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MUSICAL REMIX AS A FACTOR OF FORMING OF RINGTONE CULTURE
PHILOSOPHY.

Avrticle purpose is considering the main differences between the remix (using mainly classical musical tematizm) and
other musical genres of similar orientation, his role and the place in formation and functioning of modern "ringtone" culture are
analysed. Methodology: this research relies on culturological, axiological, historiographic and genre approaches. Scientific
novelty: The problem of musical genres developing in popular music sphere is considering in concrete genre of remix (mainly of
classical themes and works). Conclusions. Falling down of axiological criteria in creating of works in this genre in comparison
with same genres in the past determines extraordinary falling down of musical taste and makes the passing and assimilating of
masterpieces musical works of the past impossible. Due to the problem of rising speeds of today life and limits of time for
aesthetical and self developing reveals the possibility of using the genres like remix as a surrogate of creative search. They form
the new approaches and philosophy of contemporary pseudocultural person within «ringtone» culture.

Keywords: «ringtone» culture, remix, transcription, arrangement.

Tazanoe Onez Hukonaegeuu, xanoudam mucmeymeosHascmed, ooyenm kKageopu @irocoii ma Kyremyporoeii
Hayionanvuoeo ynisepcumemy xopabaedyoysauns imeni aomipara Maxaposa.

My3bIKaJIbHBIA peMHKC Kak (pakTop popmupoBanus puinocodpun « PHHITOHHOW» KYJIbTYpPBI.

Leab cTaThy - pacCMOTPETh OCHOBHBIC PA3IHYHS MEXKITY PEMUKCOM (HCHOJIB3YIOIHM NPEUMYIIECTBEHHO KJIACCHYECKUIt
MY3bIKaJbHBIH TEMaTH3M) W JPYrMMHU MY3bIKaJIbHBIMH JKaHpaMM IMOXO0XKEH HaIlpaBIEHHOCTH, MPOAHATIM3UPOBATH €ro POJib U
MecTo B JOPMUPOBAaHUU U (YHKIHOHUPOBAHUU COBPEMEHHON «PUHTTOHHOI» KyJabTypbl. MeToX0JIOTHsI: JTaHHOE HUCCIICJOBAaHHE
ONUPAETCsl Ha KYJIbTYPOJIOTHUECKHH, aKCHOJIOTMYECKUi, ncTopuorpaduieckuii 1 sxkaHpoBblid noaxoapl. HayyHasi HoBM3HA.
[TpoGnema COBpEMEHHOTO pa3BUTHUS MYy3bIKAJILHBIX J)KaHPOB B c(epe JIETKOH U MOy ISIPHOI My3bIKH OJJHUMAETCS B 3TOW CTaThe B
KOHKPETU3UPOBAHHOM PAacCMOTPEHHMH JXKaHpa peMuKkca (TJIaBHBIM 00pa3oM KJIACCHYECKHMX TeM M INpOMu3BeleHHH). BbIBOABI.
CHIKEHNE aKCHOJIOTHYECKUX KPUTEPHUEB MPH CO3/IaHUM NPOM3BEICHUI B 3TOM KaHpE 110 CPAaBHEHMIO C TMOJ00HBIMH XKaHPaMH B
MPOLUIOM OOYCIIOBIMBACT PE3KOE MaJE€HHE MY3bIKaJbHOTO BKyca M JejlaeT HEBO3MOXKHOHM Iepefavdy M yCBOGHHE BBICOKHX
XY/IO’KECTBEHHBIX 00pa3IlOB MY3BIKH IpEAIecTBYIOMHUX 310X. C mpobieMol yCKOpeHHs COBPEMEHHOW JKM3HHM W HEXBaTKOH
BPEMEHHM JUIS 3CTETUYHOTO M JyXOBHOTO CAMOPA3BHTHS BO3HHKAECT BO3MOXKHOCTH HCIIOJIB30BAHUS KAHPOB THIA PEMHKCa KaK
cypporara TBopueckoro norcka. OHn GopMUPYIOT HOBBIE TIOAXOIBI M (PHIOCO(PHI0 COBPEMEHHOTO MCEBO-KYIbTYPHOI UesioBeKa
B paMKax «PUHITOHHOW» KyJIbTYpPHI.

KaroueBble ci10Ba: «pUHITOHHAS» KYJIBTYPa, PEMHUKC, TPAHCKPHIIIHS, apaHKUPOBKA.

