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YBO/I. AktyasHOoCT Ha pa3padoTBaHaTa TeMa.

Cse 3a]IbJI00YABAIIOTO ce pasBuTHE Ha
modanu3anuara, KOMyHHUKalMsTa M  HHTErpalusta Ha
MY3UKaJTHOTO M3KYCTBO KHTAWCKUTE KOMIIOZUTOPU CTaBaT BCE
no-m3mbiHsABaHU. Kato crpana ¢ awira uctopus u Oorata
KYJITypa, My3UKaITHOTO U3KYCcTBO Ha KuTall mocTeneHHo u3nusa
Ha cBeToBHaTa ciieHa. OcoOeHo mpe3 MOCIEIHUTE TOAUHH, Bb3
OCHOBAa Ha HacCJeIsBaHETO Ha TPaAULUATA, KUTAHCKOTO
MY3HKQJIHO TBOPYECTBO HEMPEKbCHATO abcopOupa uyxau
€JIEMEHTHU U (OpMUPA YHUKAICH My3UKaJICH CTUIL.

Baxna ¢urypa B ucropusita Ha KHTalCKaTa My3HKa €
komno3utopsT Cuan Cunxaii (St 2 #8). Toii e exuH OT MbpBHUTE
KUTalCKH KOMIIO3UTOPH, KOMTO ca ce oOyuyaBaiu B EBpoma.
HeroBoto My3ukamHO TBOpPUYECTBO € CHJIHO IIOBIUSHO OT
YHUKQJIHOTO OYapOBaHUE Ha TPaJUIMOHHATA KUTaliCKa My3HKa.
OcBeH TOBa B CBOMTE KOMITO3UIIMU TOW BKJIIOYBA €JIEMEHTHU OT
3amagHOeBpoOIeiickaTa My3UKallHa KyJITypa.

[Ipe3 mocnenuuTe TOAMHU CE€ YBEJIMYM WHTEPECHT Ha
u3cneoBaTennTe Bbpxy JuuHoctTa Ha Cuan Cunxaii. [TosBuxa
ce rojisiM Opod HaydHU pa3pabOTKH, CBBpP3aHU C HETOBOTO
MY3UKaJTHO TBOPYECTBO. BBIIpeKku TOBa, HEroBUTE MalllaOHU
XOpOBU KOMITO3UIIMM HE ca OWIM OOEKT Ha MY3UKOBEICKH
W3CIeABaHUS.

Cuan CuHxail KoMIo3upa 4eTupu KaHTaTh. B Te3u
MIPOM3BE/ICHUS TOW OCBHIIECTBABA MEpPEeKTHA HMHTErpalus Ha
TPAIUIIMOHHU  €JIEMEHTH OT KHUTalckaTa My3HUKa ChbC
3armaHOEeBPONECICKY My3UKaIHH cpeacTBa. Chc CBOUTE TBOPOU
n HanmuoHaineH crTmwia, Cuman CuHXall OKa3Ba IOJOKHUTEIHO
BB3/ICHCTBHME HA TIOKOJEHHS KUTAHCKH KOMIO3UTOPH, KOUTO
TBOpAT cinex Hero. [lo To3M HaumH TOW JompuUHAcsA 3a
(dhopMupaHeTo U pa3BUTHETO HA XKaHpa KaHTaTa B Kutaii.

3aab00Y€HOTO TMPOYYBAaHE W  aHAJU3MpPaHE Ha
kantatute Ha Cuan CuHxail 11e nonpuHece 3a pa3oupaHeTo Ha
MpoIleCUTe HAa  pa3BUTHE HA  KUTAWCKara  BOKAJIHO-
WHCTpYMEHTallHA My3HWKa. 3sdcHsABaHETO HAa MPUHOCHT Ha
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KOMIIO3UTOpA 3a Pa3BUTHETO Ha kaHpa KaHTaTta B Kurtail mie
OKaX€ IIOJIOKUTEIIHO BB3JACHCTBHE BBPXY MY3UKAIHOTO
TBOPUYECTBO Ha CJIE/IBALIUTE MMOKOJICHUS MY3UKAJIHU TBOPIIH.

OO0eKT Ha M3CJEABAHETO € XOPOBOTO TBOPUYECTBO Ha
KUTaWCKUT KoMiio3utop Cuan Cunxai.

IIpeaxmer Ha wu3CjaeIBaHETO ca KaHTaTUTE Ha
KuTackuatr kommno3utop Cuan CHHXall U TAXHATa >KaHPOBA
cnenuguka.

Heara Ha wu3ciaeABaHeTO € Jla C€ aHaJIU3Mpa
TBOpueckara jeiiHocT Ha Cuan CuHxall U HETOBUSAT MPUHOC 3a
(dhopMHpaHETO M pa3BUTHETO HA XOpoBaTa KaHtara B Kutaii.

3agaunTe, KONTO Ca B OCHOBATa Ha JMCEPTALMOHHATA
pa3paboTka ca:

* 00EKTHUBHO Aa CC Mpoy4nu U aHaJIu3nupa UCTOPUATA HaA
KHTalcKaTa XOpOBa KOMITIO3UTOPCKA IIKOJIA,

* 51la Cce ONpemeNiaT OCHOBHUTE IapaMeTpH Ha
3aIaJHOCBPONICUCKHUAT KIIACHUECKH o0pa3ell Ha XopoBaTa
KaHTaTa;

* na ce onuie xuBota Ha Cuan CunHxai u 1a ce opopmMu
HETOBUSAT TBOPYECKH MPOPUIT;

e 5a ce aHanu3upar (GaKTOpUTE, KOUTO OOYCIaBST
OCHOBHHUTE TICPHOJM B KOMIIO3MTOpcKaTa JeiHocT Ha CuaH
Cunxati;

¢ Ja CC MIpoydaT XOpPOBUTC KAHTATH KOMIIO3HMPAHU OT

Cuan Cunxaili — TAxHaTa TeMmMaTHKa M crenupuyHa
U3ITBJIHUTEIICKA MPOOIeMaTHKa,
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. Ja Cce ONpeAensaT CTUJIOBO-KAaHPOBHTE U
KOMITO3UITMOHHO-(PaKTypHUTE OCOOCHOCTH HA KaHTaTa B Kurai;

* J1a ce pa3Kpue posisiTa Ha KoMrno3uTopbsT Cuan Cunxait
3a U3rPaXKIAHETO Ha COOCTBEHAa BU3Ms Ha jKaHpa KaHTaTa B
KUTalCKaTa My3HUKa;

— II'bPBA I'JIABA
1. Komno3utopbt Cusin Cunxaii — TBopuecku npogui.
1.1. buorpa¢duyHu JaHHU U ONUT B 00y4YEHHUETO.

Cuan Cunxail ce paxaa npe3 1905 roauna B OegHo
pubapcko cemeiictBo B Makao. HeroBure npeauu ca oT
HApOJHOCTTa ,,TAaHKA“, M3BECTHA OIIE¢ KaTo ,Xopara oOT
nonkute. Ilopagu panHara cMbpT Ha Oamata, Maiikara Ha
CuaH ce npuHyX7aBa Ja ce BbpPHE B CBOSAT poJeH JoM. Taka
JSI10TO 10 MaYMHA JIMHMS CTaBa €IMH OT BB3MMUTATEIUTE Ha
Cuan CuHxaif 1 OKa3Ba rojisiMO BIMSHUE BHPXY JIMYHOCTTA HA
OpaenmaT Komrno3utop. Omie OT Ha-paHHa BB3pacT IMECHUTE
CBITBTCTBAT AeTcTBOTO HAa CuaH CuHxail ¥ 1bJI00KO MPOHUKBAT
B [TaMeTTa Ha Miiaaus yoBek. [lecHuTe 3a puboJIOB ca HaYMH 3a
oOiryBaHe Ha xopara ,TaHka™. Upe3 meeHeTo Te ce TPYIIT,
MIpa3HyBaT, U3pa3sBaT CBOMTE CTPEMEKHU U UyBCTBA.

Karo Bcumuxkum momuera ,Ttanka“ Cuan CuHXail ce
Hay4yaBa Jla TOBOpPM Ha KaHTOHCKM e€3UK. BojmeH ot
TOOONMUTCTBOTO KbM HOBH HEIlla, TOH ce CI00MBA M C IBPBUS CH
My3HMKaJIeH HHCTPYMEHT — KuTalicka Kbca dueiita Cso (Xiao, 7
). B cBoOOmHOTO cu Bpeme, MOJ PHKOBOICTBOTO Ha IS0 CH
Cuan Cunxaii 3amouBa ja u3ydaBa ¢uieiitata. Taka MOMYETO
HaBJIM3a B CBETA HA MY3UKAJIHOTO U3KYCTBO, KOWTO MYy pa3KpHBa
€/IMH HOB HauWH 32 KOMYHHUKAIUS C XOpara.



Korato Cuman Cubxail € Ha 6-rOOWHM 3aIll0o4yBa Ja
nocemnasa HadanHoTo yumiunine SurmkeH (Yangzheng) kpaero
MpaBU IIBPBUTE CH CTHIIKKM B cBeTa Ha My3ukarta. [Ipe3 1918
roJyHa 3arnoy4sa Ja y4u uuryika B YHuepcuteT CyH SITceH
(Sun Yat-sen University) B I'yvanmxkoy. Ilpe3 cbmiata roauHa
M3yyaBa KJIApWHET W IMUAHO B YYHJIHMINETO Ha MIIAJEKKaTa
XpUCTUSHCKA —acolualnus KbM yHHBepcuTeTa JIMHrHAH
(Lingnan) B T'yanmkoy. My3ukaiHOTO 00y4YeHHE, KOETO
nonydyaBa Cuan CuHxail B yHUBepcuTeTa JIMHrHaH My jaBa
BB3MOKHOCT JIa C€ 3ar03Hae ChC 3araHaTa IIbPKOBHA My3UKa U
C TOBa Ce MOCTaBa HayaJloTO Ha HETOBUAT MpodecnoHalleH MbT.
MexnyBpemenHo Cuan CuHxaill pbKOBOOM U JUPHXKHpA
rpynara Lingnan Silver Band. C HeroBuTe HHIMBHIYATHH
M3MBJIIHEHUSI CH ClieuesBa TUTIata ,,ceupein Ha FOxen Cso®.
Crnen ApATOrOUIIIHA MY3UKATHA IPAKTHKA [TO-KBCHO TOU CTaBa
YYUTEN 10 MYy3HKa B yHUBEepcUTeTa JIMHTHAH.

IIpe3 1926 roauna Cuan CuHXall y4u UUTYJIKa TPH
pyckusi npopecop ToHOB M M3y4yaBa 3aabI00YECHO TEOPHS Ha
My3ukara B My3ukannus daxynrer Ha Konexa mo uskycrBara
npu [lekunckust yausepcurer. [1o-KbCHO NpoabikaBa CBOETO
ooyuenne B IllanmxaiickaTa  HallMOHaJdHa  MY3HKaJTHA
koHcepBaropus. Tam Cuan CuHxail ce 3amo3HaBa C MHOTO
KOJIETU-MY3UKAaHTH M C€ TMPHUCHEIUHSBA KbM HSAKOU OT
MPOTPECUBHUTE CTYACHTCKU OPTaHU3AIIHH.

IIpes 1929 rommna Cuman CuHxall  Hamycka
[ITanxalickaTa HallMOHAJIHA MY3HMKalHa aKaJeMus, 3a Ja OTUIE
na yuu BbB @pannus. XKuBorsT Ha Cuan Cunxaii BbB OpaHius
€ U3ITBJIHEH C MHOTO TpyAHOCTH. B IlaprxkaTta KoHCEepBaTOpHUs
Cunan Cunxait yuu: mmrynka npu [lon O6epasodep (Paul
Oberdoerffer); xapmonust u kouTpamyHkt npu Hoen Tanos;
kommnosunus npu Bencan n’Enan, ' apo Jlwonkyp (Guy de
Lioncourt) u IToa Jroka (Paul Dukas) u qupmxupane ¢ Mapcen
JIabu (Marcel Labey).

[To Bpeme Ha 1mIeCTrOAUIIHOTO cu NpeduBaBane B [Tapuk
Cuan Cunxail koMno3upa npousBeaeHusTa: ,,Barsp®, ,,Ilecen
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Ha CKUTHUKA®, ,,J[peBHa kuTaiicka nmoe3us, ,,CoHaTa 3a LIUTyJIKa
B p€ MUHOD® U APYTU TBOPOU.

IIpes 1935 Cuan Cwunxaii ce 3aBppma B Kurtaii B
OKyIMpaHara OT SIMOHMS YacT OT cTpaHaTa. Tol € MOKaHEH Jia
MPEeroiaBa KOMITO3UIHMS U JTUpWKHpaHe KbM (CYEeTOBOJHOTO
yumwimuiie Jlucun (Lixin). 3aenHo ¢ apyru tanantu Cuan
Cunxaii 3amouBa Ja OOWMKalsi Pa3JIMYHU HACEJICHH MecTa —
[MManxai, YxaH u apyru. B pasrapa Ha KHTalCKO-AIIOHCKaTa
BOIHa KOMIIO3UTOPHT ChYMHSBA ITPOU3BEICHUS, KOUTO UMAT 32
mesql  Ja  [POBOKUPAT  MAaTPUOTHUYHM  YYyBCTBA  Cpej
CBhHapOJHHUIIUTE B ChIIpOTHBaTa cpemy Snonus. Eqau ot te3n
npousBefeHus ca: ,Jllecen 3a cmopt” (Yundonghui Ge),
HamucaHa 3a ¢unma ,,I'epoit Ha Bpemero® (Shishi Yingxiong),
,Hue me 3amuraBame” (Women Yao Dikang), ,,Ilecen 3a
ooitt (Zhan Ge) m ,Mapmn 3a crmacsiBaHETO Ha CTpaHara“
(Jiuguo Jinxingqu). ITo To3u Haunn Cuan CuHxaii yCIEIHO ce
BKJIIOYBA B MHUIIMATUBATA 32 Ch37aBAHETO HA TBOPOHU, KOUTO ca
MOCBETEHH Ha Kays3ara 3a ,.ClacsiBaHe Ha HaOusATa OT
n34e3BaHe’.

B Illanxaii Cuan Cunxail myOJHKyBa e€ce, 03arjiaBeHo
oPubian de Yinyue* [ EBEIT®H“ (,YHusepcannara
My3uKka“). B Hero Toit u3nara cBouTe MUCIH 32 My3UKara.

IMpes 1938 rommna Kwuraiickata KOMYHHCTHYECKA
napTus. UHULUUPA CH3JIaBaHETO Ha AKaJaeMusiTa 3a HU3SLIHU
n3kyctBa Lu Xun B rpaa fn’an. [Ipe3 maii 1939 ronuna Cuan
Cunxail mpuema mpemIoXKeHHETO naa Oble HazaHayeH 3a
npodecop Mo My3WKa M MOeMa TOCTa Ha JIeKaH B MY3UKaJTHHS
otnen Ha AkaneMusaTa 3a u3kyctBa Lu Xun. IIpe3 To3u nepuon
B fIH’aH TON KOMIIO3Mpa royisiMa 4acT OT CBOMTE MPOU3BEIACHUS,
BKJIFOUMTETHO M YETUPUTE CBOM KAHTATH.

MHorovacTHUTE TBOPOU ce TPEBPHIIAT B HAMOHAICH U
PEBOJIOIMOHEH MY3UKaJICH KaHp, KOMUTO MJI€aIHO ChOTBETCTBA
Ha MOJINTUYCCKUTE W apTUCTHYHU MTPUHIIMITA Ha JIBIKCHUETO B
Sn’an. B 14X, B cpaBHEHHE C APYTU KaHPOBE, TOW H3MOJI3Ba
KOMIIO3UIIMOHHN  MY3WKaJIHH CpeACTBa OT  3arajgHara
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XYJ0’KECTBEHA MY3UKa, KOUTO € Hay4uJ MPH CBOETO 00y4YeHHE
B [Tapmx.

[Ipes 1940 romuna Cuan CuHXail € wu3NpaTeH B
CoBerckus cbto3. Ha cieiBaiiara roguna Toi 3aBbpIiiiBa CBOUTE
IBe cCUM(pOHUHU, €HA OPKECTPOBa CIOMTA, CUM(OHUYHA [ToeMa
»AMaHreII1 U COJIOBH MECHU MO JPEeBHA KUTalicka rnoe3us. B
CBOMTE MallabHU MY3UKaJIHU MPOU3BENIEHUS TOH H3MOJI3Ba
ChbBPEMEHHU KOMIIO3UIIMOHHU CPEJCTBA B €BPONEHCKU CTHIL.

ITo Bpeme Ha mnpebmBaBanero Ha Cuan CuHxaii B
MockBa, CbCTOSIHUETO MY C€ BJIOILIABA, [1OPAaad HU3TOLICHUE U
HeJOXpaHBaHe. Bbopeku ToBa TOM MpOABIKABa Ja TBOPU:
,PaboTs HeyMopHO...3aBbpiiux Kwurtaiicka pancogus u 60
KHUTalCKH MECHHU 10 BpeMe Ha 00JiecTTa CH, 110 BpeMe Ha KOSTO
HUKOTa HE ChbM TyOMJI JKelaHueTo cu Ja numa.” [Xian Xinghai,
1989] Ymupa na 40-roguinHa Bp3pact B MocKBa.

[Ipe3 kparkusat cu xuBoT CusH CuHXail KoMIO3HMpa
noBeue oT 200 momynsipHH TecHH (MOXE Ja ce OTOenexu
rojsiMa BapuaTUBHOCT Ha OpOST Ha MECHUTE, KOUTO € Ch3Jal —
ot 200 o 500 B pa3nuuHUTE U3TOYHHIIH), 4 KAaHTATH, 2 ONIEPH
(emHa OT KOUTO € HEeJIOBbpIIEHA), 2 cuMpoHuu, 4 cuM(POHNYHU
CIONTH, €JHa CUM(OHMYHA IOEMa, OPKECTPOBA parcoaus U
MHOI'0O MHCTPYMEHTAJIHH coJla. TOW KOMIIO3Mpa MHOKECTBO
aHcaMOJIM M XyJO’KECTBEHU IIECHHU, a ChILO TaKa MUILIE MHOTO
CTaTUM [TIOCBETEHU Ha My3HKaTa.

1.2. UcTtopuyecka ob0crtanoBka B Kutaii m ycioBus 3a
TBOPYECTBO.

loguaute ot 1928 no 1937 ca u3BecTHU KaTO MEPUOJ
,»JIIBOTO JIECETHJIETHE B UCTOPUSITA HA ChBPEMEHHATA KUTalCKa
nuteparypa u u3kyctBo. Korato e B llanxaii, Cuan Cunxait
y4acTsa B ,,Cbl03a Ha JIEBUTE MY3UKAHTH * U MHIIIE MIECHU, 3a 1A
cnacu Hauusta. OCBEH TOBa Taka y4d HSKOHM JIMTEPATypHU
MJIAJICKH JIa TIESIT B CBOOOTHOTO CH BPEME, KaTO T'M BIHXHOBSIBA
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W HacbpyaBa Jla y4yacTBaT B TII€CEHHOTO JBH)KCHHE 3a
HaIllMOHATHO CIIaCEHHUE.

