tent and correctly interpret them as an original version
and an adapted version in the form of spiritual tunes and
hymns (Zulu traditional hymns (iCilongo Levangeli)). It
plays a vital role in expressing God’s feelings and, at the
same time, illuminates the historical context of hymns,
the situation in which they were created (Yende, 2021).
The Christian hymn “Amazing Grace” retains its original
literary text in different countries, stylistic versions, and
interpretations. The ideological, social, and political sig-
nificance of the modernised version of the music of eth-
nic groups becomes relevant. Thus, the creation of Enoch
Sontonga, in particular, the hymn “Nkosi Sikelel’ iAfrika”
concentrates spiritual symbols of cultural resilience, so-
cio-political resistance and social transformation in South
Africa (Yende, 2023). It becomes obvious that the music
of ethnic groups or subcultures is established into a cer-
tain fund for the implementation of human needs for
freedom, well-being, and prosperity through its synthesis
with the traditions of spiritual culture, in particular, Chris-
tian. Examples of this are church choirs and South African
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Freedom songs. 21%'-century research shows that the iden-
tity of a particular ethnic group or subculture is largely re-
lated to musical preferences. In particular, parishioners of
the Apostolic Church of St. Matthew, the Mafofa Congre-
gation in Sekuhune district (Limpopo province in South
Africa) use music to understand themselves, to identify
themselves, both internally and externally, through the
integration of their own music, dance, and instrumental
playing in the church (Lebaka, 2018). As evidenced by
E.A. Omulupi and N.A. Masasabi (2021), the perspective of
spiritual musical art and traditional music is to find a bal-
ance between the canons of church creativity and various
idioms of indigenous peoples. Using the example of the
musical atmosphere of Anglican churches in Kenya, re-
searchers suggest that the leaders of their choirs compose
spiritual hymns in the traditions of the corresponding
musical styles of Luhiya. In particular, they recommend
preserving elements such as performance style, harmo-
ny, rthythm, texture, shape, and structure. This can help in
localising their own experience of serving in the church.
Music science of the 21 century shows a deep interest in
the religious traditions of individual ethnic groups and
on a global scale. In particular, researchers try to cover
in detail such aspects of this phenomenon as the racial
and ethnic identity of religious culture, its manifestation
among the female and male population, spiritual music
therapy (and medical ethnomusicology), music of the lo-
cal spiritual tradition (Wiebe, 2021). All these aspects play
an important role in creating the phenomenon of “musi-
cal identity of ethnic groups and subcultures”.

RESEARCH OF MECHANISMS FOR
MODERNISING THE MUSICAL HERITAGE
OF ETHNIC GROUPS AND SUBCULTURES

IN THE CONTEXT OF MUSICOLOGY

The process of updating the traditional music language
is reflected in a number of principles for creating compo-
sitional content of the 21% century. Thus, a certain num-
ber of Guizhou ethnic groups (Miao, Dong, Yi, and Shui),
which connects national heritage and innovative technol-
ogies, synthesises instruments, melodic motifs and rhyth-
mic models outside of individual ethnic styles.