Tazanos Onez Mukonaiiosuy, KaHOUOam MUCMEYMEO3HABCMEA, OoyeHm Kagedpu @Ginocopii ma Kyrbmyponoii
Hayionanvnozco ynieepcumemy xopabnebyoysanns imeni aomipara Maxaposa.

My3uuHuii pemikc sik ¢paxkrop popmyBanHs ¢isiocodii piHrTOHHOI KYJIbTYpPH.

MeTta cTaTTi - PO3IIISIHYTH OCHOBHI BIZIMIHHOCTI MIX PEMIKCOM (1[0 BUKOPUCTOBYE NEPEBAXKHO KIACHYHUH MY3WUHUI
TEMaTH3M) 1 IHIIMMH MY3WYHUMH JKaHPAMH CXOKOIO0 CHPSIMOBAHOCTI, MpoaHali3yBaTH Horo poip i micue y (opMmyBaHHI Ta
(YHKIIOHYBaHHI Cy4YacHOi «pIHFTOHHOI» KyJabTypH. MeTomosorifi: JaHe JOCIIDKEHHsS CIUPAEThCS Ha KYyJbTYPOJIOTIYHHH,
akcionoriynui, icropiorpadiynuii Ta xanpouii mixxonu. Haykosa HoBu3Ha. [Ipodiema cydacHOTo po3BUTKY MY3WYHHX JKaHPIB
y cdepi Jerkoi Ta momysaspHOT My3UKH IOCTa€ y Liil cTaTTi y KOHKPETH30BAHOMY PO3IIISlL )KaHPY PEMIKCY (TOJIOBHMM YHHOM
KJIACHYHHX TeM 1 TBOpiB).BHCHOBKH. 3HIMKEHHS aKCIONOTIYHUX KPUTEPiiB IpM CTBOPEHHI TBOPIB y IbOMY >KaHpPi B MOPIBHSAHHI 3
MOAIOHUMHU JKaHpaMHU Yy MUHYJOMY OOYMOBIIOE€ pi3Ke TaJiHHS MY3WUYHOTO CMaKy i YHEMOXXIIUBIIIOE Tiepeady i 3aCBOEHHS
BHCOKHX XYIOXKHIX MPHUKJIAIIB MY3HUKH MTOTIEPETHIX enox. 3 mpo0IeMoro IPUCKOPEHHS CyJacHOTO JKUTTS Ta HEBUCTAYaHHAM Yacy
JUISl €CTETUYHOTO Ta JYXOBHOTO CAMOPO3BUTKY BUHHKAE MOXKIIMBICTh BUKOPUCTAHHS JKaHPIB TUITY PEMIKCY SIK CypOraty TBOPYOTrO
momryky. Boru gopmMyroTs HOBI miaxoau i imocodiro cydacHOI ICeBAOKYNbTYPHOI TIOJUHH B PaMKaX «PUHTTOHHOD» KYJIBTYPH.

Kr040Bi cjioBa: «pUHTTOHHA» KyNbTypa, PEeMiKC, TPAHCKPHUIIIS, apaH)KyBaHHI.



Relevance of the research. The tendencies in the development of contemporary
music art represent a wide range for predictive research, since stylistic and genre diversity
does not reveal a dominant “mainstream” due to the complex poly-structural dynamics of
modern musical culture. Nevertheless, there are some phenomena and factors, which
influence the development of a large segment of musical styles and genres, not only
academic, but also jazz, electronic and other ones. One of these factors is the active use of
the “recognition effect” of a well-known musical work (more often the use of its most
characteristic element) in combination with new rhythm and timbre conditions for its sound.

In modern musical practice, this type of thematic transformation is called remix.

Purpose of the article. In this article we are examining the main differences between
remix (using predominantly classical musical themes) and other musical genres of a similar
orientation, we analyze its role, and place in forming and functioning of the modern
“ringtone” culture.

Presentation of the main material. In the ontological aspect, remix originates in the
middle Ages, using the canonical musical formulas of the Gregorian chant as originals for
the choral treatments of Renaissance and Barogue composers. Composer practice as a
phenomenon (with its authorship, numerous techniques, avoidance of plagiarism, etc.)
appears much later than the phenomenon of reformatting the canonical invariant of a musical
theme. The practice of borrowing musical material was so widespread that creation of a new
work at that time could be viewed in the aspect of “creative reflection”, rather than
“innovative modeling”.

