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YBOJ

Hayunure wuscnenBanus B Kwurtail, cBbp3aHM C pa3BUTHETO Ha
IUTYJIKOBOTO M3KYCTBO Ca NMPEANMHO HACOYEHU KBbM OTJICITHH ACIIEKTH BHB
(opMupaHeTO M Pa3BUTHETO HA LUTYJIKOBaTa INKOJIAa M B Hal-o0II IUIaH
00XBaIaT JBE MOCOKH: ITbPBATa 10 OTHOLICHNE HA HALMOHAIHUS PENepToap,
OTKPOSIBAWKH IPUHOCHT HA PE3NMYHH KOMIIO3UTOPH ¥ H3IIBJIHUTEICKOTO
M3KyCTBO. Pasriexnar ce BBIIPOCH CBBP3aHU C KOHIIEPTHUS KUBOT, 0030pHH
CTaTHUU 3a KUTalCKM KOMIIO3UTOPH, Cpe KOUTO Ce CIIOMEHAaBaT U aBTOPH Ha
MIPOU3BEICHUS 3a LIUTYJIKA, B TOBA YUCJIO U BBIIPOCH, CBBP3aHU C KOHLIEPTHUS
perieproap Ha pa3IMYHU UHCTPYMEHTU. BTopara mocoka e B oOpa3oBaTeneH
aCIIeKT.

Hayunu myGnukanmu 3a TBOpUECcKaTa M Ielarorudecka JIeiHHOCT Ha
Ma CurmoH, 3agpa009eHO pa3IIekJalld IUIOCTHATA MY H3IIBJIHHUTEIICKA,
KOMIIO3UTOPCKA Y MEAArOruyecKka AeHHOCT JIUMCBAT. B OCHOBHATA CH 4acT Te
Ca HACOYEHH KBbM MY3HUKAJIHO IIPOCBETUTENCKATA My JEMHOCT B KOHTEKCTa Ha
KHTalCKOTO MY3HKaJIHO H3KYCTBO U 3HaueHHeTo Ha KynTypHara peBomonus;
CTaTHU 3acATalld Bpb3KaTa Ha TBOPYECTBOTO My C TpaJUIMOHHATA KUTalCKa
KynTypa; cratud ¢ OworpaduyHd  JaHHW; OTICIHH  aCIEKTH B
KOMIIO3UTOPCKOTO MY TBOPYECTBO, aHAIIM3UPAHU B KOHTEKCTA Ha KOHKPETHU
NIPOU3BENCHUS M aHAJIW3 M U3IBIHUTEICKA MHTEpIpETalusl Ha HIKOU
npousBeneHus. OT BCHUKHTE MyOJIHKamMM 3a KOHKPETHH NPOM3BEACHUS
IIOYTU OTCHCTBAT TAaKUBA CBBP3aHU C KaMEPHO-UHCTPYMEHTAJIHUTE MY
MIPOU3BECHHUS, a BBIPOCHT 3a LUTYJIKOBUTE MYy KOHIIEPTH € MHOTO ciabo
3aCerHaT ¥ BCHYKO OTHOBO B KOHTEKCTA Ha IIUTyJIKOBOTO M3KyCTBO B KuTaii.

Pasrnenannte HacokM B ITyOJIMKanMOHHATa JEWHOCT, CBBP3aHH C
muuHOcTTa Ha Ma CHIOH, MOTBBP)KJaBaT AKTYAJHOCTTA HA HACTOSIIOTO
H3CJIeiBaHe, CBbP3aHO C M3SICHABAHETO HAa OCHOBHU BBIIPOCH B CTHJIOBAaTa
€BOJIIOLMS Ha KOMIIO3UTOPA U OTHOIIEHHETO KbM HallMOHAIIHATA TPAJULMS B
pa3IM4YHUTE My TBOpPYECKM IIEpUOAM B TEXHUS B3aUMOBpPb3Ka U
CBIIEBPEMEHHO B MO-331bJ0O0YEH IUIAH [a C€ aHAJIU3Hpa NMPHUHOCHT MY 3a
pa3BUTHETO HA IWTYJIKOBOTO m3KycTBO B Kwrail. Ot gpyra crpaHa,
00y4JeHHETO My B UyKOMHA TT03BOJISIBA J1a CE aHAIM3UPA CTETIICHTA Ha BIUSIHUE
Ha €BPOIEHCKUTE MY3UKATHH TPAJUIHNN BBPXY (OPMHUPAHETO U pa3BUTHETO
Ha HETOBUS KOMIIO3UTOPCKU CTHIL



O0eKT Ha M3CJIeIBAHETO e yuyIKosomo meopuecmso na Ma CuyoH.