Hokxaro tBopu B Sn’an Cuan CuHXail yTBBbpKIaBa
CBOUTE MOJUTHUYECKU BB3IJIEIU U MMo3ulls. BbB Bpbh3ka ¢ ToBa
TOil Ka3Ba: ,,Kutail cera ce e nmpeBbpHal B /IBa CBATA, SAUHUAT
MOThBAa KBbM IMAJICHUETO, & JIPYTUAT C€ JIBUKU KbM SIPKUS U
oOHaZe)kaaBall Hampeabk. SIH’aH € pa3BUTHETO HAa HOB
Kuraii...“ [Xian Xinghai, 1989]

HeroBoTo MHeHME MO OTHOIIIEHUE HAa TBOPUECKHUSI CTHII —
He TpsOBa Ja ce KOMHpaT 3amaJHUu MENOJuH, a TpsOBa aa ce
M3MOI3BaT NpoeCHOHATHUTE 3HAHUS 110 KOMIIO3HIIMS, 32 J1a Ce
M3TPAIsIT HOBUTE KUTAWCKM MY3UKAIHU XapaKTEPHUCTHUKH.
CreunhuyHUAT U3pa3 Ha HOBAaTa My3UWKa U HOBOTO MY3HKAIHO
NBIDKEHUE €, uye MmyOirKara oOuya My3uKaTra U uMa CMeJoCcTTa
Ja ce MPHUCHhEOUHU KbM JIBIDKEHUETO TMPOTHUB SITIOHCKUTE
okynaTtopu. B pombiaHeHre KbM MY3UKaTHOTO JABKeHHe Cruan
CuHxail cmsTa, 4e MY3MKAJIHOTO OOpa3oBaHHE TpsOBa Ja €
JOCTBITHO, 33 Ja MOXE€ Ja BIBXHOBH MHOTO TaJaHTIMBU
MITaJICHKH.

1.3. My3uKkaJHMAT 0BT ce MpoMeHs — OT ,,My3uka 3a
My3uKaTa“ KuM ,,My3nka 3a xopara“.
1.3.1. HapacTBama HAllHOHAJIHA KPHU3a.

Ot 1874 no 1931 roguna Kuraii € npuHyJeH 1a BOOU
Mopenuiia OT HecpaBeaiuBy BowiHu. Cren T. Hap. ,,MHIIUJIEHT
or 1918 ronuna“ SImoOHMSA HACWICTBEHO, OKYNHUpa TpHUTE
CEBEPOM3TOYHH TMPOBUMHIMUA. ToBa JaBa HA4yajloTO Ha
aHTUATIOHCKaTa BoHa B Kuraii. Ciieq ToBa 3aro4sa ,,BOMHAaTa ¢
nBe OuTku, ,,MHIUICHTHT B CeBeper Kurtail, ,,MHIIUAECHTHT OT
7 tonu“ W Topenuiia OT KECTOKHM YOWIiCTBa Ha KHUTaMIH,
OKymarusi Ha KHUTaliCKa TEpUTOpHs, paslienBaHE Ha
cyBepenutera Ha Kwurail. Karto mnocnencrBue or TAx ca
MOANMCAaHUTE HEPABHOTIPABHU JIOTOBOPH.
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KwuraiickusiT Hapos1 € IpuHY/IEH /1a TIOHECE ToJIsIM Opoi
HEIACTHsI — OTPOMHH IO pa3Mep perapanuu, Oe/ieH KUBOT Ha
pasceleHMTe W HECUTypHa coluainHa cpena. [omsim Opoit
IIPOrPECUBHU XOpa 3al04YBaT Jja MUCIIST KaK Ja cIacsT Hapoaa
OT TE€3M OMAacHOCTH. B ThbpceHe Ha pelieHus, TBOPLUUTE ChIIO
JIOCTUTaT 1O PEBOJIIOLIMOHHUS BT 3a CIIACsIBaHE Ha KUTalckaTa
Halus.

Koraro ce mpubupa B cBosita poauna, Cuan Cunxaii
HAcoyBa CBOSIT NOIJIEJ KbM XopaTa UM oOpblla BHUMaHHE Ha
HaIMOHaNHaTa cha0a. B TO3u KOHTEKCT, conuanHaTa peasHoCT
3a HalMOHAJlHA OINIACHOCT CTaBa IHpska [pUYMHA 34
M3MECTBAHETO HA MY3UMK&JIHMS BT Ha Kommosutopa. Tou
MIPOMEHSI CBOETO MUCIEHE U uieiHa unocodus 3a HAYNHUTE
Ha IpoOyX/1aHe Ha HALUSTA C MYy3HKa.

1.3.2. BeJJMKOJIEMHATA CHEHA HA HAMOHAJIHATA BOIHA HA
CBIPOTHBATA.

ITo Bpeme Ha BoiiHaTa 3a cblpoTHBa Cpelly sImoHCKaTa
arpecusi Cuan CuHXail moaabp’Ka KOHTAKTH C MHOIO XOpa,
KOUTO BOIOBAT Ha MpeHATa JIMHUS. BIbXHOBEH OT pa3ka3uTe 3a
TepOMYHHUTE JIeJIa Ha MHOTO OT TSIX, TOM pelllaBa Jia ce BKIIOYH
aKTUBHO BbB BOEHHATa CHIIPOTHBA CPEIY SIOHCKATa arpecus.
Pa3bupa ce, xkaTo yyacTBa BBB BOHHAaTa C My3HMKa — upe3
KOHIIEpTHA JEHHOCT /12 BIbXHOBHU U OKYpPaXKH HACEIEHUETO BbB
AHTHSNOHCKATa BOMHA KaTO Iee IpoIaraiaa.

Cuan Cunxali nume: ,,AK0O My3UKaTa HE MOKE J1a BJI€3€
B ’KMBOTa Ha MHO3MHCTBOTO OT PAOOTHUIIUTE M CEJSHUTE, TS
HUKOra HsMa Ja c€ IMpPEeBbpHE B OpPBKUE 32 TAXHOTO
0ocBOOOKIaBaHe, HUTO Ie ObJE OCHOBHA CUJIA HA JBH)KEHHETO
3a HaIlMOHAITHO ocBoOOXkaeHue.  [Xian Xinghai,1989]
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1.3.3. OOrpum:kBaHe M Bb3NHMTAHHE HA NapPTHIiHHTe
OpraHu3amuu.

Jlpyra npuuuHa 3a My3UKaJHUs 6T, KOWTO noema Cuan
Cunxaii e rpuxara 3a oOpa3oBaHMe OT CTpaHa Ha MapTUiHATa
opranusanus. 3a pasiauka ot ['omungaH, KomyHuctuueckara
naptusi Ha Kurail oOpblna BHHMaHHE HA TaJaHTUTE M LEHU
TEXHUSAT TPYA, CHOCOOHOCTH 1 00pa3oBaHUE.

PvkoBocTtBOTO HAa KOoMyHucTHUeckaTa naptust Ha Kurait
[IPU30BaBa MHTEJIEKTyaJILUTE, MUCATEIUTE, XYJOKHULUTE U
MY3HKaHTUTE Ja 00€JMHAT CBOMTE YCHIIUS, 3a Aa (GOopMynupar
CaMUST ,,HOB KUTAHCKH CTHI .

Cbc cBOMTE CWJIHHM TEOPETHMYHU  IPEIUMCTBA,
IIpeIMMCTBA Ha TajlaHTa U MPEAUMCTBA HA UIE0JIOTHYECKOTO U
MOJUTUYECKOTO 00pa3oBaHMe, MapTUHHATA OpraHU3alUs JaBa
uaeonornyecku Hacoku Ha Cuan CuHXall B TEOPETUHYHOTO
o0y4yeHMEe U Ch3JIaBaHETO Ha MY3MKa, IloMara My Ja Hamepu
[I0COKaTa Ha TBOPYECTBOTO, KOMEHTHpPA MY3UKAIHUTE MY
NPOM3BEJCHUS U JaBa HACOKM 3a HOBaTa My3UKaJHa
KoHcTpyKuus. ToBa My 1aBa qb100K0 BaAbXHOBeHHE. Crie KaTo
xuBee B SlH’aH, TOH ABIOOKO OCB3HaBa, Ye CaMo
KomyHnncrrnueckara naptus Ha Kuraii Moke 1a criacu CTpaHara.
ToBa cpIIO MOBIMSABA Ha HETOBOTO HICHMHO OCH3HABaHE Ja
CIIy’KM Ha Ta3u MOJUTHYECKA MapTHSL.

CnenoBarenHo, CbBCEM €CTECTBEH € CTpeMeXka Ha
kommo3uTopa Ha 15 mait 1939 roguna ma kaHaumatrcTBa 3a
wieHcTBO B KomyHucrnueckata naptuss Ha Kwrail. Ha 3
nexkemBpu 1939 roguna Cuan Cunxaii ctaBa opuIMalIeH 4ieH
Ha KomyHuctnueckara naptust Ha Kuraii B SIn’aH.

1.3.4. HanuoHaJIHU 4yBCTBA, IPOU3JIM3ALIM OT ChPLETO.

Benuunero Ha komno3utopbT Cuan Cunxail ce kpue B
HErOBUTE CUJIHM 4YyBCTBA KBM JIOMa U poauHara. B
MaTPUOTHYHUAT HJean 3a ,CHacsiBaHe Ha CTpaHaTa 4pes
My3UKa“ TOM Bilara LEJUAT CH €HTyCHa3bM 3a TBOpYECTBO. B
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MNUCMOTO CH JI0 TMApPTUUHUTE OpraHu3alud TOW Kas3Ba:
,HacbpuaBam mpoW3BEeIEHHUATa MH Ja BIS3aT IBJIOOKO B
chpliaTa Ha HaIUATa, TaKa Ye MPOU3BECHUATA MU HACTHUHA J1a
Ch3/aJaT Tjlaca Ha HAIMATA, /1a 3aMEHST peBa Ha MacuTe U Ja
orpazsBar peaaHoctra. [Xian Xinghai, 1989]

KomnosutopsT cmsTa, 4Ye 3a Ja MOXE €IHO
MPOU3BEJCHNUE Ja OTpa3siBa HMCTUHCKH CTPEMEKUTE Ha
OOMKHOBEHUTE XOpa, TBOPEUBT TpsiOBa na ce oObpHE KbM
HapoJia ¥ BSIPHO Jla U3y4aBa HAPOJHUTE TIECHU.

1.3.5. YkpenBaHe Ha MY3UKAJIHATA HIEHTHYHOCT.

Hpyra nmpuunHa 3a npomsiHa Ha Bb3riieauTe Ha CuaH
Cunxaii oT ,,My3UKa 3a My3UKaTa*“ KbM ,,My3HKa 3a XxopaTa“ e
3alI03HABAHETO MY C MapKCHUCTKara Teopus. Toil ocb3HaBa, 4e
HEroBOTO MY3HMKAJIHO U3KYCTBO HE MOe J1a ObJe OTJEIECHO OT
00IIeCTBOTO, 3aTOBA AKTUBHO 3aI10YBa J]a U3y4aBa TCOPUUTE HA
COLIMAJIHUTE HayKH B cpenara Ha fH’aH. B Tax Cuan Cunxaii
HaMHUpa OTIOBOPM HAa MHOTO OT BBIPOCUTE, KOUTO IIE
OMpeeNAT N0-HaTaThlIHATA HACOKA HAa TBOPYECTBOTO MYy. ToBa
€ MPEeJOMHHUST MOMEHT, B KOWTO Mpej HEro ce OTKpHUBa HOB
TeopeTHueH XOpu30HT — Cuan CuHxail Beue He € KOMIIO3UTOp,
M3pa3siBalll cCaMo JIMYHUTE CU YYBCTBA U €MOIIHH, a C€ MPEBPBIIa
B ,,HAPOJICH MY3HKAHT  C TPAKJAHCKA U HAIIMOHAIIHA TTO3ULIUS.

B to3u koHTekcT Cunan CruHxal € HanpaBwiI TOJIsIM Opoit
TBOPYECKM ONUTH Ja ChYETae ,,My3UKaTa C MOJMTHKATa™ U €
ch3aan 61u30 100 oTauyHM TBOPOH, €JHU OT KOUTO Ca HETOBUTE
KaHTaTH.

1.4. Cnan CuHxaii — CTHJI HA Ch3/IaBaHe HA MY3HMKA.

1.4.1. IlpeanocraBKu 3a peBOJIIOIUSA ¢ MY3HKA.

PeBontonmoHn3npaneTo Ha U3KYCTBOTO € €AUH OT
BAXHUTE MOMEHTH [0 BpeM€ Ha AHTHAINOHCKAaTa BOilHA B
Kwurait. To3u mpouec ompenenss mocokara M TeMaTHKaTa Ha
CH3aIEHOTO XYA0KECTBEHO TBOPUYECTBO.
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KommnoszutopsT Cnan Cunxait € yoeneH, 4e ecHUTe 3a
HAllMOHATHO CIIACEHHE HOCAT OTIOBOPHOCTTa M MHCHsTa Ha
BPEMETO, M Y€ ABM)KCHHUETO 3a HAIIMOHAIHO CIIACEHUE 4pe3
MeeHe, MOXKE Jia CIIOMOTHE NpH H3rPaKJaHETO Ha macoBaTa
Hal[MOHAJHA OTOpaHa M MBJIHO HAIMOHATHO OCBOOOXKICHHE.
[Ipe3 To3u nepuoa ToM ch3gaBa NOpPEAHIa OT PEBOJIOLUOHHU
MIECHHU, KOUTO OTIOBAPSAT Ha HYXAUTE HA BpeMeTo. ENHU OT TAX
ca: ,,Jlecen Ha apMusiTa 32 HAIIMOHAIHO criaceHue™ (,,Song of the
National Salvation Army*) u ,,Tpumecer mMuinona OexaHIu
(,,Thirty million Refugees®).

Kbnero u na orune Cuan CuHxail moinyyaBa eHTycHa3zMa
Ha MecTHata apmusi U Xopa. [IpousBeneHusita oT mnepuoaa B
Sn’aH ca Hali-3HaYMMH ¥ IOBEYETO OT TAX ca MOIMYJISIPHU [TECHH,
ONM3KU 10 JKMBOTa Ha Xopara. Karo 1msuio TekcroBeTe Ha
MeCHUTE ca JIeCHU 3a pa3dupaHe, Thil KaTo ca CBBP3aHHU C
peanHus XKUBOT. ['ofiiMa 4acT OT MENOJUUTE Ca 3aKawWIWBH U
JIECHO 3aIOMHSIIIIH Ce.

1.4.2. HaiiuoHa/HAa BU3MS HA KUTAliCKATa My3HKA.

Karo ,,Haponen mysukant, Cuan CuHxali BUHaru e
MMajl CBOM YHHKAJTHHM BB3TJIEIU 3a HallMOHATHUTE (hopmu B
KMTalickata My3uka. Toll ce 3acTeliBa 3a TOBa, 4Ye
,ChIIbpP’)KaHUETO ompenens Qopmara, ¢ MoJepHaTa U
MPOTPECUBHA MY3MKaJlHa BHU3HUS 3a Ch3JaBaHE Ha HOBO
ChAbpXKAHUE, TaKa Y€ ChIbPKAHUETO HAa MYy3UKaTa /1a MOXKE J1a
OTpa3siBa PEaJIHOCTTa, J1a OTpa3sBa MUCIWTE W YyBCTBaTa H
’KHUBOTa Ha HanuaTa. [Xian Xinghai, 1949]

Cnen xato Cuan Cunxaii otuBa B SH’an mpe3 1938
roJIMHA, TPagbT CE€ MPEBPbHIIA B LEHTbP HAa MY3UKAIHOTO
JBIDKEHHWE 3a HAI[MOHAHO TIEBYECKO JBW)KCHHE CpeIry
SIMOHCKaTa BOWHA B ceBepo3ananeH Kurail. [Ipu ch3nanenure
OTIMYHU ycioBusi 3a TBopuute, Cuan CuHXall ycmsBa aa
Ch3J1aJIE MHOT'O MY3UKaJIHHM Ipou3BeleHus. B To3um mepuop
KOMITO3UTOPBT PaOOTH U3KIFOUUTEITHO MHOTO 110 OTHOIIICHHUE Ha
My3HKaJIHaTa Teopus U IpakTuka. Tol oTaaBa rojiiMo 3Ha4YeHUE
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Ha CHOMpPAHETO M HU3IMOJI3BAHETO HAa PECYpCH OT KUTANCKUTE
HanoHanmHu  Menoauud. C  momomira Ha  MapTHHATa
opranmzanuss Cuan CuHXail MMa JOCTBII JO ETHHYECKaTa
HapoJIHA MY3UKa OT I[sIaTa CTPaHa M Bb3MOXKHOCT J1a TOJTy4yaBa
MapTUTYpU HAa MY3UKAJIHU MTPOU3BENICHUS OT YyKOUHA.

KoMno3utopbT TBBPH, Y€ U3MOA3BAHETO HA 3aMaHUTE
KOMITO3UIIMOHHU Cpe/icTBa TpsiOBa na Oblae OT Moji3a IMpHU
Cbh3/1aBaHETO Ha HOBaTa MYy3HUKa, KOSTO TPSIOBa J1a OTpa3siBa Io-
no0pe HalMOHAIHUTE OcoO0eHocTu. Toil mwHile HAKOJIKO
MaTepuaia BbpXY MPOOJEMHUTE Ha KUTAHCKOTO JBHXKCHHE 3a
HOBa MY3HKa, TEOPETHUYHO OIMpefesis HOBaTa My3UKa KaTo
AHTUUMIICPUATMCTHYECKA, JEMOKPATUYHA U OOIIECTBEHA.

IIpn Tasu koMOWHAIMS OT KUTAHCKU U 3alajJHU
MY3HUKAJIHU XapaKTEPUCTHKHU, TOW OT/AaBa TOJIIMO 3HAYEHUE OT
€/IHa CTpaHa Ha: TPAAMIIMOHHUAT KUTAHCKU €3UK, KUTaickaTa
HalpoHamHa (opMa, JPEeBHUTE HAIMOHAIHU HMHCTPYMEHTH,
OWTyBalIUTE pa3MepH, CTPYKTYpHUTE (POPMH OT KHUTAKUCKUS
CTHJI, @ OT Jpyra Ha: 3amaJIHUTe KOMIO3UIMOHHU TEXHUKH —
noMM(pOHUYHK W XOMO(OHHH, KAHPOBO pa3zHOOOpasme,
00TraTCTBO Ha CTPYKTYPH M MY3HWKAJIHU (OPMH, OPKECTPOBU
UHCTPYMEHTHM M  cbcTaBu. UYpe3  mojpoOpsiBaHe  Ha
TPaIUIIMOHHUTE KATANCKH (OPMH Ha My3HWKa M YCBOsSBaHE Ha
HamnpeJHaJIUTEe TEXHOJOTMM Ha 3amajgHata My3uka, Cuan
Cunxail gopmupa yHUKaJeH U HETPAAUIMOHEH HAllMOHAJIEH
ctua. Ta3u CUIHO eTHHYecKka HOBa MOJEpHa MYy3UKa ce
peKIIaMupa 1 MOMyJISIPU3UpPa CPel MACHTE IO Pa3IMIHU HAUWHH,
TakKa 4e J1a UMa Bce MO-IHUPOKa )KU3HEHOCT.