The development and influence on the process of creating works of art of the
humanistic ideas of the Renaissance led to individualization of creative practice. In the XVI-
XVII centuries, more attention was paid to the personality of the creator of each work of art.
Strengthening of the egocentric component in the creative process served as the origin of the
notion composer, as of “a person who writes music, which previously did not exist and
begins to exist only as a result of reading the musical notation, created by the composer” [5,
238].

Further development led to the emergence of a wide range of compositional styles.
Each of them is original and recognizable. In the process of quantitative accumulation and
comprehension of knowledge about the sound nature and the musical structure associated

with it, there arise moments of the composers™ borrowing musical and thematic material



from each other for the purpose of further transformation or some other reading. There is a
number of genres that allow you to legally use the ideas of other authors in your work.
Among such genres, one can distinguish “Variations on a theme”, “Fantasies on a theme”,
“Transcriptions”. Moreover, transcriptions and fantasies entered the genre practice much
later than the variations. Recognizing the bright, memorable melodies from the works of
other authors already known, as a rule, attracted great attention to new genres and ensured
popularity of a new work among listeners.

Transcriptions® appeared in the 16th-17th century as a rearrangement of vocal works
for performance with musical instruments. But this genre reached its real blossom in the era
of late classicism and romanticism. First of all, it concerns the piano transcriptions by
F. Liszt, F.Busoni, later on by L.Godowski, M. A. Balakirev, S.V.Rachmaninov,
K. Tausig, as well as the violin ones by T. F. Kreisler. One of the brightest incarnations of
the genre of transcription in the twentieth century was, for instance, R. Shchedrin's ballet
suite “Carmen”. This is probably the most extensive example of transcription of the whole
symphonic and scenic work. It is interesting that while J. Bizet borrowed and adapted many
dance tunes for his opera from domestic melodies of his contemporary Spain, R. Shchedrin
re-adapted initially vocal a version of these melodies for ballet performance. As part of
adaptation to the ballet and stage performance conditions, the composition of the symphony
orchestra was significantly expanded due to a group of percussion instruments. In the music
itself there appeared new details, interesting rhythmic and sound-coloring solutions, and the
dance nature of this music comes to the fore. So, this is the manifest of great artistic value
and independence of creative design.

It is necessary to distinguish between the concepts of transcription and interpretation,
since interpretation does not imply changes in the fixed author’s text, but only sets different
logical and artistic emphases in a specific performing context. Transcription in its turn
captures rethinking of a musical idea in a modified note shape (text) incarnation.

Beside the artistic adaptation of work to another instrument, transcription has a
different meaning as well, i. e. “remaking a composition in order to simplify its performance
or for some other purpose” [6, 391]. In this case, transcription is considered not from an
artistic point of view, but from a utilitarian one. Simplification in the future becomes one of

the main factors of the “ring tone” culture, which will be discussed later on.



Another type of borrowing a melody is paraphrase (from ancient Greek, mopdappocic
— retelling). As a rule, the genre of paraphrase is closely connected with the themes of
famous operas or folk melodies. It uses the principles of variation, reduced (simplified,
eased) presentation, reduction, style transformation, etc. “Retelling” in this case does not
pursue preserving the original close to the text. Transfer of artistic meaning “in one's own
words” can have the widest range of assumptions. Very often such a transformation is aimed
at maximal possibility of assimilation of the source material by a wide audience, that is, the
goal is simplification and maximal accessibility.

Is it possible to consider an arrangement as one of the types of borrowing?

Obviously it is not. Since in the process of arrangement the main criterion is the
authenticity of the idea, and the very authorship of the work is preserved, so the very fact of
borrowing is absent. As an example, we cite a brilliant arrangement by M. Ravel of “Pictures
from an Exhibition” by M. Mussorgsky. The symphonic embodiment of this work provided
it with new colors and showed new facets of this music. Is this a transcription, an adaptation?
To some extent it is, but with the proviso that adaptation in this case is aimed at enhancing
the potential of the original, rather than adapting to limited performance opportunities.

But let us go back to the notion of remix we talked about at the beginning. The
musical practice of the late twentieth century split up into so many stylistic trends, as well as
a large number of socio-cultural musical layers, each having its own laws of development, its
tendencies and transformation factors.