Such a cultural phenomenon, on the one hand, pre-
serves the identity code of ethnic groups, on the other
hand, it catalyses musical evolution (Huang, 2024). This is
confirmed in the study, through the results of an analysis
of the modernisation of ethnic primary sources of Yunnan
province (Zhu Jianier, “Five Yunnan Folk Songs”). It is be-
coming relevant to preserve the traditions of ethnic musi-
cal art and its broadcasting to the next generations. Thus,
five ways to implement such a project in the museum were
found. Among them are sound as a lecture, sound as an
atmosphere (soundtrack), sound as an artefact, sound as
art, sound as crowd curation (Cortez, 2021). This idea be-
comes promising, due to its multidirection in relation to
such a phenomenon as the “sound basis”. This ensures the
interest of a wide global audience in the materials that are
broadcast, including the musical heritage of ethnic groups
and subcultures. Musicians of neighbouring ethnic groups
tend to combine their creative traditions, in particular into-
nation, rhythmic, instrumental and timbre nature. An ex-
ample of this is the dance compositions of Zupanochoria,
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various geographical areas of the Greek parts of Epirus
and Macedonia. Sometimes it becomes drive for disputes
between representatives of different cultures regarding
the ownership of musical primary sources. That is why a
scientific investigation of the folklore of each country, its
ethnic groups, and subcultures is required (Kyratsou et
al., 2021). Musicology offers a progressive and promising
trend that promotes effective, deep and multifaceted dis-
closure of the culture of ethnic groups and various groups
of society (in this case, refugees from Afghanistan living
in Austria). This is becoming the flexible direction of mu-
sical ethnography of this century (Kolbl, 2021). As stated
by I. Maulana et al. (2023), a sense of cultural identity in
general, and music in particular, has a direct impact on
the creation of an industry and market associated with
this area. For example, Minang migrants outside West Su-
matra contribute to the spread of their ethnic pop music
through the organisation’s business. This not only “pro-
vokes” the interest of foreign listeners in the unique musi-
cal heritage, but also brings dynamics to the development
of the economy. This position extends the boundaries of
the phenomenon of “sound identity of ethnic groups and
subcultures”, which becomes not only the foundation for
preserving the folklore heritage of peoples, but also cre-
ates a certain economic branch.

The panorama of ethnic music, in particular, Mongo-
lian, includes the traditions of Buddhism, combined with
the achievements of the 20™ and 21 centuries. Its evolu-
tion consists in updating the various melodic, rhythmic
and tonal qualities inherent in Mongolian musical gen-
res and styles Hulunbuir, Xilingol, Ordos and Alxa, which
highlights regional differences and stylistic variations.
Using the creative work of artists Tenger, Han Lei, and
Dege Ma, researchers reveal the mechanisms of integra-
tion of Mongolian ethnic music into Chinese pop music
and highlight the importance of studying Mongolian eth-
nic music as a source of dialogues between neighbour-
ing cultures and preserving their own national heritage
(Yang, 2024). It is also obviously important to define the
concepts of “cultural identification” and to preserve cul-
tural sustainability in the era of globalisation. This can
be done by communities of cultural activists working to
support ethnic traditions, inherit the diverse and lasting
riches of ethnic art, and realise a connection with the land
of their ancestors, their language, spiritual practice, and
knowledge. “Cultural identification” is thus revealed as a
dynamic social construct that is associated with a num-
ber of aspects. Among them, language, culture, history,
and social context are particularly important. It becomes
amechanism of “self-representation” in the context of the
21t century (Jati, 2023). This concept is clearly reflected in
the example of the works of Zhu Jianier, E Amirov, V. Grit-
syshyn, whose music has passed the path of renewal and
at the same time preserved its unique ethnic cultural code.

According to the study by O. Sapozhnik (2024), the
music of subcultures, in particular “rock”, concentrates the
ideals and mental and ideological institutions of listen-
ers around the world and Ukraine. This makes them the
foundation of the processes of national identification, on
which, in turn, an ethno-national mentality is formed. It
finds its manifestation in the names of works and groups, in
the use of folk traditions, folklore themes, regional motifs,
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dialects in the vocal and instrumental rock sound of
Ukrainian origin. In this way, there is not only the preser-
vation of national and cultural identity, but also the spread
and popularisation of the Ukrainian subcultural group in
the world art space. The study of ethnic music contributes
to solving socio-economic, technological, political prob-
lems, and educational issues of the 21% century (Nnam-
ani, 2019). It becomes the basis for overcoming the risks
of inculturation, in which representatives of certain ethnic
groups in other countries lose touch with the roots of their
culture. At the same time, knowledge of the traditional
heritage of ethnic groups and subcultures reveals not only
their history, but also symbols of the political struggle of
peoples for independence (Matsilele & Msimanga, 2022).
In addition, it testifies to the huge influence of musical art
on the physical and emotional state of a person, forms, in
turn, the foundation of the development of society, its phi-
losophy, thinking, culture of relationships, ideas and val-
ues, lifestyle (Nwankpa & Okunade, 2021). Music of ethnic
groups and subcultures serves as a mechanism for positive
changes in the life of society, because, according to scien-
tists, it is created to make people happier (James, 2023).
On the other hand, its preservation in the context of the
21% century is facilitated by the concept of “recluse”, which
is followed by an ethno-musician (Zhao, 2023). All the re-
viewed materials are of great importance for music knowl-
edge of the 21* century, regarding issues of ethnic and
subcultural artistic heritage.