1.4.3. Marepuajau 3a KOpPUTMpaHe HA HapoAHATA
»MHHOPHA MeJIOAU.

ITo Bpeme Ha nepuona Sn’an Cuan Cunxaii ce 3aema cbC
CbOMpAaHETO Ha HApOAHM MEJOJMM KaTO M3TOYHUK Ha
My3UKaJgHO cb3HaHue. KaTo mpodecuoHanseH My3UKaHT TOM
3abI00YEHO M BHMMATENHO M3y4yaBa TPaJUIMOHHUTE
KUTAaNCKN HapOJIHU ITECHH.
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BbB dunocodcku miaH, HOBOTO MY3UKAIIHO JABUKEHUE
CM TIOCTaBs KaTo OCHOBHAa 3ajgava Ja MOMyJIspu3upa
HAI[MOHAJTHUTE MY3UKAIHU (OPMU U PUTHM KaTO I'M ChUeTae ChC
3amagHus  My3ukaneH crwi. OT  emHa cTpaHa BBPXY
HAI[MOHAJTHUTE MHUHOPHH MEJIOJUU C€ TOsBSBAaT HOBU
XapMOHUH, CHIIPOBOXKIAHU OT HAPOJHU UHCTpyMEeHTH. Pa3Oupa
ce, He OuBa Ja ce 3a0paBsi MOCJIaHUETO HAa HOBaTa My3UKa — TA
HE € TOJKOBA M3pa3 Ha JTUYHH MHUCIH, EMOLUUA ¥ MUCTEPUO3HO
BJIbXHOBEHUE, a MPECTaBs U OTpa3siBa OOIIECTBEHUS KUBOT; TS
€ MHUCHATa Ha TBOpela KbM OOINECTBOTO; TS € OPBKUE 3a
ocBOOOXIeHre Ha Kuraii.

1.4.4. Cpb31aBaHe HA HALMOHAJIHA ,, 10N (OHUA*.

B mysukannoto TBOpuecTBO Ha Cuan CuHXail MHOIO
MaJIbK Opol NpPOM3BEAEHUS Ca IUPEKTHO aJanTHpaHU WIIH
LUTaTH OT HapoaHu Mmenonuu. [loBedero mpousBeneHus ca
0a3upaHM caMO Ha MY3UKAJIHM XapaKTEPUCTUKU, MY3UKAIHU
CTWJIOBE, TEXHUKHM Ha WH3pa3siBaHe W JApPYrd AacHeKTd OT
HaponHuTe necHu. 3a Cuan CuHxaif, KoWTO € oOydaBaH B
3amajHuTe KOMIIO3MLIMOHHU TpaJuluH, mpodecuoHamHaTa
KOMITO3MIIMOHHA TEXHUKAa Ha M3pa3siBaHE € OT CBHIIECTBEHO
3Ha4eHue. Toil Bi1ara CBOMTE TBOPUYECKH YMEHUS B Ch3JaBAHETO
Ha HOBaTa My3HKayHa ¢opma Ha Kurai.

Cuan CunHxaii mocouBa, 4e ,,3a 1a Ce CIPaBUM U Pa3BUEM
KOMIIO3UIIMOHHATa (hopMa Ha KMTalCKaTa My3MKa, KaTO IMbPBU
METOJI MOXE J1a CE€ M3IO0JI3Ba KOHTPAITyHKTa, C KOWTO MOXeE Ja
CE NIPOMEHM MOHOTOHHOCTTa Ha HApPOJHUTE IIECHH, J1a TH
HarmpaBu 1o-0oratu u MojepHu U T.H.“ [Xian Xinghai, 1949]

Moxe na ce 00001HM clneHUST (HAKT: B CBOUTE KAHTATH
Cuan CuHxall u3Mos3Ba HUTATU OT (OJKIOPHU OOpa3lH U T
pa3paboTBa C TMOMOIITa Ha KJIACHYECKH MOIH(POHUUHU
cpenctsa. [lo To3u HauMH TOM MOKa3Ba MBTUIIATA, IO KOUTO
KMTalicKkaTa TpaAuLIMOHHA My3MKa MOXE Jla IpHEME
KOMITO3UIIMOHHU €JIEMEHTH OT eBpomeiickata My3UKalHa

KyJITypa.
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1.4.5. 3anagnu KOMNO3MUIMOHHU TEXHUKH ¢ (POJIKIOpHA
»CTAPUHHA MY3HKa*,

IIpousBenenuara Ha Cuan CuHXail OpoOM3IU3aT OT
HapoJIHaTa TpaJMLIMs Ha ,,JpeBHaTa My3uka“. Tyk cnomeHaraTta
»JpeBHaTa My3uKa“ uMa aBe 3HadyeHus. IIbpBoTO Ce oTHAcs 3a
MY3HKaTa, a BTOPOTO C€ OTHACS 33 JPEBHUTE UHCTPYMEHTH.

IIpe3 1939 ronmna Cuan Cunxail KOoMIlo3upa HOBaTa
KuTalcka omnepa ,,Boenen u rpaxaancku mapui. ToBa € enHa
OT PaHHUTE U3BECTHU AHTUANOHCKM BOEHHM OIEPH, KOSTO €
TUNHWYEH MPUMEP 3a TBOPUECTBO M0 3alaJHUS ONEPEH MOJEI.
Bceuuku necHu ca HapoaHu. TekcroBere ca Ha TOBOPUM €3HK,
JIOKOJIKOTO € Bh3MOXHO. My3uKara Ha orepara € KOMOMHAIIHs
OT KMTalCKU U 3aIlaJ{HU CTUIIOBU KOMITO3ULIMOHHU [TOXBATH.

Cuan Cunxaili ce 3aemMa Ja u3y4yaBa TEMHTE Ha
TpaauIOHHATA JIpaMa. 3armo3HaBa ce ¢ KUTACKUs (OIKIOp U
HapoOJHUTE NpeNaHus, 3a Ja TM U3M0J3Ba KAaTo TeMaTHEeH
MaTepuail U Ja T'M pa3BUBa KOMIIO3MIIMOHHO ChC €BPOINEHUCKU
TBOpPUECKH TEXHHKHU. Toll KOMOWHHpa OPUTHHATHO HApOIHO
[IeeHE ChC 3allajHaTa BOKaJHa TEXHUKA.

1.5. HoBaTopcTBoTO Ha CHan Cunxaii.

[leppuoxsT, B KOWTO cCB3maBa ,IIpousBoacTeena
KaHTaTa* KOMIIO3UTOPHT BCE OIE HE € YCIsul na dopmynupa
CBOUTE BbIJeAN. YecTo € MOANI0KEH Ha KPUTUKH IO IMOBOJ
HETOBOTO CHCPEIOTOYAaBAHE BBPXY IMHCAHETO HA MECHU 3a
HallMOHAJTHO CHaceHHeE.

B €IHO HEroBO HW3Ka3BaHE no MOBOJ,
,IIpon3BoacTBeHara kantara* Cuan Cunxai 3akioudana: ,,Cera
KOMIIO3UTOPBT MOKa3Ba TPU Pa3IMYHM Harjacu: IbpBaTa € Jia
MMUTHpA 3amajgHaTa My3HMKa, BTOpaTa € Ja IIpakTUKyBa
KUTalCKaTa My3WKa YIOPUTO M TpeTara € Jla ce ONUTBa Ja
KOMOMHHpa KUTalickaTa My3HuKa ¢ eBpomeiickara. [locneaHoro
CHJIHO TO 0JI0OpsiBaM, HO TYK MEXAYy JAPYTOTO H3jIaraM TpH
JI03yHTa: My3uKara TpsOBa Aa ObJe MOMmyJsipHa, HAI[MOHAJHA,
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aptuctuyHa. CaMo korato paboTHM YCIELIHO B Ta3u [MOCOKa II1e
ch3mazeM 100pa mysuka 3a Kutait.” [Xian Xinghai, 1989]

Bo3rneaure na Cuan Cunxail 3a My3MKarta npeTbprsaBaT
KaueCTBEH CKOK M c€ 0)OpMsi HEroBaTa My3MKaTHa KOHIICIIIHSI.
[Ipe3 To3u nepuo Toi He caMo Ch3/1aBa XOPOBU IIPOU3BEICHUS,
HO M myOnuKkyBa roisim Opo#t cratuu. Ilpes 1937 roguna toii
nuie ,,Ilecedra 3a crnacsiBaHero Ha HanusaTa B JIyosur™ (,,The
Song of Saving the nation in Luoyang®), a npe3 1938 romuna
»llepcreKTuBaTa Ha HOBOTO IE€BYECKO JBMXKeHHE B Kwuraii*
(-, The Qutlook of the Recent Singing Movement in China), B
kouto Cuan CuHxail OTpassiBa CBOST ,,My3UKaJeH BB3IJIE] 3a
AHTHSAIOHCKATA BOMHA™.

1.5.1. Or My3uKaHTH 32 HAUMOHAJIHO CIACeHUE [0
»MY3HKAHTH OT Hapoaa“.

Bpemero mpekapano B SlH’aH NpOMEHs MHOTO
MHUCJIEHETO Ha Komno3uropa. Cuan CuHXall OKOHYATEJIHO Ce
OTBpbBIIA OT HJesATa 3a ,,U3KYCTBO 3apajy CaMOTO U3KYCTBO* U
npreMa IMOJUTHIESCKUATE TIPUHIIAITN KaTO OCHOBOIIOJIAralliy Ipu
Cbh3/1aBaHETO HA U3KYCTBOTO.

B ,,Mosr kypc no My3ukanHo oOyueHue* Toil 00cwrxIa
NoJpoOHO 3HAYEHMETO Ha M3KyCTBaTa W My3HKara KaTo
rojuepTaBa TSIXHATa JXU3HEHOCT M OopOeHa cuna. B cBoero
MY3HKaJIHO TBOPYECTBO TOM CBH3HATEIHO BKIIOYBA TEMH,
CBBp3aHM CBbC CTpPaJaHUATa HaA pOJMHATA U  CBOMTE
cbHapoAHULM. [IOBAMSH OT akTMBHMTE CpelM ¢ pabOTHUIH,
CEJISTHU M CTY/EHTH, TOHM JIOpU H3IOJI3BAa KaTO e€PEeKT TEXHHUTE
,,BUKOBe". B roieMusT 6poil HalMOHAIHN TaTPUOTHYHU TECHH,
konuto Cuan CuHXail Ch3JaBa SICHO NpPOJMYaBa IPOMSHATA,
HACTBIWJIa B HETOBUAT My3uKaleH MbT. Koraro mo-kbcHO
KOMEHTHpA CBOSITAa KOMIIO3UTOPCKA JIEWHOCT, TOM Ka3Ba:
,,MOuTe NMpou3BeaeHHs Beue O0sgxa HaMepHJIM HauuH Ja roemar
YyyBCTBaTa Ha moTrcHaTHTe Xopa“. [Xian Xinghai, 1989]
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1.5.2. PasnpocTpaHeHue ¥ NOMYJISAPHOCT HA MY3MKAaTAa.

B flw’an, Tol MHBECTHPA MHOTO CHEPTHs B CHOMPAHETO
Ha HApOJHMU IECHMU OT IslaTa CTPaHAa M aKTUBHO y4acTBa B
,CeMuHap 3a HapoAHM TecCHH, cb3nageH B Sn’an. B
aKaJICHUATA 3a1104YBa J1a BOJU Kypc 10 ,,M3cnenBane Ha HApOAHU
[IECHU, BKJIIOYUTEIHO HCTOpPUS Ha KHUTalicKaTa My3UKa OT
JIpeBHOCTTA. B cBosATa mpenogaBarescka aeiHoct Cuan Cunxait
HabJsra Ha Ch3JAaBAaHETO HA MOMYJISIPHU MecHu. Tol cMmsTa, de
nmoa0paHuTe TEKCTOBE TPSIOBA Jja MMAT Pa3rOBOPHU U MECTHU
XapakTEepUCTUKUA. HeroBure CTyIeHTH ca BIBXHOBEHH OT
BB3IJICAUTE MY 3a MONYJSpU3UpaHE HAa My3UKaTa M CTaBaT
PEBHOCTHHU IIOCIIEA0BATENH.

B ,,3amo na u3zyyaBamMe HapOJHU NHECHU TOM Ka3Ba:
,,HApPOJIHUTE TECHU Ca OCHOBATa Ha KHUTallCKaTa My3HKa, 3a Ja
pa3bepeM KuTaiickaTa My3HKa, Tps0Ba Ja U3yuaBaMe HapOTHUTE
necuu.” [Xian Xinghai, 1949: 7]

IIpe3 1929 roguna Cuan Cunxail myOiauKyBa CBOSIT
M3BECTCH OYEpK, O3arjiaBeH ,,YHHBepcanmHarta My3uka™ (,,The
Universal Music®). B Hero Toil u3pa3sBa 3arpmXEHOCTTa CH
OTHOCHO Pa3BUTHETO HA KUTalCKaTa My3HKa: ,,TOBa, OT KOETO
Kwuraii ce Hyx1ae, He € apUCTOKpaTU4HA WJIM YaCTHA My3HUKa, a
TOBa, OT KOETO C€ HYXK/1ae KUTAUCKHUAT HApOJ, € YHUBEpCcaIHa
My3uka.“ OT TO3M MOMEHT ,,yHMBEpcajgHaTa My3HKa“ cTaBa
CMHOHHM Ha ,,My3HKaTa, KOSITO CracsiBa CTpaHara‘.

B ,,YauBepcannara wmy3uka“ Cuan CunHxail 1aBa
clieHUTEe OOOOIEHH HACOKH 3a Pa3BUTHETO HAa MY3HKara:
,YCBOSIBAHE Ha M3AIIHUTE NPOU3BEACHUS Ha OTMHUHalaTa
HapoJHOTleceHHa ¢opMa, BHYIIABAME HOBO ChIbpP)KaHUE U
OTHBaMeE €/IHa Kpayka Hampes, U3MO0I3BaliKu TBOPYECKU METO]T
C HOBO ChIIbp’KaHuE M HOBa (opma, U To o0eAUHsIBAMeE, 3a J1a
pa3uynuM TpaguIMoHHUTE peoganHu u monydeo atHu METOIN
¥ HABUIIM HA THCaHEe, Taka 4e Jla MOXKEM Jia TPAKTUKyBaMme
HapOJIHUTE MECHU HAa HOBOBB3HHUKBAIlATa MY3HKa U J1a MOXEM
Jla ce MpEeJICTaBUM Ha CBETOBHATa My3MKaldHa cleHa.” Mamnko
MO-KbCHO III€ BB3KIUKHE: ,,MHOTO TOOMHH ce Oopux na
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YCTAaHOBSI HOBaTa KHUTalWCKa My3HWKa. Ta3m My3uKa TpsOBa
HAWCTHHA Ja U3pa3sBa JayllIaTa Ha Xopara u Jia Ma HOBH (hopmu
U HOBM XxapmoHuu.”“ Cuan CuHXail mpHemMa ¢ EHTYyCHa3bM
uJesTa My3MKaTa Ja HaBJlie3€ B KYJITYpPHUS >KUBOT HA MAcHTE.
Toli BapBa, 4e 3a 1a ObJAT NPUETH IPOU3BEICHUATA OT XOpara,
Te TpsAOBA J]a BB3MpUEMAT MYy3UKATHUAT €3HK, TO3HAT HAa XopaTa
M Ja UMaT XapaKTepHU OTIMYUTEIHU  HAIMOHAIHU
XapaKTEPUCTUKHU.

1.5.3. Komnujiamnus ot nonyJasipHi MeJIOTUM.

[Ipe3 1936 roguna Cuan Cunxail Hanucsa ,,llecen 3a
opan“ (,,Ploughing Song®), kosTO € HEroBHAT Haii-paHeH
KOHTAKT ChC CEBEPHHS CEJICKU XUBOT Ha XbHaH JKBHIKOY.
Tyk MoXke /1a ce yceTHn ceBepHaTa MPUPOIHA Cpeia U MECTHHUTE
yCJIOBHS W O0WYau, aJanTUpaHd B oOpabOTKaTa Ha TpyaoBara
TeceH.

[Ipe3 to3u nepuoa Cuan CuHxail HamucBa rojasm Opoi
MOMYJISIPHU TIECHH, TTOIXOISAIIH 32 OopOaTa ¢ HAIIECTBCHUIIUTE.
Enuu ot Ts1x ca: ,,Mapri ¢ mmmpok meu“ (,,Broadsword March®),
,Bpopbxkenara 3amurta Ha Ilamcu™ (,,Armed Defense of
Shanxi®), ,,ITaptusancka necer” (,,Guerrilla song™) u ap. Toii
ChIIO TmHIme mecHu ,Jla ce Bv3murHem (,,Rising ter®),
»Ilnmonepcka mecen (,,Pioneer Song“) u ,,CeBepHOKHTaliCKa
dbepmepcka mecen” (,,North China Farmer Song®) 3a macute ot
pabotHuim u censHu. [1o Bpeme Ha cBos npectoit B S1H’an Cuan
CuHxail ch3aBa W W3MBJIHABA YCTHPUTE KAHTATH, KOUTO Ca
MOCTIKEHUE B HCTOPUSTA HA KUTalicKaTa KyaTypa.

1.54. IyxbT Ha BpeMeTO W HALMOHAJHHUAT NPHHOC B

CBb31aBAaHETO.

Cuan CuHXall €: KOMIIO3UTOP, TEOPETHUK W TEeIaror.
TpeTuar acrexkT OT HEroBaTa JIEMHOCT € OTJIAMYHATA MY3UKAJIHO-
negarorndecka pabora mpuU KYJTHBHPAHETO HA MY3HKAJTHU
TaJaHTH.
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Cuan Cunxaii HacTosiBa B MpOGECHOHATHOTO 00ydIeHUE
Ja ce KOMOMHUpAT — My3HKaJIHATa TEOpUs OT €AHa CTpaHa U
YCBOSIBAHETO Ha NpO(ecHOHATHH YMEHHs OT Jpyra. Toi
MOJITOTBS TOJISIM OpOY BUCOKOKAYEeCTBEHU MY3UKAJIHH TAJIaHTH,
3a 1a OTrOBOPH Ha HYXKaAuTe Ha Bpemero. Cpex 1ax ca: Ma Ke
(Ma Ke) — komnozutop u mysukonor u Jlu Xyanmku (LI
Huanzhi) — xommosuTop u mpejacemares Ha AcoMalUsATa Ha
kutaiickure Mmy3ukantd U SH Jlaurkyn (Yan Liangkun) —
W3BECTEH JIUPUTEHT U €IUH OT OCHOBATEIUTE HA XOPOBOTO
n3KycTBO B Knraii.