Remix® of academic music “preserves” the most popular musical ideas, presenting
them in a simplified form and an extremely “adapted” shape. First of all it refers to the dance
style of remixes, which reduces perception of the most beautiful samples of musical art to
their assimilation through active muscle activity or an obsessive and lapidary rhythmic
construction, “imprinted” in consciousness with a melodic skeleton of an academic
masterpiece. Thus, remix became a vivid exponent of the kitsch culture in the music sphere.

A wide range of modern “sounding space” is covered by the so-called light music,
using a whole arsenal of instruments and methods that allow creating an illusion of
involvement with the high art in the widest possible audience. One of such methods was
simplification and “de-aesthetization” of masterpieces of classical and academic music in the
modern media market. Vulgarization of high aesthetic criteria of art is one of the distinctive

features of the kitsch culture. Although, according to T. Adorno, “kitsch, like a dwarf, eludes



any definition” [1, 345], in our opinion, it is possible to quote one of the expressions of
Clement Greenberg, characterizing the essence of this phenomenon: “Kitsch is a product of
the industrial revolution that urbanized the masses of Western Europe and America and
established what is called universal literacy” [4, 40]. It seems curious that musical remix,
unlike paraphrase, transcription and other genres existing in academic music and having high
artistic designs, uses some borrowed musical material as a “hook™ to keep the listener's
attention on that surrogate “musical product”, which has nothing to do with artistry.

The reasons for advent of such a genre as remix rely primarily on the absolutized
concept of visibility (Fasslichkeit). In order to explain the negative role of such
absolutization, it is necessary to turn to the theory of knowledge. Modern system of
education seeks to avoid submitting material in the form of any abstractions, because abstract
thinking requires a certain work of thought, a certain tension in the process of building
associative abstract connections. Another thing is a visual image. It is grasped instantly, it is
simple, iconic, it does not require special analysis and comparison with anything other than
yourself. Visibility as an instrument is a very good helper at a certain stage. Jesus Christ,
when preaching, turned to images that were understandable to the common people for a
brighter understanding of those truths that formed the basis of the Christian teaching. It was
this type of “clarity” that Anton Webern had in mind when he said that “visibility
(Fasslichkeit) is the highest law of every expression of thought” [3, 23]. In the context of the
above-mentioned genres (variations, paraphrases, etc.) using borrowings to obtain a new
work of art, it is necessary to recognize the validity of the views of A. Webern, who pointed
out that the best way to achieve visibility was “... by means of repetition. This is the basis of
all form making; all musical forms are built according to this principle” [3, 31].

However, the attempt to reduce complex concepts and subtle aesthetic and ethical
structures to a trivial (quasi) analogue using the method of accessible visualization is a dead
end leading to the degradation of abstract thinking and, as a consequence, to a general social
and cultural decline.

Considering remix as a “visualization tool”, we do observe A. Webern's principle of
repetition in the most primitive aspect of its use. Instead of serving the recognizability of the
artistic image, repetition starts “hammering” a static bloodless intonation, becoming an anti-

artistic instrument for manipulating the “musica corpo”.



It is very interesting to glance at least at the differences in approaches to the principle
of repetition in the Eurocentric and East Asian traditions. The surprising phenomenon of a
combination of a simple repetitive intonation basis and a constantly changing musical
environment is found in the traditions of the Mugams and Makoms of the Iranian and Persian
tradition, based on a one-sided presentation. Repetition of the basic intonation in this case
never becomes monotonous due to micromelism, metric heterogeneity and colossal rhythmic
diversity in all its manifestations. They contribute to the almost unlimited development of
monochromic linear melodic structures. Indian raga can cover more than one hour in its
performance too. Obviously, repetition of intonation formulas acquires a much greater
artistic potential in conditions of using a finer division of the musical octave into third and
quarter-ton segments (in contrast to the halftone ones in the European system of
temperament). The shruti system has twenty-two unequal intervals. They are associated with
the concept of color and emotional state. Repetition in these conditions does not carry
rigidity. The diversity in the repetition lies in a greater “inductive” penetration into the
essence of the changing sound. In these traditions, we can talk about such a concept as
timbre rhythm. When perceiving the music of east traditions the thinking is readapted to a
more detailed perception, filigree of auditory estimations is sharpened, the consciousness
extends and the basis of associative elements is enriched.

Remix has nothing of the kind.

Having determined what the genre of remix in the modern system of aesthetic
education really is, we can find out its place and role in shaping the ways of further
development of musical culture.