CONCLUSIONS
The study found that the music of different ethnic groups
and subcultures reflects, preserves, and updates its
unique code through the presence of traditional, acous-
tic academic and electronic musical instruments when
performing ethnic samples, subcultural creativity, their
integration into the sphere of information and communi-
cation technologies, interaction with the global society of
the 21% century via ethnic festivals, subcultural music, di-
alogue between different ethnic groups and subcultures,
synthesis of their own unique features and characteristic
features of other communities. The mechanisms of devel-
opment of the musical art of an ethnic group on the ex-
ample of music from China, Azerbaijan, Ukraine, Great
Britain, and the United States of America and subculture
on the example of one of the genres of sacred music were
highlighted. These include transformation of timbre, en-
richment of texture, expansion of interpretation style,
variety of genres, and compositional form. A new sound
quality of traditional Chinese music was discovered due to
its integration into the European tonal and functional sys-
tem and timbre, genre, and structural transformation of
folk songs into an instrumental suite for piaNo. A number
of aspects of the modernisation of the musical tradition of
the Azerbaijani ethnic group were revealed, which include
the accompaniment of the folklore primary source with a
complex harmonic line and timbre renewal of intonation
and rhythmic material and its genre and structural trans-
formation. The components of modernisation of folklore
of the local culture of the Ukrainian Cossacks were identi-
fied. This is its timbre, texture, structural and composition-
al transformation. The means of renewing sacred music
in the United Kingdom and the United States of America
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were highlighted on the example of the world-famous the state of world musical culture, when combining its
song “Amazing Grace”. They are conditioned by the pene-  various spheres into a single space.
tration into this sphere of jazz styles and its varieties of lat-
er times and the enrichment of the church vocal primary ACKNOWLEDGEMENTS
source with the achievements of academic and pop music. ~ None.
Areas for further research are the development of vec-
tors for updating the traditional musical art of countries CONFLICT OF INTEREST
that were not represented in this study and forecasting None.
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3BYKOBa iA€HTUYHICTb IK PEeHOMEH.
Aocnip)XeHHs KyNnbTypPHOIro 3Ha4eHHS My3UKU
B €THIYHMX Ta CY6KyNnbTyPHMUX CMi/ibHOTaX