TBopuectBoTo Ha Cunan CuHxail Oenexu NbTA Ha
pa3BUTHE Ha MOJEepHaTa KWTaiicka My3HWKa, pa3Oupa ce mon
KOHTpOJIa Ha KOMYHHCTHYECKaTa IapTusi 110 TOBAa BpEMe.
My3ukara My Ompenens bTSA Ha MPOMsSHATa BbB QriIocopusiTa
U TBOPYECKHs NOAXOJ Ha KOMIIO3UTOPHTE OT ,My3HKa 3a
MY3HKaTa*“ KbM ,,My3UKa 3a xopara®“. JKXuBOTbT U TBOPUYECKOTO
m3pactBane Ha Cuan CuHXall € HUCTOpHITAa Ha ,,HaPOIHUS
MY3HKaHT", HETOBHUAT MY3HKaJICH ITBT KbM yCIeXa.

Z— BTOPATJIABA

2. Kanrara B Kuraili — nmosiBa M XapakTepHCTHKA Ha
JKaHpa.

2.1. Cneuudunynu o0co0eHOCTH Ha eBpomnelcKuTe
KaHTATHO-0PaTOpHAIHH (popmu.

3a ma ce mpocienu npuHochkT Ha Cuan CuHxail 3a
pa3BuTHETO Ha KaHTata B Kutail, B Ta3u riasa ce o6obmaBar
CXOJHUTE KaHpOBU XapaKTCPUCTHKHU Ha KaHTaTrara H
oparopusiTa KaTo BOKaJTHO-CUM(GOHUYHU KoMIo3uLIUU. OTHOBO
ce oToens3Ba, ye Cuan CuHxail moiydana 3arajHo-eBpONEHCKO
o0Opa3oBaHHe, KOETO OKa3Ba BJIMSHHE Ha  HETOBHUSAT
KOMITO3UTOPCKH CTHII U MHCJICHE.

24



2.2. Ilpousxoa u pa3BuTHE HA )KaHpPa KaHTaTa B Kuraii.
2.2.1. PaHHH KHMTAHCKH IIMPOKOMAIIA0OHU BOKAJIHH
TBOpOM.

B navanoro na XX-tu Bek B Kutaii craptrpa roasmMoro
pedopmaTopcko ,,JIBrmkenne 4eTBbpTy Maii“. To naBa moreH
TJIACHK 3a MO-HATAaTHIIHOTO Pa3BUTHE HA XOPOBOTO U3KYCTBO B
Kurani. XyMaHHCTHYHHA JyX UM INPOrPECHUBHUTE HACU 34
JIEMOKpallisl 1 HayKa ca OCHOBHATa HHILIKA B IuiaTopmara Ha
JIBMKEHMETO 3a HOBa KyiaTypa. Milagute My3HKaHTH ca
MOBJIMSIHM OT TE3UTE 3a JEMOKpalus M CBOOOJAa U Ch3JaBaT
MHOT'0 HOBU MY3UKAaJIHHU IPOU3BEIEHUS, KOUTO CE IIPEBPHLIAT B
MY3HUKaJTHO-IOETUYHHU embieMu Ha HallMOHAIHO-
MaTPUOTUYHOTO JABUKEHHUE B CTPaHATa.

[Ipe3 30-Te ronuHu ce MOSABSIBAT MMO-MallabHU TBOPOH U
BOKAJIHU LIMKJIM, KOUTO 3a€MaT CHELMAIHO MSCTO B UCTOPUSTA
Ha My3uKalHata Kyiatypa Ha Kwurail. Egam ot mbpBute
KUTalCKH MPOU3BECHUS OT KAHTAaTHO-OPATOPUAJIHUS JKaHP ca:
,Menonust Ha Mopeto®, ch3aaneHa ot J[xao FOaupen (Zhao
Yuanren) npe3 1927 roguna u ,Jllecen 3a BeuHata CKpBO*
komnosupana ot Xyanr 3u (Huang Zi) npe3 1932.

2.2.2. HoBurte wucropunueckn cboutua B Kurtaii nu
XOpPOBOTO TBOPYECTBO.

Ucropruueckute chOUTHS, MOTUTUUECKUTE KAaTAKIU3MU
Y TparMyHUTE MHLUUJEHTH, KOUTO npexkuBsiBa Kuraii ot 30-Te u
40-Te ronuan Ha XX BeK Oelie)kaT HOB €Tall B Pa3BUTHETO HA
KUTalCKOTO XOpoBO u3KycTBO. [Ipe3 1932 roauna ce cp3naBa
I [eKHHCKH CBI03 Ha JIEBUTE MY3UKaHTU ‘. B msiarta crpana ce
nojgemMa Ta3M W€ U C€ y4peAsBaT paszliuyHu ,,My3uKaaHU
opranuzanuu ¢ JieBu yoexaenus . Kommnosuropure Hue Ep u
Cuan CuHxall ca THUIIUATOPUTE HA HOBOTO JIBUYKEHUE.

[Ipe3 pasrnexpanus nepuon B Kwutail ce 3aBpbmiaT
roJsiM Opoil My3MKaHTH, KOUTO ca UMall BH3MOKHOCT /1a y4ar
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B uykOnHa. Crie1 KaTo ca YCBOMJIM €BPOIEHCKHUAT M CBETOBEH
MY3HUKaJI€H OIUT, KUTAUCKUTE KOMIIO3UTOPU IO IpPEHACiIT U
aJantupar KbM MECTHUTE TPAJAULMOHHH MY3UKaTIHH (DOPMH.
dopmMupaHETO Ha HOBAaTa KUTalWCKa My3UMKa C€ IOATrOTBS
YCIIEITHO KaTo 3amouyBar Ja ce NyOnMKyBaTr rojisiM Opoit
CIUCaHUs, KHUTU U CTaTUU. Bcuuko ToBa BOJM J0 mosiBaTa Ha
KpYIIHU XOpOBO-cuM(ponuuyHu TBOpOU. Ch3AaBaTr ce MbpPBUTE
[IMPOKOMAINA0HU XOPOBU MPOU3BEICHHUS.

2.3. Mama0Hu xopoBu npousseaeHus or Cuan Cunxaii.
2.3.1. Hcropuyecku mNpeANnoCTaBKH 3a MOsIBATA Ha
YyeTHpPHUTE KAHTATH.

[Ipe3 1938 romuna BoifHaTa 3a CBHIPOTHBA CPEILY
SnoHns HaBIM3a B €Tall HAa CTpaTernyecka 3acTol H
MIPEUUITHUTE aHTU-SAIOHCKU CIIACUTEIHM IIECHU BEYe HE MOrat
Ja OTTOBOPST HAI'BJIHO Ha HYXJIuTe Ha oOuiectBoto. Ilpes
armpun 1938 rommHa € ch3mameHa AkajeMusATa 3a H3SIIHU
u3kyctBa Lu Xun B SIH’aH, KbAETO ca mpuBieueHH 0e30poii
MJIa/ld TATPUOTH U TBOPLIU OT LI CBST.

2.3.2. TBopuecko BJIbXHOBeHHEe M Obp3HHa Ha
KOMIIO3MpPaHe.

Cuan Cunxail cb3gaBa TBOpOU C yIAMBUTEIIHA CKOPOCT.
ITo Bpeme Ha mpectos cu B lllanxaii, Toit kommosupa Hax 300
IIECHU 3a CIIacsABAHETO Ha HAIMATa, BCUYKM OT KOUTO ca
Ch3/a/IeHH 3a KpaTbK nepuoa ot Bpeme. Hskou oT Te3u TBopOU
JOpM ca KOMIO3MpaHM 3a e€IuH u4ac. Yerupure Haul-
MPECTaBUTEIHN XOpOBH Kommo3uiuu Ha Cuan CunHxait
CIIOJEIIAT CXOJICTBA 10 OTHOILIEHUE HA CKOPOCTTA Ha TBOPYECKO
Ch3/laBaHe, UCTOPUUYECKHU (DOH, TEMH, PEATUCTUYHO ChAbPIKaHNE
U XYJOXKECTBEHU NPHUHLUIMU. BcHuknTe 4eTHpu KaHTaTH ca
Ch3JaJIEHU CaMO 32 OKOJIO T'OJINHA, KAaTO BCSIKAa KOMIIO3WULIHA
OTHEMA II0-MAJIKO OT CEAMUIIA.
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2.3.3. Peanu3bM Ha My3HKa U ChAbpiKaHHeE.

Cuan CuHxall MHOTOKPAaTHO MOJ4YepTaBa, Y€ My3HKaTa
MPOM3XO0KJa OT PEATHHs XKUBOT U € HaW-JOOpHUAT HAYWH 3a
M3pa3siBaHE HA YOBELIKUTE eMOUMH. TOi OCh3HABA 3HAYCHUETO
Ha U3KYyCTBOTO M KOHKPETHO CHJIaTa Ha My3HMKaTa B Oopbara u
CBhIIPOTHBATA. 3aTOBAa KOMIIO3UTOPHT CE€ CTapae Ja OIO3Hae
peanHus )KUBOT Ha CBOMTE ChbHAPOHUIIM U Ja Ch3/1aJIe MYy3HUKa,
KOSTO € 0JIU30 10 MacUTE U MOKE Jla CIIYKH Ha poJrHAaTa.

2.3.4. KoMno3uMIMOHHM TeXHUMKH M TNPHHOUNK HA
TBOpPYECKA peain3aiusi.

Or mnucmara, [HEBHMUIM, JOKYMEHTH, MEMOAapU U
TBOpuecku Oenexku Ha Cuan CruHxail MoXke 1a ce yCTaHOBH, ye
UJIC’bT B HETOBUAT KPAaThK M TEXbK KUBOT M MHTECH3UMBHA
My3HKaJIHa Kapuepa € Ch3aBaHeTO Ha HOBA MYy3UKa B KUTANCKU
CTHJI, YHUBEpCAJIHA U MPUBIUYAIIA TYOJIHKA.

Cuan CuHxail oThaBa roJIIMO 3HAUYCHHE HA KUTaHCKUS
donkmop. ,,3a ma pazdepere KuTaiickata My3uka, TpsOBa naa
M3y4yaBaTe HAPOJHUTE MECHHU, 3aI0TO T€ Ca POJICHU OT peaTHus
KMBOT Ha MacuTe M ca LEHTpajHaTa 4acT Ha KWTalicKaTa
my3uka.* [Ipenu na kommno3upa cBoute kantatu, Cuan Cunxai
MPOBEXKAa 3aAbI00YEHO MPOYyYBaHE HA HApOJHATAa MYy3UKa U
HAI[MOHAJIHUTE JIaJI0BE U GOpPMHU.

B  xopoBure maptuMm Ha  UYETUPUTE  KAHTaTU
KOMITO3UTOPBT H3I10JI3Ba aBTEHTUYHU HETMPEBOAUMU
BB3KJIMIAHUS TUIIMYHU 32 HAPOAHUTE MECHU Kato ,, A, ,, Xen",
Mo, »Ae, L, Ep®, ,ba“, ,3yn*, ,Aun“ ,Ke*, Mo, Jlonr*,
Llec...

B makou ot gactuTe Ha cBouTe KaHTaThn Cuan CuHXail
M3Mo3Ba (POIKIOPHU MENOJAMM B TIEHTaTOHWKA. Hampumep: B
,Kucen TppH OT *)0k00a“ ot ,,[IponsBoacTBeHa kaHTata®; B
,banana 3a XXwiarara peka ot ,,Kanrtarta 3a XXbarara pexa®; B
,KaHnrtara 18 centemBpu‘ u B ,,IlonynspHa necex 3a opbxusTa‘
ot ,,KanTara 3a XKepTBeHus cpro3*.
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Cuan Cunxall H3M0JI3Ba MY3UKAJIHU €JIEMEHTH OT
TpaIWIIMOHHATA KHUTaiicka omepa W (OJKIOPHO H3KYCTBO.
[TIpumepu 3a ToBa ca ,,CpenHoliiHa NIeceH 3a 18 centeMBpu‘® oT
»Kanrata 18 centemBpu‘; , IlomynspHa neceH 3a opbxuara® u
,llobenere TBBpAOTIIaBUTE  OT ,,KaHnTaTa 3a JKepTBeHUs ChIo3*.

3a ga mpuIoOUST KAaHTATUTE OIIE MO SIPHK HAIIMOHAICH
xapaktep Cuman CuHXali cMecBa TeMOpPUTE Ha KHTAWCKH
WHCTPYMEHTH C KJIAaCHYE€CKH OPKECTPOBHU.

OT KUTaWCKUTE TPAJUIIMOHHU MY3UKAJIHU HHCTPYMEHTHU
Cuan CuHxall 4ecTo M3MoJ3Ba epxy, cs0, KUuTaiicka 6aMOyKkoBa
¢breiita, TpUCTPYHEH HMHCTPYMEHT, MeTalopOHH, TOHT,
KUTACKM MaJIKM YMHENIW, KUTalicku Oac OapabaH M Jpyru
pasHOBHIHOCTH Ha Oapabana (erhu, Xiao, bawu, yueqin, xiao bo,
gong, cymbals, tanggu, dagu) u yecto n00aBs HAKOW yIapHU
WHCTPYMEHTH, KaTo: IpeBHU KaMOaHU, XpaMOBU OJIOKOBE, TaM-
TaM, KUTAMCKU Kpell YMHEJIM, KUTAWCKU KJIaBECH, pa3InuyHu
BUJOBe Kambanwu, Oapabanu, appBeHa puba (ging, fou, muyu,
diyin daluo, dabo, bangzi...)

OcBen TOBa TOW mpuiara HAIMOHAIHU PUTMHYHU
Moenu B ,,3amurere XKbiarara peka“, ,,Kanrara 18 centemBpu*
u ap.

Jpyra OCHOBHA XapaKTEepUCTHKA HA YETUPUTE MAIIaOH!
TBOPOM € BIUIMTAHETO B MAPTUTYPHOTO U3JIOKEHUE Ha
noTM(OHUYHN MY3UKATHHU CPEJCTBA. B HIKOM OT cTaTUUTE CU
Cuan CuHxail mojauyepraBa CBOMTE BB3IJVIEAM 3a TO3H BUJ
KOMITO3UIIMOHHA TeXHUKA. B ,,IIpoyuBane Ha HapoaHUTE IECHU ™
TOH ciara axkieHT BBHPXY M3MOJ3BaHETO Ha monudoHusaTa. B
kanTatuTe Cuan CuHXalfi OCHOBHO W3IIOJI3Ba KOHTpacTHa
nonudoHUsl, UMUTAMOHHA TONU(OHUS W KOMOMHAIHS OT
JBETe, TPOMEHSIMKKA TpaJuIMOHHAaTa (opmMa Ha TOHAJTHATa
My3HKa U JIaBailki Ha IPOU3BEJICHUSTA IOBEUE Bb3MOKHOCTH U
M3Pa3UTEITHOCT.
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2.3.5. UHpuBHAYaTHH XapaKTepPHUCTHKH Ha 4YeTHpPHUTE
KAHTATH.

Mexny 1939 u 1940 roguna Cuan CuHxail € MHOIO
Pa3BBIHYBAH U C PAJOCT MpPUEMa UCKPEHUTE U PEaTUCTUUHU
TekcToBe, HamucaHu oT noerute Cail Ke, I'yanr Beiipan,
Tuennan u @y Jlonrgait. Toil koMIo3upa yeTUpu MariaOHU
XOpoBH IIpou3BeeHus —,, I IponsBoacTeena kanrara“, ,,Kanrara
3a Xparara peka®, ,,Kantara 18 cenrtemBpu® u ,,Kanrara 3a
XKepreenus cpio3“. B TAX TO M3MOJI3Ba HAIMOHAIHU (OPMH,
KUTaWCKH CTUJI U MOJIEPHU TEXHUKHU.

Yerupute mamadbuu npousseaeHus Ha Cuan Cunxaii ce
OCHOBaBaT HAa NPUHUMUIIMTE HA ,,[IONYJSpHA, HALMOHAIHA M
apTUCTUYHO OPHUEHTHpaHA™. B TAX KOMIO3UTOPBT HM3MOJI3Ba
KOMOMHALMS OT 3amaJHd KOMIIO3WIIMOHHU TEXHUKH U
HallMOHAJIM3UPAaHU MY3UKaJIHH elleMeHTu. He3pucumo oT ToBa
YETUPHUTE XOPOBHU IPOU3BEIACHUS Ca CTHJIOBO Pa3HOOOpa3HU U
HaITBJIHO PA3JIMYHU 1O (JopMa U ChAbPIKAHUE.

I Ipor3BOCTBEHATa KaHTaTa* € 0a3upaHa Ha TeMaTa Ha
MIPOU3BOJICTBEHOTO JBMKEHUE. B HEsl KOMIIO3UTOPHT M3MOJI3BA
(donkopeH MaTepuan OT HAPOJIHU TIECHHU U TAHIIOBA MY3HUKa.

,KaHTata 3a XXbnrata peka“ e enmuyHa TBopOa, YUATO
TeMa € reponmyHara Oopba Ha Xxopara OT JBETE€ CTpPaHH Ha
Kbnrara peka. Kanrtatata € 3a XOp, 4YeTell COJUCTH H
cumbonnueH opkecTbp. OOeANHBAIIIA POJISI UMa PELIUTATOPBT,
KOWTO JOKaTO M3IBJIHABA TOCTUYHUS TEKCT, H3IBIHEH C
KU3HEHOCT M OOEH JIyX, HallpaBJIsABa ISUIOCTHATA ApaMaTyprus
Ha OCEMTE YacTH Ha TBOpOara.

»KaHTata 18 cenTeMBpu‘ € MOCBETEHa Ha TemaTa 3a
LHIuaeHTa ot 18 cenTeMBpHU* 1 4eCTBaHETO Ha Modeara.

»KaHtata 3a JKepTBeHMs CbBIO3 € HamucaHa 3a
Aconmanudara Ha )xepTBonpuHomenuero ot [lancu.
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2.4. Mama0OHuu xopoBu TBOpOu cb3nanenun B Kuraii cien
40-Te roAMHU HA MUHAJIUS BeK — OIleHKA HAa TBOPOUTe.

B kpas nHa 30-Te roguHu, cien 4ETUPUTE KaHTaTH Ha
Cuan Cuexali ce TosBABaT TOJsIM Opodl  KaHTaTHH
MPOU3BEICHUS, KOUTO ca MOBIMUSAHU OT ,,KaHrara 3a XKbarara
peka“. B Te3n mamabHU TBOPOM MpoJMYaBa CTPEMEXKBT Ha
KUTANCKUTE MY3UKAHTH KbM HAlIMOHAJIEH CTHII.

2.4.1. ,Kanrarara 3a Ocma mapmpyTHa apmus® — 1939
roJAHHAa.

KommnozutopsT IxbH Jltouen (Zheng Liichen) e cunmno
BII€UaTyIeH OT ,,KanTarara 3a XXsbarara peka® na Cuan Cunxai
U Ch37aBa CBOETO MPOU3BEICHHUE.

2.4.2. ,PaboTHnuecka kanrara“ — 1939 roguna.