At present, the system of coagulation of information into blocks for faster assimilation
leads to “coagulation of culture”, since emotionally this “bundle” cannot be filled with
anything. The above-mentioned sociologist and culturologist Theodor V. Adorno considered
the abridged “program of cultivation”. He defined the main vectors of this process,
indicating the reasons for the dynamics of such development. He defined one of the reasons
as vulgarity. This concept is associated with the notion of broad masses of people (from
Latin vulgus — people), as a rule, without a decent education. Especially it concerns the
sphere of aesthetic taste. Probably, that is why the term vulgarity has acquired the greatest
application in the field of culture, aesthetics, and art and has become contrasted with the

notion of beauty. In application to music, T. V. Adorno pointed out the following: “Vulgarity



lies in identity with that depreciation, which cannot be conquered by the captive
consciousness that has become its victim. If the so-called low art of the past carried out more
or less unconsciously such depreciation, if it placed itself at the disposal of the humiliated, so
now the humiliation itself is organized, regulated, and the identity with it is carried out
according to a plan. This is the shame of the light music, but not the fact it is reproached for
— callousness or unrestrained sensuality” [2, 31].

That is, coagulation of aesthetic information into a compact form leads to the loss of
the value component of this information. This situation is typical for the so-called
“ringtone” culture, which seeks to “pack” valuable cultural samples into the most compact
and “optimized” kind for instant assimilation. “As a result, we see a tendency to excessive
conceptualization in creativity, or its complete absence (also built into a concept). Musical
emotion vanishes.” [7, 45]. Structural information has priority; the procedurality of aesthetic
filling with artistic meaning and value in this case is completely neglected. It is this loss of
artistic value (in the absence of creating a new value), that can be observed on any example
of a remix of academic music.

In the conditions of growing shortage of time in the modern way of life, all temporary
kinds of arts will seek to reduce time (and space) for their existence. However, in the
conditions of such a trend, one of the fundamental functions of culture is the continuity of
cultural values. The difference in axiological approaches to the problem of time and space in
art in modern conditions and in the past does not allow to adequately “place” the
accumulated cultural baggage in the Procrustean bed of the modern individual space-time
continuum. Remix genre is a very awkward attempt to solve such a problem. But, despite the
clumsiness, it continues to be used to solve this contradiction in the absence of alternatives
and becomes a factor involved in the formation of a new worldview approach to the music
and art in general.

Another aspect of using remix as a kind of creative intellectual product is the surrogate
method of pseudo-creativity that is characteristic of it. A person, who is not able to do
something more ambitious and interesting from an artistic point of view, tries to align
himself with his own awareness of himself in the status of a “creator” by composing a well-
known musical theme with timbres and rhythmic preparations of the most elementary level.
Self-expression strives for realization in any accessible form and at any accessible level of

aesthetic development.



The French novelist and literary critic Anatole France is quoted as following: “Two
monsters threaten art: an artist who is not a master, and a master who is not an artist.” The
philosophy of the “ringtone” culture is built on the principle of every encouragement and
creation of such “monsters”.

Conclusions. Logically, the following maxim follows from the foregoing: the “genre”
of remix is not something belonging to the art, since it cannot bear the artistic meaning and
the aesthetic image. A person who wants to express himself in this genre is not an Artist in
the widest sense of the word. The further use and attempt to develop the “genre” of remix
will lead to an acceleration of realization of the “ring tone” culture concept and the spread of
its philosophy, which in turn is fraught with depreciation of cultural values and spiritual
impoverishment of society.

Notes:

! Transcription (Latin transcriptio, lit. — rewriting) — arrangement, processing of music pieces, having an independent artistic
significance. There are two types of T.: adapting a composition to another instrument (e.g., piano T. of vocal, violin, orchestral opus or vocal,
violin, orchestral T. of piano opus); change (for the purpose of greater convenience or greater virtuosity) of presentation without changing the
instrument (voice) for which the composition was intended in the original”. (Musical Encyclopedia, Moscow: Soviet Encyclopedia, Soviet
Composer, edited by Yu. V. Keldysh, 1973-1982.).

2 Remix Eng. — version of a musical work, recorded later than the original version, as a rule, in a more modern arrangement version.
Sometimes it is created by way of “mixing” several parts of the original composition, imposing various sounds on it, with special effects,
changing tempo, key, etc. In the most common sense, a remix is some new version of a composition or work. — Wikipedia.
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