AHoTaUif. AKTYya/IbHICTh AOC/iIKeHHsT TPo0IeMH (hOPMyBaHHs Ta BioOpaskeHHsT My3UKOIO iIEHTUYHOCTI Pi3HUX
eTHIYHUX i CYOKYJIBTYPHHX TPyl 0OyMOBJIEHA 3HAYYIIICTIO 30epesKeHHs [JIsI HACTYNHUX MOKOJIHb YHiKaJIbHOI
CHAJIIMHU CBiTy. MeTa JOCiAKeHHsA MoJjATrana y BUCBITVIeHHI 3aco0iB BinjgsepkajieHHA My3UKOI caMOOyTHBOTO
Koy 001N H, Ta MexaHi3MiB Horo monepuisanii. JIjis1 i mocsirueHHs O6y/10 3po6J1eHo aHaJi3 3aco0iB Bigg3epKraneHHs i
OHOBJIEHHSI €THIYHOI Ta CYyOKYJIBTYPHOI iIeHTUYHOCTI; iX HOPiBHAHHSA Ta CUHTE3 Y KOHTEKCTI Xy OKHbOI TPaKTHKA 21
CTOJTITTA. Pe3yssraTyi BUBUEHHS TEMH CBi4aTh, III0 My3WKa PiI3HIX eTHOCIB Ta CYOKY/IBTYP KOHIIEHTPYE iX CaMOOYTHICTh
Ta BiIKpHUTAa A1 MOJepHi3amii 3aBsKN IPUCYTHOCTI TaKKUX (paKkTOpiB, AK: iHCTpyMeHTapili, TeMOp, pakTypa, CTUIB
iHTepIperanii, skaHp, KOMIO3UIiliHa (hbopMa TBOPiB; B3a€EMO3B’I30K 3 WIOOAJBHUM COIiyMOM; iHTerpartiis B cepy
iH(popManiifHO-KOMYHIKaIIHHUX TEXHOJIOTIH; AiaJlor MiXK Pi3HUMU eTHOCAaMU Ta CYOKYJIBTYpaMH; CHHTE3 BJIACHUX
HEMOBTOPHUX PHUC Ta XapaKTepHUX 0COOJIMBOCTEl iHIINX CHiJIbHOT. OHOBJIEHHS MY3UKHU OJHI€l 3 €THIYHUX I'pyn
Kuraro (IOHBbHaHB) BinOy/I0Ccs 4epes CHHTES 1l TPAIUIIHOI Ta EBPOITEHChKOI TOHAJIBHO-(YHKIIIOHATBHOI, 3)KaHPOBO-
CTPYKTYPHOI, TEMOPOBOI CHCTeM. ACTIEKTH MOJEpPHi3aIlil MySHYHNX TPATUIliil a3epbaisKaHCHKOTO €THOCY (Myram)
e TpancgopMmaris ¢pakTypu yepes JiHeapHe 0AraToOroJI0CCs Ta CKIIAJIHY aKOPIUKY, TeMOpPOBE OHOBJIEHHSI 3aBIISTKA
BHUKOPHUCTAHHIO iHCTPYMEHTIB cUM(OHIYHOrO OpKecTpy. 36araueHHs (OJBKIOPY MICIIeBOI KyJIBTYpPU KO3aIlTBa
Ykpainu peasnisyBasacs uyepe3 TeMOpoBy cepy, Ae OKpiM 40I0BiYMX r0JI0CIB 3By4YaTh My3WYHi iIHCTPYMEHTH Pi3HOTO
Ty % ¢GaxkTypHy, yepe3 6araroroJ0CHUI XOp Ta OPKeCTpP, CTPYKTYPHO-KOMIIO3ULiHHY, B KOHTEKCTi AKOI IicHA
IIepeTBOPIOETHCSI HA BOKAJBbHO-CUM(OHIYHY MiHiaTIopy. My3uKka IepKOBHUX OOIIMH €Bpomnyd, 30KpeMma, Benukoi
Bpuranii, Ta Cnonydyenux IlITaTiB AMepuKu, Ha IIPUKJIaAi BCeCBITHBO BifoMol micHi «Amazing Grace», npoumuia
IIJISIX CBOT'O OHOBJIEHHSI Yepe3 B3AEMOJIII0 3i CTUJIEM PKa3y Ta MOr0 PisHOBUJAMHU Mi3HIIIIOTO Yacy, JOCATHEHHSIMH
axkajeMiyHOi, ecTpajgHOi MYy3UKHU, TOJOBHI eJeMeHTH AKOI Ie NMeBHUHU CTUJIb BOKATIy, MOT0 CYIpOBiA HU3KOIO
AKYCTUYHUX, €JIEKTPOHHUX iIHCTPYMEHTIB Ta aKOPAiB ycKJIagHeHoI cucteMu 20-21 CTOJIITh

KnouyoBi cnoBa: ¢o/bKII0p; TPaAKIliiiHa TBOPYiCTh; Ja0Ba CHCTEMa; KOMITO3UIIIHA CTPYKTYPa; KaHp; CTUITh
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