ITo nmomobue Ha ,,[IpousBocTBeHaTa kKanTata* Ha CuaH
Cunxait, xomno3utopbT Jluy Yum (Liu Chi) nmme cBoeto
npousBenenue. Jlo ronsima creneH TBopOarTa € MOBIUSHA U OT
Mozena Ha ,,Kanrarara 3a XXbarara pexa“.

2.4.3. Kanrarara ,,IIpodyxnane na ®enuxca* — 1941
rojnHa.

Komnosutopsr Jly [xu (LU Ji) cb3gaBa cBodra
MHOTr04YacTHa TBOpOa ChIO MOBIUSHA OT KaHTaTHTe Ha CHaH
Cunxaii. 3a naTepaTypHa OCHOBA CIIY>)KM JBJITA I10E€Ma, KOSITO
HOCHM CBUIOTO MMe, HanucaHa ot I'yo Mopyo (Guo Moruo) —
W3BECTEH KHWTAWCKHU MHcCaTen M KYJITYPE€H AKTUBHUCT C JICBU
yOexIeHHUSI.

2.4.4. ,,lemokpaTuyna kanrtara“ — 1946 roguna.

B kpast Ha 40-Te ronuHN Ha MHHAJIMS BEK, Ha (poHa Ha
M3KIIIOYUTEITHO CJIOKHAaTa M IIOCTOSHHO TIPOMEHsIIA ce
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nonuTHYecka cutyanmus B Kurtaih cmeny  mobemara B
AHTHANIOHCKAaTa BOWHA ce€ 1osBsIBa ,,JleMokpaTuyHara
kaHTaTta“. Tasum MamaOHa My3WKajgHa TBOpOa € Ha WU3BECTHUS
kutaiicku kommno3utop Ma Cuxonr (Ma Sicong), mo TekcT Ha
Hyaamy Xynisa (Duanmu Hongliang).

2.4.5. ,KanTara 3a 6a3ata Ha UepBenaTta Apmus“ — 1956
roJNHA.

Kuraiickara komnosuropka Ky Cucman (Qu Xixian)
nuie cBosAta kaHtata 1o Tekct ot Jxun ®an (Jin Fan). B
OCHOBATa Ha JIMTEPATYPHUAT U3TOYHHK YepBeHara apmus ce
U3I10J13Ba KaTO (DOH M KaTo MOYMT 110 ciryyail 35-ara roquiHuHa
OT cb31aBaHeTo Ha KuTalickara KOMyHUCTHYECKA ITAPTHUS.

= TPETA I'JTABA
3. IIpunochT Ha Cnan CuHxai 3a pa3BUTHETO HA JKaHPA
kanTara B Kurai.

Cuan Cunxail cb3JaBa YETUPH Malla0HH XOPOBHU
MPOU3BEICHUS TIpe3 1enus cu kuBoT. OT elHa cTpaHa Te ca
PEATMCTUYHH U UMAT EIWH U CHIIl HAUYWH U €3UK Ha U3pa3siBaHe
— 6nm3ko 10 macute. OT ipyra cTpaHa — BCAKa OT T€3W KaHTaTH
“Ma CBOM COOCTBEHH XapaKTEPUCTUKU, TEMATHKATa € pa3InyHa
M0 CBHABPKAHHUE, U3IOJI3BBAHUTEC CH@HI/I(‘I)I/I‘—IHH CpeacTaa,
XyJIOKECTBEHa OOpa3HOCT M KOMIO3UIMOHHU TEXHUKH 3a
H3passaBaHC Ca TBbPAC HHAVNBUAYAJIHU.
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3.1. ,IIpousBoacTBeHa KaHTaTa".
3.1.1. Ipenucropus Ha Cbh3/1aBaHETO Ha
»IIpou3BOACTBEHA KAHTATA.

[Ipe3 1939 roguna 3anouBa BropaTta kuTancko-smoHCcKa
BoitHa. CTpaHaTa € M3IpaBeHa Mpej CepUuOo3HN MKOHOMUYECKU
3aTpyJHEHHS, HEIOCTUI Ha XpaHa, JeKapcTBa U JpYrd
noctaBku. [IpennpueTy ca cepust OT MOJUTHKH 3a Mo100psiBaHe
KUBOTA Ha XopaTa. B peBONIOLIMOHHUTE TPAaHUYHU PAWOHU Cce
o0enuHSABAT BOWHMIM W IMBWIHH, 32 Ja pa3paboTar
MyCTEEUIUTE 36MH, J]a OTIIICKAAT 3eTCHUYIH U JOOUTDHK.

[Ipe3 mapt 1939 ronguna Cuan Cunxai mpu3oBaBa CBOSIT
npusten, moetbT Yen bunrmkyn(Chen Bingjun), ¢ nceBaonum
Caii Ke (Sai Ke) cwpmo ma ce BKIOYaT B ,,TOJISIMOTO
MIPOU3BOJICTBEHO JBMXKEHHE W Ja JOKYMEHTHPAT CHOUTHST.
Karo mnaOnromaBa CeJICKOCTONAHCKUS TPyA Ha XopaTta,
npamatyprbT Caii Ke cbcTaBs MHOXKECTBO TEKCTOBE M CILIEHU
0a3upaHy Ha CHh3/1aBaHETO HA MAaCOBA MPOIYKIHUS M aHTHBOCHHU
temu. Clieft KaTo moiy4ana THOPETOTO 3a MO-MAJIKO OT CEIMUIIA
KOMITIO3UTOPBT Cuan Cunxait ChUMHSABA CBOSITa
,JIpon3BojcTBeHa kanrtara““ op.8 (Shengchan Dahechang) karto
MY3HKaJIeH JIEKOp KbM MaTPUOTHIYHUTE TEKCTOBE.

3.1.2. My3ukaiaHu XapaKTepUCTUKHU Ha
»1IpoM3BOACTBEHA KAHTATA%.

1 [pON3BOJCTBEHATA KaHTaTa" € MBbPBUAT oNUT Ha CUsH
Cunxail 3a HanuoHaigHa (QopMa M MPOTPECHUBHU TEXHUKH —
JpaMaTU4eH XOp, KOMTO Iee U TaHLlyBa. B pa3zianuHuTe ennusoqu
Ha XOpoBaTa MapTUTypa ce ChueTaBaT pa3HOOOpa3HU CTUIIOBE U
3BYLIM, HACUTEHA C AMHAMHUYHU U €MOLIMOHAJIHU KOHTpacTu. B
MOETUYHUSAT TEKCT CE M3I0JI3Ba Pa3rOBOPHA pey, B KOATO JOPU
IIPUCHCTBAT BHMKOBE M BB3KIUIAHUSA OT pEYHHKA Ha
CEJICKOCTOIIAHCKUSI PaOOTHUK.
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,,| [pOM3BOJICTBEHATA KaHTaTa™ € EMNUYHO MPOU3BEJCHHUE,
KOETO OTroBaps Ha HYXJIUT€ Ha BpPEMETO M aKTyajlHaTa
nonuTvka. JlBamata aBTOpM YCHEIIHO C€ BKIKOYBAaT B
JBUKEHUETO 32 MACOBO MPOU3BOJICTBO 110 TOBA BPEME U BbXBAT
JIOBEpHE Ha Xopara BbB BOHHara Ha cwoporuBata. llpes
nepuoja SH’an T npeau3BUKBA CEH3alUs B 1sU1aTa CTpaHa.

Ho no-BaxHo e na ce or0enexu, 4e upe3 HAlMOHAIHUS
1 QONKIOpEeH My3HMKaJIeH e3uk kaHrarata Ha Cuan CuHxaii
MpEeACTaBs CBOUTE HJAEH 3a yHUBepcainHa My3uka. C ToBa
MPOU3BEJICHUE TOW ToJjlara OCHOBHUTE Ha ,,HOBAaTa MY3UKa“ U
,HOBUTE€ CTHUJIOBU OCOOCHOCTH®, Ha KOHCTPYHPAHETO Ha
KUTANCKUSI XOp M Ha M3IOJI3BAHETO HA IMPOCTH MEJIOJUYHU
JUHUM U (PparMEHTH, KOUTO IMPOM3XO0XKAAT OT KUTAHCKUTE
HapoJHHU Menoauu. , IIponsBoicTBeHaTa KaHTaTa® ChbAbpXKA
BOKHUTE apTUCTUYHU ThpceHuss Ha Cuan CuHxail 3a
,IIOMYJIIpHA, HAlIMOHAJIHA M apTUCTU4YHA™ KHUTalWCKa HOBA
My3uKa. Ypes Hesl KOMIIO3UTOPBT MPECTaBs CBOUTE BUKIAHUS
3a MOCOKaTa Ha HOBOTO MY3MKAIHO JIBUXKEHHUE.

Bcuuku  My3HMKaJHO-CTPYKTYPHU — XapaKTEPHUCTHKH,
kouto Cuan Cunxail paspaborBa B cBosTta ,IIponzBoacTseHa
KaHTaTa® me ObJaT MPOABIDKEHH U Pa3BUTH CaMO CJeJl IIECT
nHa B HeroBara  ,Kanrara 3a  JKearara  peka®.
,IIpOM3BOJCTBEHAaTa  KaHTaTta" 1€ TMOCTaBM  COJUIHA
MIpaKTUYecKa OCHOBA 3a MO-KbCcHUTE TBOpOU Ha Cuan Cunxait
kato ,,Kanrtara 18 cenremBpu m kaHrara 3a ,,)KepTBeHUs
CBIO3".

3.2. ,Kanrara 3a ’Kbarara peka“.

3.2.1. KonTekcr Ha TBOpOara.

[Ipou3Benennero €  Cb3AaJACHO B  CIELHANHA
HCTOpUYECKa cpejla 1 HErOBOTO U3IBbJIHEHHUE € TSICHO CBBP3aHO
c wucropuueckus (oH 1O oHOBa Bpeme. Kwuraiickara
AQHTHUATIOHCKA BOWHA € B MHOTO KPUTWYEH MOMEHT U HaBIIU3a B
3aabpHeHa ynuna. [1o ToBa Bpeme SIMOHCKUTE arpecopu IecTBaT
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0e3pa3chIHO BBpXY 3eMsTa Ha Kutail m kuraiickata Harus e
M3IpaBeHa npej Oe3npereieHTHA HallHoHaTHA KpU3a.

3.2.2. TloBoa 3a HanucBaHe Ha ,,KanTara 3a KbJiarara
Pexa®.

Cren HaleCTBUETO Ha SIIOHCKATa apMUsl IPE3 HOEMBPHU
1938 roguna moetst ['yan Beiipan (Guang Weiran) 3ae1HoO cbe
CBOM Jpyrapu npemuHasa JKbirata pexa 0in30 10 Bojomnana
Xykoy. Ilo cBoAT mbT Te BIKAAT YIAMBHTEIHU KapTHUHH,
CIMpally JIbXa — MPOJOMU M OyIIyBallud BbBIHHU, pudoBe U
Bogonaau. Karo cBuperen Ha paspasunata ce Oypsa ['yanr
Beiipan e BrieyatiieH oT cLieHUTe Ha JoJKapu oT JKbiraTa peka,
OOpeIy ce ChC CBUPEIUTE BETPOBE U BBJIHM. TOM MUIIIE moema,
B KOSTO OCHOBHAaTa HJes € 3a OTBXKIECTBABaHE Ha
BeIMYeCTBEHUsT 00pa3 Ha JKbaTata peka c Tparenusita Ha
KUTalCKUsI HapoA M NpUAOOMBAHETO HAa HALMOHAIHA
uaeHTHIHOCT. OT JMTEpaTypHa IJIeJHA TOYKa JIMOPETOTO Ha
I'yan Belipan e mopenuna OT NMOETHUYHM KAPTHHHU, KOUTO B
LSAJIOCTHOTO XY/I0KECTBEHO ChJIbP’KaHUE HA CTUXOTBOPEHUETO
0(hOPMSAT HIAKOJIKO CIOKETHU JINHUH.

[loetnuynata TBOpOa cTaBa OCHOBEH HUMIIYJIC B
TBOPYECKHsI MpPOIIEC HA Ch3JlaBaHEe Ha KaHTaTaTa, KOSTO KaTo
MY3UKaJ€H €Noc OIUCBa OCBOOOAMTENTHOTO JBMKEHHE Ha
KUTalckust Hapond. ,JKanrtatara 3a JKearara peka®“ e
BEJIMKOJIETTHA MY3UKaJIHa KapTHHA, KOSITO I0Ka3Ba FepPOMYHUS
o0pa3 W CWIHMSA HalMOHAJEH AyX Ha KUTailCKus Hapoa B
CBHIIPOTUBHUTENHATA BOWHA Cpelly SAMNOHCKaTa arpecus.
KanTtarara HacbpyaBa NHaTpHOTHU3MA Ha KHUTAWCKUS HApoOJ,
BJI'bXHOBSIBA T'O 32 CHIIPOTHMBA U C€ MPEBPbHIIA B O0€3CMBPTEH
IIETOBBP B UCTOPUATA HA KUTAliCKaTa ChbBPEMEHHA MY3HKA.
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3.2.3. My3ukajien anaau3 Ha ,,Kanrarara 3a JKbarara
2
peka‘.

,KaHTarara 3a JKbJjiTaTa peka‘“ e Hali-monyJspHa, 3aToBa
ce CIOMEHaBa B peulla MY3HKOBEJICKH ITYOJMKAIUH,
IIOCBETEHU HA KHATalckaTa My3uka oT XX Bek. B Ta3u riasa ce
IIPaBU LSUIOCTEH AQHAJIW3 HA HEUHUAT CMHCBI, XYZOXKECTBEHO
3HAauYEHHUE, CTHJIOBU u ChJIbPKATEIHU ACIIEKTH.
[IponsBeneHneTro ce pasriexna Bb3 OCHOBA Ha OCHOBHHUTE
KaHPOBU XapaKTEPUCTHUKH, a TaKa ChILO U TMUHUTE AaHATUTUYHU
HaOJI0ICHUs Ha aBTOpa HA TO3U AUCEPTAL[IOHEH TPY/I.

3.2.4. CueHHMYHO mpeACTaBsiHe B M3MbJIHUTEICKATA
NMpaKTHKA.

[Ipe3 anpun 1939 ronuHa € NpeMUEPHOTO U3IIBIHEHUE
Ha ,Kanrtarata 3a JXXwarara peka“ B 3ama IllanGeit I'oHcro
(,,Shanbei Gongxue*) B rpan Sn’aH.

3.2.4.1. Bepcuu Ha , Kanrarara 3a Kbarara pexka®.

Kanrarata uma TBbpJe HeoOUUaiiHa My3uKaaHa cha0a.
Crnen mbpBOTO M3/aHUE ca Ch3JaJeHH olle ner Bepcuu. llo
OTHOILIEHWE HAa U3IBIHUTEICKUS CbCTaB — BCAKAa OT
ajanranuuTe UMa cBos crneuuduka. BrocnmeacTtBue mmpoka
nonyisipHocT npunoduBa Konnepra 3a nuano (1969 ronuna),
KOHTO € KOHCTPYHpaH BbpPXY YETHUPU OT OCEMTE YacTh Ha
KanTarara. Bceku euH OT BapuaHTUTE KMa CBOUTE IIOUNUTATETN
u ny6nuka B Kuraii.

3.3. ,Kanrara 18 centemBpu“.
3.3.1. Ucropuyecku moBoJ 3a Ch3aBaHeTO Ha ,,KanTaTa

18 cenremBpu®“.

IIpes Homrra Ha 18 centemBpu 1931 ronuna, smoHckara
apmus B ceBepon3ToueH Kutail B3puBsBa 4acT OT BJIAKOBHUTE
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pencu 61130 10 e3epoto JInytrnao B Myken (nuemieH [lensn).
Pazbupa ce, AMOHIMTE HACOYBAT CBOUTE OOBHUHEHHUS CPEILY
KHUTalicKaTa apMus C 11eJ J1a 3a1I0YBaT BOWHA U MOCJIEJOBATEITHO
Jla OKYIIMpaT TPU NMPOBUHIIMU B ceBEpOU3TOUHUs Kuraii.

[To moBoz Ha TparuyHUTE CHOUTHS, CTYYWIIH CE HA Ta3u
nata, mnpe3 1939 roauna Cuan CuHxalt Kommo3upa
MHOTro4acTHa TBOpOa, KOSTO MOCBeIlaBa Ha OcMaTa roIMIIHIHA
OT TPAaru4HUAT UHIUICHT.

3.3.2. My3ukajHa KOMIO3MLIMS U O(opMiIeHHE HA
»Kanrara 18 centemBpu®.

Ilo cwbabpxkanue u ¢opma MPOU3BEIEHUETO € IO-
pa3nuyHo OT ocTaHanuTe kaHTtatu Ha Cuan Cunxaid. Cropen
JIOTMKaTa Ha pa3BUTHE HA ChABP/KAHUETO HA KAHTATaTa aBTOPBT
IpyueMa NpPUHLUIIA Ha CHUM(OHUYHATA CTPYKTypa, KOSITO
ChyeTaBa C XapaKTepUCTHKUTE Ha Kpbropocrra. Ilsmara
KOMITO3UIMS C€ pa3BUBa HEIPEKBbCHATOTO 4pe3 cpaBHeHue. B
€/lHa IbJIra ipaMaTypruyHa JIMHUS UMa €JHa TeMa U KbM Hes ce
BMBKBAT MHOI'O 3633111/1 C OIMMCAHUC Ha Pa3jIM4Hu JIMYHOCTH U
MIEPCOHAXKM.

B Hes KOMITIO3UTOPHT BIUIMTA CTPACTHHU U APKU MCIIOANN
KAaTo M3I0JI3Ba HALIMOHAIIHU WHTOHALMM, KOWTO ca TBBPIC
MOIMYJIAPHH. MGHOI[I/I‘-IHI/ITG JJMHUM Ca IIJIaBHU C BB3XOIU U
crnajgoBe, oboraTeHH ¢ pasHooOpaaHu cuHkomu. Cpemar ce
CIIO)KHM PpUTMUYHM KoMmOuHanmuu. B pesynrar Ha TOBa
My3UKaJlHUTe  ¢pa3su  OpugoOMBaT  NPUIOBIUTHAT U
ONTUMUCTHYEH XapaKTep.

3.4. ,Kanrara 3a ’KepTBeHus cb103“.
3.4.1. UcTropuyecky NMPenocTaBKu 3a Cb31aBAHETO M.

IIpe3 3umara Ha 1939 roguna B fIn’an npuctura Oy
Hourmaii (Fu Dongdai) — 23-romumen wieH Ha ,,JJlurara Ha
camoxxeprBara®“. @y JloHrmait e ¢ Ooratu JUTEpaTypHH U
XYyJ0’KECTBEHU TaJlaHTH.
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[Ipe3 mapt 1940 roguna @y JloHrnaii mpeacTaBsi CBOSIT
noernueH Tekct npen Cuan CuHxail, KOHTO CBIIO ce
UHTEpecyBa OT TpOTaTeJIHUTEe HCTOpUU 3a ,Jlurara Ha
camoxepTBara’. M3KIIOUNTENHO Pa3BbhIHYBAaH KOMIO3UTOPHT
ChUMHSBA MYy3HKaTa KbM KaHTaTaTa C YAMBHUTEIIHA CKOPOCT —
camo 3a €IVH JIEH.

,KaHTtarara 3a JKepTBeHus CbI03‘ IPEJCTaBIISIBA BOCHEH
XMMH 3a CJaBHaTa MCTOpUS WU NOCTH)KEHUS Ha ,,AJlMaHca Ha
[lancu 3a >kepTBOIPUHOLICHHE U 32 CIIACSBAHETO HAa HaUMsTa™
(Shanxi Alliance for Sacrifice to Save the Nation).

3.4.2. CTpyKTYPHH XapaKTepPUCTUKH HA TEKCTOBeETeE.

3a ga cw3gane cBos noetudeH TekeT Dy JloHpan
NpoBeXJa OOMMPHU  COLMAIHM  TPOY4YBaHUS, CHOUpa
MaTtepuanu u padotu ycuieHo. Mysukara Ha Cuan Cunxai
JlaBa II'bJIHOKPBBEH OOJMK HAa MPOU3BEIECHUETO KaTo IsuI0. 3a
ChXKaJleHHe, XYJ0XXECTBEHUAT o0pa3, opopMeH B TeKcTa Ha
»JIUraTa Ha caMO)KepTBaTa’“ € OTHOCUTEIHO NMOBBPXHOCTEH U
rpy6. Moxe Ou ToBa € enHa OT NMPUYMHUTE, MOPAaAU KOUTO
KaHTaTaTa € U3MbJIHsABaHA TBbPJE PAIKO.

3.4.3. OueHka Ha Xy/10:KeCTBEHHTE Ka4yeCcTBa.

,KaHTtarara 3a JKepTBeHHs ChIO3" MMa CBOW YHHKAJICH
CTUI M  apTUCTHMYHMU  XapakTtepucTtuku. Haii-BaxHaTa
apTHUCTHYHA YepTa € HelWHata Mam@abOHOCT ¢ MacoBa
npuBiekarenHocT. Kantatata nMa cuieH pernoHajgeH XapakTep
U ChIbpiKa MHOTO €JIEMEHTH OT (POJIKIOpHaTa My3HKa. Beska ot
YacTUTE UMa Pa3NINvHA CTPYKTYPHA MY3HKaIHA JopMa C XOPOBH
W COJIOBH W35BH, AaHTU(POHHHM W WMHUTAIMOHHH UAJIO3H,
€MU30/11 Ha TOMM(POHUYHA UMHUTALIMS, PEIUTAIUS U JIp.

B xoHmepTHaTa H3MBIHUTENICKA IPAKTHKA CE MPEBPHIA
B Tpaauuus ,,Kanrarara 3a JKepTBeHus cb103* 1a ce U3MbJIHIBA
B eHa nporpama c ,,Kanrarata 3a XXbarara peka“. Moxe Ou
TOBA C€ IbJDKU Ha (haKTa, 4e CTPYKTYPHUTE HA IBETE KaHTATH ca
oJ00HM.
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3.5. Cnan CuHxaii 1 HErOBUAT KOMIIO3UTOPCKH CTHJIL.

B xanTaTHOTO TBOpuecTBO Ha Cuan CuHxail MoeM Ja
TOBOPUM 3a BIMSHHMETO Ha TeMOpUTEe W CeMaHTHKaTa Ha
TPaJIULUOHHUTE KUTAMCKH HUHCTPYMEHTH BbPXY XY/10)KECTBEHO-
ApaMaTypru4yHUsAT  [UIAaH  HA  HErOBUTE  KOMIIO3ULUU.
OTiinunTeNHa YyepTa Ha ChIIPOBOJKAIATa CEKLUS OT KUTANHCKU
MHCTPYMEHTH € PUTMHMYHATa U TEMIIOBa CBOOOJa, KOATO ce
IIPEIOCTABS HAa U3IIBJIHUTENS — [IEBELl WM PELIUTATOP.

B cpmioro BpeMe B naptutrypuute 3anucu Cuan Cunxai
KOMOMHHUpa 3BYYHOCTTa Ha H30pOEHHUTE TPAAUIIMOHHU
KUTAlICKU MHCTPYMEHTH C IMO3HATHU KJIACUYECKU EBPONEHCKU
uHCTpyMeHTH. ToBa JonpuHacs 3a U3rpa)k/1aHeTo Ha €IMHHA U
XOMOT€HHA OPKECTPOBA 3BYYHOCT.

B kanrtatute wna Cuan CuHxall kuTaiickatra U
eBpoIeiickaTa KyJITypH C€ CIMBAaT B OPraHMYEH TBOPYECKU
quanor. OpUrMHAJIHOCTTa W HAIMOHAJIHUS KOJOPUT Ha
HErOBUTE IPOU3BEIAECHUS [0 TOJsMa CTENEH 3aBUCH OT
oco0eHOCTUTE Ha JaxoBara opraHum3anus. Kommo3uTopsT
CMECBA XApPaKTEPHHU JIaJIOBU MY3UKAJIHU CTPYKTYpPH, KOUTO C€
cpelmar B KWTalWCKaTa TPAJULMOHHA MY3HMKa C EBpPOIEHCKH
nagoBu cucteMu. Toil M3MO3Ba KAaKTO apXauyHU BApUAHTU Ha
MIEHTAaTOHMKATa, a Taka ChLUI0O M JUATOHWYEH 3ByKopea. B
XOpoBaTa WM OpKecTpoBaTa (hakTypa KOMIIO3UTOPBT 100aBs
noM(OHNYHM HMMHUTAIIMOHHU TIOXBaTH KaTo B HSAKOU OT
CIyJauTe C€ 3ara3Ba JOMHUHHUpAIlAaTa MO3HUIMS HAa OCHOBHATa
MeJoIusl, TOpU KoraTo (pakTypHuTe parMeHTH ca pa3CciIoeHH B
HE3aBUCHUMHU MY3UKATHU JIMHUH.
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OBOBIIEHME

Cuan CunHxail 1OCTaBs OCHOBHHMTE MPUHIUMIN Ha
KOMIIO3UpAaHE Ha ,HapoJAHUTE KaHTaTu . ToH wu3Mmoy3Ba
EBPOIEHCKH  MONM(POHUYHH  TEXHUKH,  IO-CIICIIHATHO
MMUTAIMOHHY [TOXBATH U BIUIUTAa UHTOHAIIMOHHU ()parMEHTH OT
KUTarcKaTta HapoaHa My3uka. IIo To3u HaumH TOM oOvepraBa
HOBUTE BB3MOKHOCTH 3a pa3padOTBaHE Ha HAaI[MOHAJIECH
TEMaTU4YeH MaTepHall.

,Kanrtarara 3a JKbaraTta peka“ yBeHuaBa JbJIbI' IEPUO]L
Ha TbpPCEHE Ha KHUTANCKWTE MY3UMKaHTHU B o00JacTra Ha
TeMaTHKaTa, XOpoBUTe (OPMU U JKaHpOBE. 3a MBPBU BT
TBOPYECKH YCBOCHH 3alaJIHM TEXHUKH HA XOPOBO IHCAHE CE
MOSIBSBAT B MalladHa KOMIO3HUIMS OT 9 4acTu, ¢ MoMoIITa Ha
KOSTO € BBIUTBTEHO HAIMOHAIHOTO ChabpkaHue. Kanrtartarta
BKJIFOYBA BCUUKO, KOETO € TECTBAHO OT KUTAWCKUTE MY3UKAHTH
B TMPOABIDKEHHWE Ha HIKOJKO JIECETWIETUS — IIHPOK
CTHJIMCTUYEH JUANa30H OT Pa3JIM4YHM COJIOBH U XOPOBH HOMEPA,
pa3paboTeHH ca OPKECTPOBU (PparMeHTH, B KOUTO C€ M3IO0I3BAT
CIIOKHH MONMU(DOHUYHH PEIICHUSI.

3AKVIIOYEHUE

Upes 3axps004eHo mpoyuBane Ha ,,IIpuHochT Ha Cuan
CuHxall 3a pa3BUTHETO Ha jXaHpa KaHTara B Kurail“, He e
TPYOAHO Ja C€ OTKPUAT U3KIIOYUTEITHUTE 3aciyrd Ha
koMro3uTopbT Cuan Cunxait 3a popMHUpaHETO Ha OCHOBHHUTE
MPUHIIAIIA TIPY KOMIIO3UPAHETO Ha KWUTaicKaTa KaHTaTa |
pa3BUTHETO HA My3uKanHaTa ¢popMa B Kuraii. Herosute TBOpOU
W TEOPETUYHU W3CIEABAHUS OCHUTYpsIBAT II€HEH OIHUT |
BIIbXHOBEHUE, W HacbpyaBaT Jpyru aBTopu B Kwurail na
KOMITO3UPAT KaHTaTH.

C mnosiBata Ha ,,Kantarara 3a JXbatata peka™ abJIroTo
pa3BUTHE Ha KUTAlCKaTa XOpOBa KYJITypa 3aBbPIIBA U 3aMI0YBa
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MepuoabT Ha KIAcHYeCKaTa KWTalcKa KaHTaTa, oOXBalarfg
JIeCeTUJIETHE W TIOJIOBMHA JI0 cpenara Ha 60-Te TOIWHM.
OCHOBHOTO >KaHPOBO HAIPABJICHHE € TePOMKO-TIATPHUOTUYHATA
KaHTaTa, KOETO C€ OOsSCHSIBA C BakHATa M OOIICCTBEHO-
MTOJTUTHYECKA POJIS.

B o006o6menne, mpuHochT Ha Cuan CuHXaili KbM
MY3HUKAJTHOTO TBOPYECTBO M TEOPECTUYHUTE H3CJICABAHUS ca
HemsMmepuMHu. HeroBuTe TBOpOM M WACH HE CaMO MOCTaBST
COJIUJTHA OCHOBA 3a Pa3BUTHUETO Ha KUTAKWCKaTa MY3HKa, HO H
JOTIPUHACIT 3HAYUTEIHO 3a IMPOCIEepUTETa U HampeabKa Ha
CBETOBHAaTa My3HKa. TpsOBa [a MOMHUM HW3KIIOUHUTEITHUTE
noctuxkeHuss Ha Cuan CuHxail, 1a TPOIBIDKUM HETOBUTE
MY3UKaJHU UJIeU U TyXOBHU 3aBETH.

INPUHOCH HA TUCEPTAIIMOHHUSA TPY [

1. B HacrosmoTo wn3cineaBaHe 3a NBPBU IBT C€
npencrass noapooHo ouorpadusara Ha Cuan CuHxail oT rieaHa
TOYKAa HAa UICTOPUYECKUTE, COLIMATTHUTE U KYJITYpPHUTE yCIOBHUS,
KOUTO TIOBIMSABAT HA HETOBHMAT TBOPYECKHM MBT KaTo
KOMIIO3HUTOP.

2. B nucepramusita ce npoydyBa UCTOpHUSTa Ha
KHMTalcKaTa XOpoBa KOMIIO3UTOPCKA ILKOJa B MEpUOJA NPEAU
chb3gaBaHeTo Ha kaHTatute oT Cuan Cunxail. [Ipencrassar ce u
ce aHAJTM3UPaT paHHHU MalabHU XOPOBU TBOPOU, KOUTO OKa3BaT
BIUSHUE W CBHUI0O Ca NpPEAnocTaBka 3a pPa3BUTHETO W
YTBBPK/IaBaHETO HA KaHPA.

3. 3a OBpBU OBT B JHUCEPTALMOHEH TPYHA, Bb3 OCHOBA
XEPMEHEBTUYHMAT IOAXO0/ U HA €IMHHU KPUTEPUU CE Mpeasiara
1oIpo0eH aHaIN3 Ha XY/A0KECTBEHO-ApaMaTyprUuHUSAT IIJIaH Ha
yeTupuTe KaHTtatu Ha Cuad CHHXal, 10 OTHOILIEHUE HA TEXHUTE
WHIUBUAYAIHU XapaKTepUCTHKH, TEMaTHKa, XyJ0XKEeCTBEHa
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0o0pa3HOCT, KOMIO3UIIMOHHA TmpobieMarruka, (aKTypHO
W3JIOKEHUE M TEXHOJOTUYHU HOBOCTU B M3IBJIHUTEIICKUST
CbCTaB.

4. 3a ObppBM NBT B JUCEpTALUATA CE INPOCIEAABAT
ManiabHU TPOU3BENEHUS, Cb3AaJEHU IO-KbCHO OT JPYTH
KOMITO3UTOPH, KOWTO Ca TMOBJIHSHU OT TBOpOMTe Ha CHaH
Cunxaill u no-crenMayiHo oT ,,Kantarara 3a XXbartara pexa“.

5. B mHacrosmero wu3cienBaHe ce Jo00aBs  owIe
nH(popMalg 3a KOMIIO3ULMOHHHS CTUJ MO OTHOUICHHE Ha:
MOAXOUTE MpHU (aKTypHATA OpPraHU3alUs HA KAHTATHTE MPH
pa3paboTBaHETO Ha TEMaTHUYHHUS MaTepuaj; XapaKTepHUTE
JMAJ0OBU MY3UKAIHU CTPYKTYpPH; CHCHU(PUYIHA PUTMHYHU
¢burypu; 3BYKOBH U TeMOpOBH e(]eKTH, CBbp3aHa CbC
CEMaHTUKaTa Ha TPAJAUIMOHHUTE KHUTAMNCKU HHCTPYMEHTH;
MPUJIAraHETO Ha CBHBPEMEHHHM KOMIIO3MIIMOHHU TEXHUKH,
MpEeYyNeHu Tpe3 IMpU3Mara Ha HaAMOHAJIHATA MY3HMKalTHa
M3PA3HOCT U JyXOBHOCT.

6. KaTo ce cbhmocTaBAT acrneKTUTE Ha MPOSBICHHE HA
pa3IMYHUTE  WHIUBUAYAJIHU  KOMIIO3MIIMOHHH  TIOXBaTH,
MPUJIOKEHN B YETHUPUTE KAHTATH C€ JOKa3Ba MO OOEKTHUBEH
HayuH W3KIIOUUTENHUAT TpPUHOC Ha Komno3utopa Cuan
Cunxaii 3a pa3BUTHETO HA OCHOBHOTO >KaHPOBO HAIIPaBJICHUE OT
TO3M NEPUOJ — FePOUKO-TATPUOTUYHATA KAHTATA.

7. Bb3 OCHOBA ¥ Ha APYTY U3CIEABAHUS B IUCEPTAUATA
ce aHanmu3upar u 0000maBaT XapakTEpPHUTE CTHIOBO-
KOMITO3UIIMOHHU YepTH Ha TBOpuecTBOTO Ha Cran CuHXal.

8. Ta3u nucepranus HMMa MPUHOC 33 TEOPETHUUYHUTE
u3cheBaHus Ha MY3MKaJIHOTO TBOpuecTBO Ha CuaH CuHxaii
KaTo B Hes ce JOMbJIBa MH(OPMAIIKATA 32 PA3BUTHUETO HA JKaHpa
kaHTaTta B Kutait u Heropara BayxHa 00I1I€CTBEHO-TTOTUTHYECKA
poJis.
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Introduction. Relevance of the Researched Topic

With the deepening development of globalization, communication
and integration of musical art, Chinese composers become increasingly
performed. As a country with a long history and rich culture, China’s
musical art gradually emerged on the world stage. Especially in recent
years, based on the inheritance of tradition, Chinese musical creativity
constantly absorbs foreign elements and forms a unique musical style.

An important figure in the history of Chinese music is the composer
Xian Xinghai (& /£ 7). He was one of the first Chinese composers to study
in Europe. His musical creativity is strongly influenced by the unique
charm of traditional Chinese music. In addition, in his compositions he
includes elements of Western European musical culture.

In recent years, researchers' interest in Xian Xinghai’s personality
has increased. A large number of scientific developments related to his
musical creativity appeared. However, his large-scale choral compositions
have not been the subject of musicological research.

Xian Xinghai composed four Cantatas. In these works he performs
a perfect integration of traditional elements of Chinese music with Western
European musical instruments. With his works and national style, Xian
Xinhai has had a positive impact on generations of Chinese composers who

have worked after him. Thus, he contributed to the formation and

7



development of the Cantata genre in China.

An in-depth study and analysis of Xian Xinghai’s Cantata will
contribute to the understanding of the development processes of Chinese
vocal-instrumental music. Clarifying the composer's contribution to the
development of the Cantata genre in China will have a positive impact on
the musical creativity of the next generations of musical artists.

The object of the study is the choir work of Chinese composer Xian
Xinghai.

The subject of the study are the Cantatas of the Chinese composer
Xian Xinghai and their genre specifics.

The purpose of the study is to analyze the creative activity of Xian
Xinghai and his contribution to the formation and development of the choir
Cantata in China.

The tasks that are the basis of the thesis are:

— objectively study and analyze the history of the Chinese Choir
Composing School;

— to define the main parameters of the Western European classical
model of choir Cantata;

— to describe Xian Xinghai’s life and shape his creative profile;

— to analyze the factors that determine the main periods in Xian
Xinghai’s compositional activity;

— to study the choir Cantata composed by Xian Xinghai — their theme
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and specific performance issues;

— to determine the style-genre and compositional-invoice features of
the Cantata in China;

— to reveal the role of composer Xian Xinghai in building his own

vision of the Cantata genre in Chinese music;

CHAPTER ONE
1. Composer Xian Xinhai - creative profile.
1.1. Biography and learning experience.

Xian Xinghai was born to a poor fishing family in Macau. His
ancestors were of the ,,tank* nationality, also known as the ,,boat people®.
Due to the early death of his father, Xian's mother was forced to return to
her native home. Thus, his maternal grandfather became one of Xian
Xinghai’s educators and had a great influence on the personality of the
future composer. From an early age, the songs accompanied Xian
Xinghai’s childhood and deeply penetrated the memory of the young man.
Through singing they work, celebrate, express their aspirations and
feelings.

Like all tank boys, Xian Xinghai learned to speak Cantonese and,
driven by curiosity about new things, he also acquired his first musical
instrument — the Chinese short flute Xiao (7). In his spare time, under the

guidance of his grandfather Xian Xinghai began studying the flute. Thus
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the boy enters the world of musical art, which reveals to him a new way of
communicating with people.

When Xian Xinghai was 6 years old, he began attending Yangzheng
Elementary School where he made his first steps into the world of music.
In 1918 he studied violin at Sun Yat-sen University in Guangzhou. In the
same year he studied clarinet and piano at the School of the Young
Christian Association of Lingnan University in Guangzhou. The musical
education that Xian Xinghai received at Lingnan University gave him the
opportunity to get acquainted with Western church music and thus marked
the beginning of his professional career. Xian Xinghai, meanwhile, leads
and conducts the Lingnan Silver Band. With his individual performances
he won the title ,,South Xiao Player®. In 1926, Xian Xinghai studied violin
under Russian professor Tonov and studied music theory in depth at the
Music Faculty of the College of Arts, Beijing University. He later
continued his studies at the Shanghai National Conservatory of Music.
There, Xian Xinghai met many fellow musicians and joined some of the
progressive student organizations.

In 1929, Xian Xinghai left the Shanghai National Academy of Music
to study in France. Xian Xinghai’s life in France is fraught with many
difficulties. At the Paris Conservatory, Xian Xinghai studied violin with
Paul Oberdoerffer; harmony and counterpoint at Noel Gallon; It was

composed by Vincent d’Endy, Guy de Lioncourt and Paul Dukas, and
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conducting with Marcel Labey.

During his six-year stay in Paris, Xian Xinghai composed ,,Wind*,
»Song of the Wanderer®, ,,Ancient Chinese Poetry®, ,,Violin Sonata in Re
Minor* and other works.

In 1935, Xian Xinghai returned to China in the Japanese-occupied
part of the country. He was invited to teach composition and conducting at
the Lisin Accounting School (Lixin). Along with other talents, Xian
Xinghai began touring various settlements — Shanghai, Wuhan and others.
At the height of the Chinese-Japanese War, the composer composed works
that aim to provoke patriotic feelings among compatriots in the resistance
against Japan. One of these works is: ,,Song of Sports* (Yundonghui Ge),
written for the film ,,Hero of Time* (Shishi Yingxiong), ,,We Will
Protect® (Women Yao Dikang), ,,Song of Fighters* (Zhan Ge) and ,,March
to Save the Country* (Jiuguo Jinxingqu).

In Shanghai, Xian Xinghai published an essay entitled ,,Pubian de
Yinyue® (,, 3% %@ 1% 8%« — |, Universal Music*), in which he set out his
thoughts on music.

In 1938, the Chinese Communist Party initiated the establishment of
the Lu Xun Academy of Fine Arts in Yan’an. In May 1939, Xian Xinghai
accepted the proposal to be appointed Professor of Music and assumed the
post of Dean of the Music Department of the Lu Xun Academy of Arts.

During this period in Yan’an he composed much of his works, including

11



all four of his Cantata. Multi-part works became a national and
revolutionary musical genre that perfectly corresponded to the political and
artistic principles of the Yan’an movement. In them, in comparison with
other genres, he used compositional musical instruments from Western
artistic music, which he learned during his studies in Paris.

In 1940, Xian Xinghai was sent to the Soviet Union. The following
year he completed his two symphonies, an orchestra suite, a symphonic
poem ,,Amangeldi“, and solo songs of ancient Chinese poetry. In his large-
scale musical works, he used modern compositional means in the European
style.

During Xian Xinghai’s stay in Moscow, his condition worsened due
to exhaustion and malnutrition. However, he continues to write: ,,I work
tirelessly...I finished Chinese Rhapsody and 60 Chinese songs during my
illness, during which I never lost my desire to write.* [ Xian Xinghai, 1989]
He died at the age of 40 in Moscow.

During his short life, Xian Xinghai composed more than 200 popular
songs (there is a great variation in the number of songs he has created —
from 200 to 500 in different sources), 4 Cantata, 2 operas (one of which is
unfinished), 2 symphonies, 4 symphonic suites, one symphonic poem,
orchestral rhapsody and many instrumental solos. He composed numerous
ensembles and artistic songs, and also wrote many articles dedicated to

music.
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1.2. Historical setting in China and conditions for creativity.

The years 1928 to 1937 were known as the ,,left decade period in
the history of contemporary Chinese literature and art. When in Shanghai,
Xian Xinghai participated in the ,,Union of Left Musicians® and wrote
songs to save the nation. In addition, he taught some literary youth to sing
in their spare time, inspiring and encouraging them to participate in the
Song Movement for National Salvation.

While working in Yan’an Xian Xinghai affirmed his political views
and position. In this regard, he says: ,,China has now become two worlds,
one sinking to the fall, and the other moving towards bright and
encouraging progress. Yan’an is the development of a new China...” [Xian
Xinghai, 1989]

His opinion on the creative style — Western melodies should not be
copied, but professional knowledge of composition should be used to build
new Chinese musical characteristics. The specific expression of the new
music and the new musical movement is that the audience loves music and
has the courage to join the movement against the Japanese occupiers. In
addition to the music movement, Xian Xinghai believes that music
education should be accessible in order to be able to inspire many talented

young people.
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1.3. The musical path is changing — from ,,Music for Music*“ to ,,Music
for People“.
1.3.1. A growing national crisis.

From 1874 to 1931, China was forced to fight a series of unjust wars.
After the so-called ,,1918 Incident®, Japan forcibly occupied the three
northeastern provinces. This marked the beginning of the anti-Japanese
war in China. Then began the ,two-battle war®, ,the incident in North
China®, ,,the incident of 7 July* and a series of brutal murders of Chinese
people, occupation of Chinese territory, splitting of sovereignty of China.
As a consequence, unfair treaties were signed.

The Chinese people are forced to endure a great number of
misfortunes — huge reparations, poor lives of displaced people and
precarious social environment. A large number of progressive people begin
to think about how to save the people from these dangers. In search of
solutions, the artists also reached the revolutionary path of saving the
Chinese nation.

When he returned to his homeland, Xian Xinghai turned his gaze to
the people and paid attention to national destiny. In this context, the social
reality of national danger becomes a direct reason for shifting the
composer's musical path. He changed his thinking and conceptual

philosophy about the ways of awakening the nation with music.
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1.3.2. The magnificent scene of the National War of Resistance.

During the War of Resistance to Japanese aggression, Xian Xinghai
maintained contact with many people who fought at the front lines.
Inspired by the stories of the heroic deeds of many of them, he decided to
actively participate in the military resistance against Japanese aggression.
Of course, by participating in the war with music — through concert
activities to inspire and encourage the population in the Anti-Japanese War
by singing propaganda.

Xian Xinghai wrote: ,,If music cannot enter the lives of the majority
of workers and peasants, it will never become a weapon for their liberation,
nor will it be the main force of the national liberation movement.* [Xian
Xinghai, 1989]

1.3.3. Care and education of party organizations.

Another reason for Xian Xinghai’s musical path is the care of
education by the party organization. Unlike the Guomindang, the
Communist Party of China pays attention to talents and values their stork,
abilities and education.

The leadership of the Communist Party of China calls on
intellectuals, writers, artists and musicians to unite their efforts to
formulate the ,,new Chinese style itself.

With its strong theoretical advantages, talent advantages, and

advantages of ideological and political education, the party organization
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provides ideological guidance to Xian Xinghai in theoretical training and
music creation, helps him find the direction of his creativity, comments on
his musical works and gives guidance on the new musical construction. It
gives him a deep inspiration. After living in Yan’an, he deeply realizes that
only the Communist Party of China can save the country. This also
influenced his conceptual awareness of serving this political party.
Therefore, it was quite natural for the composer to apply for membership
in the Communist Party of China on May 15, 1939. On 3 December 1939,
Xian Xinghai became an official member of the Communist Party of China
in Yan’an.

1.3.4. National feelings coming from the heart.

The greatness of composer Xian Xinghai lies in his strong feelings
for home and homeland. In the patriotic ideal of ,,saving the country
through music*, he put all his enthusiasm for creativity. In his letter to the
party organizations he said: ,,I encourage my works to go deep into the
hearts of the nation, so that my works truly create the voice of the nation,
replace the roar of the masses and reflect reality. [ Xian Xinghai, 1989]

The composer believes that in order for a work to truly reflect the
aspirations of ordinary people, the artist must address the people and
faithfully study folk songs.

1.3.5. Strengthening musical identity

Another reason for Xian Xinghai’s change of view from ,,music for
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music to ,,music for people* was his familiarization with Marxist theory.
He realized that his musical art could not be separated from society, so he
actively began to study social science theories in the midst of Yan’an, in
which Xian Xinghai found answers to many of the questions that would
determine the further direction of his work. This is the turning point when
a new theoretical horizon opens up before him — Xian Xinghai is no longer
a composer expressing only his personal feelings and emotions, but
becomes a ,,folk musician® with a civic and national position.

In this context, Xian Xinghai has made a number of creative attempts
to combine ,,music with politics* and has created nearly 100 excellent
works, including his Cantata.

1.4. Xian Xinghai — style of music creation.
1.4.1. Prerequisites for a revolution with music.

The revolutionization of art was one of the important moments
during the Anti-Japanese War in China. This process determines the
direction and theme of the created artistic creation.

Composer Xian Xinghai is convinced that songs for national
salvation carry the responsibility and mission of time, and that the
movement for national salvation through singing can help build mass
national defense and complete national liberation. During this period he
created a series of revolutionary songs that met the needs of time. Among

them are ,,Song of the National Salvation Army* and ,,Thirty million
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Refugees®.

Wherever Xian Xinghai goes, he gets the enthusiasm of the local
army and people. The works of the Yan’an period are the most significant,
and most of them are popular songs close to people’s lives. In general, the
lyrics of the songs are easy to understand as they are related to real life.
Much of the melodies are playful and easy to remember.

1.4.2. The national vision of Chinese music.

As a ,,folk musician®, Xian Xinghai has always had his own unique
views on national forms in Chinese music, advocating that ,,content defines
form, with a modern and progressive musical vision to create new content
so that the content of music can reflect reality, reflect the thoughts and
feelings and life of the nation®. [Xian Xinghai, 1949]

After Xian Xinghai went to Yan’an in 1938, the city became the
center of the music movement for the national singing movement against
the Japanese war in northwestern China. With the excellent conditions
created for artists, Xian Xinghai managed to create many musical works.
During this period the composer worked extremely hard in terms of
musical theory and practice. He attaches great importance to the collection
and use of resources from Chinese national melodies. With the help of the
party organization Xian Xinghai has access to ethnic folk music from all
over the country and the opportunity to receive scores of musical works

from abroad.
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The composer argues that the use of Western compositional means
should be beneficial in creating new music, which should better reflect
national specifics. He wrote several materials on the problems of the
Chinese New Music Movement, theoretically defining new music as anti-
imperialist, democratic and public.

In this combination of Chinese and Western musical characteristics,
he attaches great importance on the one hand to: traditional Chinese
language, Chinese national form, ancient national instruments, living sizes,
structural forms of the Chinese style, and on the other: Western
compositional techniques — polyphonic and homophonic, genre diversity,
richness of structures and musical forms, orchestral instruments and
ensembles. By improving traditional Chinese forms of music and
mastering advanced Western music technologies, Xian Xinghai formed a
unique and unconventional national style. This highly ethnic new modern
music is advertised and popularized among the masses in various ways so
that there is an increasing vitality.

1.4.3. Materials for correcting the folk ,,minor melody*.

During the Yan’an Xian period, Xinghai engaged in collecting folk
melodies as a source of musical consciousness. As a professional musician,
he thoroughly and carefully studied traditional Chinese folk songs.

Philosophically, the new music movement sets itself as its main task

to popularize national musical forms and rhythm by combining them with
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Western music style. On the one hand, new harmonies appear on the
national minor melodies, accompanied by folk instruments. Of course, we
should not forget the message of the new music — it is not so much an
expression of personal thoughts, emotions and mysterious inspiration, but
represents and reflects public life; ta is the artist's mission to society; It's a
weapon for China’s liberation.

1.4.4. Creating a national polyphony.

In Xian Xinghai’s musical work, a very small number of works are
directly adapted or quotes from folk melodies. Most works are based only
on musical characteristics, musical styles, techniques of expression and
other aspects of folk songs. For Xian Xinghai, who is trained in Western
compositional traditions, professional compositional technique of
expression is essential. He invested his creative skills in creating China’s
new musical form.

Xian Xinghai points out that ,,in order to deal with and develop the
compositional form of Chinese music, the first method can be to use a
counterpoint that can change the monotony of folk songs, make them richer
and more modern, etc.* [Xian Xinghai, 1949]

One can summarize the following fact: in his Cantata Xian Xinghai
uses quotations from folklore samples and develops them with the help of
classical polyphonic means. In this way, he shows the ways in which

Chinese traditional music can accept compositional elements of European
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musical culture.
1.4.5. Western compositional techniques with folklore ,,ancient music®.

Xian Xinghai’s works originate from the folk tradition of ,,ancient
music®. The ,,Ancient music* mentioned here has two meanings: the first
refers to music and the second refers to ancient instruments.

In 1939, Xian Xinghai composed the new Chinese opera ,,War and
Civil March®. It was one of the earliest known anti-Japanese military
operas, which was a typical example of Western opera creativity. All songs
are folk songs. The lyrics are spoken as far as possible. The opera's music
is a combination of Chinese and Western style compositional techniques.

Xian Xinghai undertook to study the themes of traditional drama. He
gets acquainted with Chinese folklore and folklore, to use them as thematic
material and develop them compositionally with European creative
techniques. It combines original folk singing with Western vocal technique.
1.5. Xian Xinghai’s innovation.

The period in which he created ,,Production Cantata* the composer
has not yet been able to formulate his charcoal, and is often criticized for
his focus on writing songs for national salvation.

In his speech on the ,,Production Cantata, Xian Xinghai concluded:
,Now the composer shows three different attitudes: the first is to imitate
Western music, the second is to practice Chinese music stubbornly, and the

third is to try to combine Chinese music with European music. I strongly
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approve of the latter, but here, by the way, I set out three slogans: music
must be popular, national, artistic. Only when we work successfully in this
direction will we create good music for China.* [Xian Xinghai, 1989]

Xian Xinghai’s views on music underwent a qualitative leap and his
musical concept was shaped. During this period he not only created choral
works, but also published a large number of articles. In 1937 he wrote ,,The
Song of Saving the nation in Luoyang®, and in 1938 ,,The Outlook of the
Recent Singing Movement in China“, in which Xian Xinghai reflected his
,musical vision of the Anti-Japanese War*.

1.5.1. From musicians for national salvation to ,,musicians of the
people®.

The time spent in Yan’an greatly changed the composer's thinking.
Xian Xinghai finally rejected the idea of ,,art for the sake of art itself* and
accepted political principles as fundamental in the creation of art.

In ,My Music Education Course®, he discusses in detail the
importance of arts and music, emphasizing their vitality and fighting power.
In his musical work he consciously includes topics related to the suffering
of his homeland and his compatriots. Influenced by active meetings with
workers, peasants and students, he even used their ,,cries* as an effect. In
the large number of national patriotic songs that Xian Xinghai wrote, the
change that had occurred in his musical path is evident. When he later

commented on his composing activity, he said: ,,My works had already
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found a way to absorb the feelings of oppressed people. [Xian Xinghai,
1989]
1.5.2. Music distribution and popularity.

In Yan’an, he invested a lot of energy in collecting folk songs from
all over the country and actively participated in the ,,Folk Songs
Seminar® established in Yan’an. In the academy, he began teaching a
course on ,,Folk Songs Research®, including the history of Chinese music
from ancient times. He believes that the selected texts should have
conversational and local characteristics. His students were inspired by his
views on promoting music and became zealous followers.

In ,,Why Study Folk Songs®, he says: ,,Folk songs are the basis of
Chinese music, in order to understand Chinese music, we have to study
folk songs. [Xian Xinghai, 1949: 7]

In 1929, Xian Xinghai published his famous book ,,The Universal
Music, in which he expressed his concern about the development of
Chinese music: ,,What China needs is not aristocratic or private music, but
what the Chinese people need is universal music.* From that moment on,
,universal music“ became synonymous with ,,music that saves the
country*.

In ,, The Universal Music*, Xian Xinghai gives the following general
guidelines for the development of music: ., Acquiring the exquisite works

of the past folk song form, we instill new content and go one step further,
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using a creative method with new content and new form, and unite it in
order to break the traditional feudal and semi-feudal methods and writing
habits so that we can practice folk songs of the emerging music and be able
to present ourselves on the world music scene. A little later he will say: ,,I
have struggled for many years to establish the new Chinese music. This
music must truly express the soul of people and have new forms and new
harmonies.* Xian Xinghai enthusiastically embraced the idea of music
entering the cultural life of the masses. He believed that in order to be
accepted by people, they must adopt the musical language known to people
and have distinctive national characteristics.

1.5.3. A compilation of popular tunes.

In 1936, Xian Xinghai wrote ,,Ploughing Song*, which was his
earliest contact with Henan Zhengzhou's northern rural life, where one can
feel the northern natural environment and local conditions and customs
adapted in the processing of the work song.

During this period, Xian Xinghai wrote a large number of popular
songs suitable for fighting the invaders. Some of them are: ,,Broadsword
March®, ,,Armed Defense of Shanxi®, ,,Guerrilla Song®, etc. He also wrote
songs ,,Rising ter*, ,,Pioneer Song* and ,,North China Farmer Song* for
the masses of workers and peasants. During his stay in Yan’an, Xinghai
created and performed the four Cantatas that were an achievement in the

history of Chinese culture.
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1.5.4. The spirit of time and the national contribution to creation.

Xian Xinghai is a composer, theorist and educator. The third aspect
of his activity is the excellent musical-pedagogical work in the cultivation
of musical talents.

Xian Xinghai insists that vocational training combines musical
theory on the one hand and the acquisition of professional skills on the
other. It prepares a large number of high-quality musical talents to meet the
needs of time. Among them are: Ma Ke — composer and musicologist and
Li Huanzhi — composer and chairman of the Association of Chinese
Musicians and Yan Liangkun — a famous conductor and one of the founders
of choir art in China.

Xian Xinghai’s work marked the path of development of modern
Chinese music, of course under the control of the Communist Party at that
time. His music determined the path of a change in the philosophy and
creative approach of composers from ,,music for music* to ,,music for
people*.

Xian Xinghai’s life and creative growth is the story of the ,.folk

musician®, his musical path to success.
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CHAPTER TWO
2. Cantata in China — appearance and characteristic of the genre.
2.1. Specific features of European Cantata-oratorial forms.

To trace Xian Xinghai’s contribution to the development of Cantata
in China, this chapter summarizes the similar genre characteristics of
Cantata and oratory as vocal symphonic compositions. It is noted again that
Xian Xinghai received a Western European education, which influenced
his compositional style and thinking.

2.2. Origin and development of the genre Cantata in China.
2.2.1. Early Chinese large-scale vocal works.

At the beginning of the 20th century, China launched a major
reformist movement, the Fourth of May Movement, which gave a powerful
impetus to the further development of choir art in China. The humanist
spirit and progressive ideas of democracy and science are the main threads
in the platform of the movement for a new culture. The young musicians
were influenced by the theses of democracy and freedom and created many
new musical works that became musical and poetic emblems of the
national patriotic movement in the country.

In the 1930s, larger works and vocal cycles appeared, occupying a
special place in the history of China’s musical culture. One of the first
Chinese works of the Cantata-oratorial genre was ,,Melody of the Sea®,

created by Zhao Yuanren in 1927 and ,,A Song about Eternal

26



Sorrow* composed by Huang Zi in 1932.
2.2.2. New historical events in China and choral creativity.

The historical events, political upheavals and tragic incidents that
China has experienced since the 1930s and 1940s mark a new stage in the
development of Chinese choral art. In 1932, the ,,Beijing Union of Left
Musicians®“ was established, and various ,Left Belief Music
Organizations* were established throughout the country. Composers Nie
Er and Xian Xinghai are the initiators of the new movement.

During the period considered, a large number of musicians who had
the opportunity to study abroad returned to China. Having mastered the
European and world musical experience, Chinese composers transferred it
and adapted it to local traditional musical forms. The formation of the new
Chinese music was successfully prepared by publishing a large number of
magazines, books and articles. All this led to the appearance of large choral
symphonic works. The first large-scale choral works were created.

2.3. Large choral works by Xian Xinghai.
2.3.1. Historical prerequisites for the appearance of the four Cantatas.

In 1938, the war of resistance against Japan entered a stage of
strategic stagnation and previous anti-Japanese rescue songs could no
longer fully meet the needs of society. In April 1938, Lu Xun Academy of
Fine Arts was established in Yan’an, attracting countless young patriots and

artists from all over the world.
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2.3.2. Creative inspiration and speed of composition

Xian Xinghai creates works at amazing speed. During his stay in
Shanghai, he composed over 300 songs to save the nation, all of which
were created in a short period of time. Some of these works are even
composed in an hour. Xian Xinghai’s four most representative choir
compositions share similarities in terms of speed of creative creation,
historical background, themes, realistic content and artistic principles. All
four Cantatas are created in just about a year, each composition takes less
than a week.

2.3.3. Realism of music and content.

Xian Xinghai repeatedly stresses that music originates from real life
and 1s the best way to express human emotions. He realizes the importance
of art and specifically the power of music in struggle and resistance.
Therefore, the composer tries to get to know the real life of his compatriots
and create music that is close to the masses and can serve the homeland.
2.3.4. Composition techniques and principles of creative realization.

From Xian Xinghai’s letters, diaries, documents, memoirs and
creative notes, it can be established that the ideal in his short and hard life
and intense musical career is the creation of new music in Chinese style,
universal and attractive audience.

Xian Xinghai attaches great importance to Chinese folklore. ,,To

understand Chinese music, you need to study folk songs, because they are
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born from the real life of the masses and are the central part of Chinese
music.” Prior to composing his Cantata, Xian Xinghai conducted an in-
depth study of folk music and national tunes and forms.

In the choir parties of the four Cantata, the composer uses authentic
invocations typical of folk songs such as ,,Ya*, ,,Hey*, ,, Yo%, ,,De*, ,,Er*,
»Ba“, ,,Zui“, ,Ay“, ,,Que*, ,,Yo*, ,,Long", ,,Ge*...

In some parts of his Cantata, Xian Xinghai uses folklore melodies in
pentatonics. For example: in the ,,Sour Thorn of Jojoba" of the ,,Production
Cantata“; in the ,,Ballad for the Yellow River® of the ,,Cantata for the
Yellow River*; in the ,,Cantata 18th September* and in the ,,Popular Song
for Arms* of the ,,Cantata for the Sacrificial Unionon®.

Xian Xinghai uses musical elements from traditional Chinese opera
and folk art. Examples of this are ,,Midnight Song for September 18th* by
the ,,Cantata 18th September; ,,Popular Song for Arms* and ,,Defeat the
stubborn® by the ,,Cantata for the Sacrificial Unionon®.

To acquire the Cantata even more vivid national character, Xian
Xinghai mixed the timbres of Chinese instruments with classical orchestras.

Of the Chinese traditional musical instruments, Xian Xinghai often
uses erhu, siao, Chinese bamboo flute, three-string instrument,
metalphones, gong, Chinese small cymbals, Chinese bass drum and other
drum varieties (erhu, xiao, bawu, yueqin, xiao bo, gong, cymbals, tanggu,

dagu) and often adds some percussion instruments such as: ancient bells,
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temple blocks, tam-tam, Chinese kresh cymbals, Chinese harpsies, various
types of bells, drums, woodfish (qing, fou, muyu, diyin daluo, dabo,
bangzi...)

In addition, he applies national rhythmic models in ,,Defend the
Yellow River* in ,,Cantata of the Yellow River® and ,,Cantata 18th
September®, etc.

Another main feature of the four large-scale works is the
interweaving in the score exhibition of polyphonic musical instruments. In
some of his articles, Xian Xinghai emphasizes his views on this kind of
compositional technique. In The Study of Folk Songs, he places emphasis
on the use of polyphony. In Cantatas, Xian Xinghai mainly uses contrast
polyphony, imitation polyphony, and a combination of the two, changing
the traditional form of tonal music and giving the works more possibilities
and expressiveness.

2.3.5. Individual characteristics of the four Cantatas.

Between 1939 and 1940, Xian Xinghai was very excited and gladly
accepted the sincere and realistic texts written by the poets Sai Ke, Guang
Weiran, Tianlan and Fu Dongdai. He composed four large-scale choral
works — “Production Cantata”, ,,Cantata for the Yellow River”, ,,Cantata
18th September* and ,,Cantata for the Sacrificial Union*, in which he used
national forms, Chinese style and modern techniques.

Xian Xinghai’s four large-scale works are based on the principles of
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,popular, national and artistically oriented*. In them, the composer uses a
combination of Western compositional techniques and nationalized
musical elements. Independently of this, the four choral works are
stylistically diverse and completely different in form and content.

The ,,Production Cantata is based on the theme of the production
movement, in which the composer uses folklore material from folk songs
and dance music.

The ,,Cantata of the Yellow River* is an epic work whose theme is
the heroic struggle of the people on both sides of the Yellow River. The
song is for choir, soloist reader and symphony orchestra. A unifying role is
played by the reciter who, while performing the poetic text, full of vitality
and combat spirit, guides the overall dramaturgy of the eight parts of the
work.

The ,,Cantata 18th September* is dedicated to the theme of "The
incident of September 18" and the celebration of victory.

The ,,Cantata for the Sacrificial Union* was written for the Sacrifice
Association of Chance.

2.4. Large choral works created in China after the 1940s —
evaluation of the works.

In the late 1930s, after Xian Xinghai’s four Cantatas, a large number
of Cantatas appeared, which were influenced by the Yellow River Cantatas,

and these large-scale works show the aspiration of Chinese musicians to a
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national style.
2.4.1. ,,Cantata for the Eighth Route Army* — 1939.

Composer Zheng Liichen was very impressed with Xian Xinghai’s
,,Cantata of the Yellow River* and created his work.

2.4.2. ,,Worker’s Cantata* — 1939.

Like Xian Xinhai’s ,,Production Cantata“, composer Liu Chi wrote
his work and was largely influenced by the model of ,,Cantata of the Yellow
River®.

2.4.3. Cantata ,,Awakening of the Phoenix* — 1941.

Composer Lii Ji created his multi-part work also influenced by the
Cantata of Xian Xinghai. A long poem bearing the same name was written
by Guo Moruo, a famous Chinese writer and left-wing cultural activist.
2.4.4. ,,Democratic Cantata® — 1946.

At the end of the 1940s, against the backdrop of the extremely
complex and constantly changing political situation in China following the
victory in the Anti-Japanese War, the ,,Democratic Cantata“ appeared, a
large-scale musical work by the famous Chinese composer Ma Sicong,
written by Duanmu Hongliang.

2.4.5. ,,Cantata for the Red Army Base* — 1956.

The Chinese female composer Qu Xixian wrote her Cantata on a text

by Jin Fan. The Red Army is used as a background and as a tribute to the

35th anniversary of the Chinese Communist Party.
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CHAPTER THREE
3. The contribution of Xian Xinghai to the development of the Cantata
genre in China.

Xian Xinhai has created four large-scale choral works throughout
his life. On the one hand, they are realistic and have the same way and
language of expression — close to the masses. On the other hand — each of
these Cantatas has its own characteristics, the theme is different in content;
the specific means, artistic imagery and compositional techniques used for
expression are too individual.

3.1. ,,Production Cantata®.
3.1.1. History of the establishment of the ,,Production Cantata®.

In 1939, the Second Chinese-Japanese War began. The country faces
serious economic difficulties, shortages of food, medicines and other
supplies. A series of policies have been undertaken to improve people's
lives. Revolutionary border regions unite soldiers and civilians to develop
deserted lands, grow vegetables and cattle. In March 1939, Xian Xinghai
called on his friend, the poet Chen Bingjun, alias Sai Ke, to join the ,,Great
Production Movement“ and document the events. Watching people's
agricultural work, playwright Sai Ke wrote numerous texts and scenes
based on mass production and anti-war themes. After receiving the libretto
for less than a week, Xian Xinghai created his ,Production

Cantata® (Shengchan Dahechang) as a musical backdrop to patriotic texts.
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3.1.2. Musical characteristics of ,,Production Cantata“.

,Production Cantata‘ is Xian Xinghai’s first attempt at national form
and progressive techniques — a dramatic choir that sings and dances.
Diftferent episodes of the choir score combine diverse styles and sounds,
saturated with dynamic and emotional contrasts. The poetic text uses a
conversational speech, in which there are even shouts and exclamations
from the dictionary of the agricultural worker.

The ,,Production Cantata® is an epic work that meets the needs of
time and current politics. The two authors successfully joined the mass
production movement at the time and inspired people's confidence in the
war of resistance. During the Yan’an period it caused a sensation
throughout the country.

But it is more important to note that through the national and folklore
musical language, the Cantata of Xian Xinghai presents its ideas of
universal music. With this work he laid the foundations of ,,new music* and
,new stylistic features®, the construction of the Chinese choir and the use
of simple melodic lines and fragments that originate from Chinese folk
melodies. Through it, the composer presents his views on the direction of
the new musical movement.

All the musical-structural features that Xian Xinghai developed in
his ,,Production Cantata® will be continued and developed in just six days

in his ,,Cantata of the Yellow River*. The ,,Production Cantata® will lay a
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solid practical basis for Xian Xinghai’s later works such as the ,,Cantata
18th September* and the ,,Cantata for the Sacrificial Union®.

3.2. ,,Cantata of the Yellow River*.

3.2.1. Context of the work.

The work was created in a special historical environment and its
performance is closely related to the historical background of that time.
The Chinese anti-Japanese war is at a very critical moment and is entering
a dead end. At this time, Japanese aggressors acted recklessly on China's
land, and the Chinese nation faced an unprecedented national crisis.

3.2.2. Reason for writing ,,Cantata of the Yellow River.

After the invasion of the Japanese army in November 1938, poet
Guang Weiran and his comrades crossed the Yellow River near Hukou
Falls. On their way they see amazing breathtaking pictures — gorges and
raging waves, reefs and waterfalls. Witnessing the storm, Guang Weiran
was impressed by the scenes of Yellow River boaters battling fierce winds
and waves. He wrote a poem in which the main idea was to identify the
majestic image of the Yellow River with the tragedy of the Chinese people
and the acquisition of national identity. From a literary point of view, Guan
Weiran’s libretto is a series of poetic paintings that, in the overall artistic
content of the poem, form several plot lines.

The poetic work became a major impulse in the creative process of

creating the Cantata, which as a musical epic describes the liberation
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movement of the Chinese people. The ,,Cantata of the Yellow River* is a
magnificent musical painting that shows the heroic image and strong
national spirit of the Chinese people in the resistance war against Japanese
aggression, encouraging the patriotism of the Chinese people, inspiring
them for resistance and becoming an immortal masterpiece in the history
of Chinese contemporary music.

3.2.3. A musical analysis of The Yellow River Cantata

The ,,Cantata of the Yellow River* is the most popular and is
therefore mentioned in a number of musicological publications dedicated
to 20th century Chinese music. This chapter provides a comprehensive
analysis of its meaning, artistic significance, stylistic and content aspects.
The work is considered based on the main genre characteristics as well as
the personal analytical observations of the author of this dissertation.
3.2.4. Stage performance in executive practice.

In April 1939, the premiere performance of the ,,Cantata of the
Yellow River* at the Shanbei Gongxue Hall in Yan’an.
3.2.4.1. Versions of ,,Cantata of the Yellow River.

Cantata has a very unusual musical destiny. After the first edition,
five more versions were created. Regarding the executive staff — each of
the adaptations has its own specifics. The Piano Concerto (1969) was built
on four of the eight parts of the Cantata. Each of the options has its fans

and audience in China.
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3.3. ,,Cantata 18th September*
3.3.1. Historical occasion for the creation of ,,Cantata 18th September.

On the night of September 18, 1931, the Japanese army in
northeastern China blew up part of the train tracks near Lake Liutiao in
Mukden (today Shenyang). Of course, the Japanese directed their
accusations against the Chinese army with the aim of starting a war and
successively occupying three provinces in northeastern China.

On the occasion of the tragic events that occurred on this date, in
1939 Xian Xinghai composed a multi-part work dedicated to the eighth
anniversary of the tragic incident.

3.3.2. Music composition and layout of ,,Cantata 18th September.

In terms of content and form, the work is different from the other
Cantatas of Xian Xinghai. According to the logic of development of the
content of the edging, the author adopts the principle of symphonic
structure, which combines with the characteristics of roundness. The whole
composition develops continuously through comparison. In a long
dramaturgical line there is one theme and many paragraphs are inserted to
it describing different personalities and characters.

In it the composer weaves passionate and bright melodies using
national intonations that are too popular. Melodic lines are smooth with ups
and downs, enriched with diverse syncopes. There are complex rhythmic

combinations. As a result, musical phrases acquire an elevated and
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optimistic character.
3.4. ,,Cantata for the Sacrificial Union*.
3.4.1. Historical references to its creation.

In the winter of 1939, Fu Dongdai, a 23-year-old member of the
»dacrifice League®, arrived in Yan’an. Fu Dongdai has rich literary and
artistic talents.

In March 1940, Fu Dongdai presented his poetic text to Xian
Xinghai, who was also interested in the touching stories of the ,,Sacrifice
League.

The ,,Cantata for the Sacrificial Union* is a military anthem for the
glorious history and achievements of the Shanxi Alliance for Sacrifice to
Save the Nation.

3.4.2. Structural characteristics of the texts.

To create his poetic text Fu Dondai conducted extensive social
studies, collected materials and worked hard. Xian Xinghai’s music gives
a full-blooded look to the work as a whole. Unfortunately, the artistic image
shaped in the text of the League of Sacrifice is relatively superficial and
crude, perhaps this is one of the reasons why the Cantata is performed too
rarely.

3.4.3. Assessment of artistic qualities.
The ,,Cantata for the Sacrificial Union* has its own unique style and

artistic characteristics. The most important artistic feature is its scale and
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mass appeal. The Cantata has a strong regional character and contains
many elements of folklore music. Each part has a different structural
musical form with choral and solo performances, antiphonic and imitation
dialogues, episodes of polyphonic imitation, recitation, etc.

In concert performance practice it becomes a tradition to perform the
,Cantata for the Sacrificial Union* in a program with the ,,Cantata for the
Yellow River®. Perhaps this is due to the fact that the structures of the two
Cantatas are similar.

3.5. Xian Xinghai and his compositional style.

In the Cantata works of Xian Xinghai we can talk about the influence
of timbres and semantics of traditional Chinese instruments on the artistic
and dramaturgical plan of his compositions. A distinctive feature of the
accompanying section of Chinese instruments is the rhythmic and tempo
freedom that is provided to the performer — singer or reciter.

At the same time, in the score recordings, Xian Xinghai combines
the soundness of the listed traditional Chinese instruments with well-
known classical European instruments. This contributes to the construction
of a uniform and homogeneous orchestral sound.

In Xian Xinghai Cantata, Chinese and European cultures merge in
an organic creative dialogue. The originality and national color of his
works largely depends on the peculiarities of the ice organization. The

composer mixes typical boat musical structures that are found in Chinese
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traditional music with European boat systems. He used both archaic
variants of pentatonic and diatonic chords. In the choral or orchestral
texture, the composer adds polyphonic imitation tactics, in some cases
retaining the dominant position of the main melody, even when the textured

fragments are layered in independent musical lines.

SUMMARY

Xian Xinghai laid down the basic principles of composing ,,folk
cantatas“. He used European polyphonic techniques, in particular imitation
techniques and intertwined intonation fragments of Chinese folk music,
thus outlining new opportunities for developing national thematic material.

The ,,Cantata for the Yellow River® crowned a long period of
searching for Chinese musicians in the field of themes, choral forms and
genres. For the first time, creatively mastered Western choral writing
techniques appeared in a large 9-part composition that embodied national
content. The Cantata includes everything that has been tested by Chinese
musicians over several decades — a wide stylistic range of different solo
and choral numbers, orchestral fragments using complex polyphonic

solutions were developed.
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CONCLUSION

Through an in-depth study of Xian Xinghai’s Contribution to the
Development of the Cantata Genre in China, it is not difficult to discover
the outstanding merits of composer Xian Xinghai in forming the basic
principles of Chinese Cantata composition and the development of musical
form in China. His works and theoretical research provide valuable
experience and inspiration, and encourage other authors in China to
compose Cantata.

With the advent of the ,,Cantata for the Yellow River®, the long
development of Chinese choral culture ended and began the period of
classical Chinese Cantata, spanning a decade and a half until the mid-
1960s.The main genre direction is the heroic-patriotic Cantata, which is
explained by its important socio-political role.

In summary, Xian Xinghai’s contribution to musical creativity and
theoretical research is immeasurable. His works and ideas not only laid a
solid foundation for the development of Chinese music, but also
contributed significantly to the prosperity and advancement of world music.
We must remember Xian Xinghai’s outstanding achievements, continue his

musical ideas and spiritual covenants.
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CONTRIBUTIONS OF THE DISSERTATION

1. This study presents for the first time the biography of Xian Xinghai
in detail in terms of the historical, social and cultural conditions that

influence his creative career as a composer.

2. The dissertation examines the history of the Chinese Choir
Composing School in the period before the creation of Cantatas by Xian
Xinghai. Early large-scale choral works that influence and are also a
prerequisite for the development and validation of the genre are presented

and analyzed.

3.For the first time in a dissertation, based on the hermeneutic approach
and uniform criteria, a detailed analysis of the artistic-dramaturgical plan
of the four Cantatas of Xian Xinghai is proposed in terms of their individual
characteristics, themes, artistic imagery, compositional issues, invoice

exhibition and technological innovations in the executive staff.

4. For the first time, the dissertation traces large-scale works created
later by other composers who were influenced by the works of Xian

Xinghai and in particular by the ,,Cantata for the Yellow River*.

42



5. In this study is added more information about the compositional style
in relation to: approaches in invoice organization of Cantatas in the
development of thematic material; the typical boat musical structures;
specific rhythmic figures; sound and timbre effects related to the semantics
of traditional Chinese instruments; application of modern compositional
techniques, broken through the prism of national musical expression and

spirituality.

6. Comparing the aspects of manifestation of the different individual
compositional techniques applied in the four Cantata demonstrates
objectively the exceptional contribution of the composer Xian Xinghai to
the development of the main genre direction of this period — the heroic-

patriotic Cantata.

7. Based on other studies, the thesis analyzes and summarizes the

characteristic stylistic and compositional features of Xian Xinghai’s work.

8. This thesis contributes to the theoretical research of Xian Xinghai’s

musical creativity by supplementing information on the development of the

Cantata genre in China and its important socio-political role.
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