IlpenMer Ha  HM3CJAEIBAHETO Ca  JICAHPOBO-CIUIUCHIUYHU
ocobenocmu U UBNBIHUMELCKA NPOOIeMAMUKA 8 Yucyiko8omo meopuecmeo
Ha Ma Cuyon.

Lex Ha n3caenBanero: Jla ce mpocieau TBOpUEecKaTa €BOIONUS HA
komno3utopa Ma CHUIIOH U aHaJIH3UpaT KaHPOBHUTE U CTUIIOBH OCOOCHOCTH B
KOHKPETHH IUTYJKOBH MPOU3BEIACHUS OT Pa3IHYHUTE TBOPYCCKH €TalH U
00001IH 3a10KEHATA B TAX U3ITBITHUTEICKA MIPOOIEMaTHKA.

L[enTa U OpeaAMETBT Ha MU3CJICABAHCTO HMMAT OTHOWICHUC KbM
peluiaBaHe Ha CIICAHUTE 3aJayun:

1. Jla ce mpocienu B HCTOPHYECKH IUIAH Pa3BUTHUETO HA IMTYJIKOBOTO
n3KycTBO B KuTail u BIUsSHIE Ha €BPONEHCKUTE TPAIULIMHU OT cpesiaTa Ha
XIX Bek 10 Hauanoto Ha XX BeEK;

2. Jla ce OTKpOST OCHOBHHUTE IIOCOKM B TBOpUYECKaTa M IMelaroruyecka
neiHocT Ha Ma Curios,

3. Jla ce cbcTaBu mepuoau3anus B TBOpueckaTta JaeiHocT Ha Ma CHloH u
OTKpOM 3HAUEHHETO Ha TpaJUIMOHHATa KUTalicka My3HKa B aBTOPCKHUTE
My IIPOU3BEICHUS;

4. [la ce aHanu3upaT )KaHPOBUTE U CTHIIMCTHYHU ocobeHocTn Ha Ma CurioHn
U TSXHATa €BOIIOLMSA MIPE3 OTACIHUTE TBOPUECKHU IEPUOMH;

5. Jla ce aHanM3upa W3NBJIHUTENCKAaTa MpoOJIeMAaTHKa B KaMepHO-
WHCTPYMEHTAIHUTE TIPOU3BEJCHHS W LWMIYJIKOBM KOHIEPTH Ha Ma
CuroH.

Meronure Ha HU3CIEABAHETO ca CBBP3aHH CbC clenudukara Ha
HaydHaTa Te3a, pealu3UpaHeTO Ha IIOCTaBeHaTa Lel M YCHEHIHOTO
OCBILECTBABAHE HA TIOCTABEHUTE U3CJICI0BATENCKH 331a4H:

1. Hcropuyecko-TeopeTHYeH — TpPOCIEIBaHE pPa3BOs Ha KHUTAHCKOTO
LIUTYJIKOBO M3KYCTBO OT cpenara Ha XIXBek 10 HaganoTo Ha XX BeK U
000co0sIBaHEe Ha JOCTHXKEHUSITA HA KUTAMCKaTa [UIYJIKOBA IIKOJA C LI
OTKpOsiBaHE NPUHOCHT HA Ma CHILOH 3a pa3sBUTHETO HA IMUIYIKOBOTO
n3kycTBo B Kurait;

2. bubnmorpadckm aHaaM3 — U3NCHABAIL BBIIPOCHTE, CBBP3aHU C
XuTelckuss mbT Ha Ma CHIIOH, UMallyd OTHOLIEHHWE KbM (aKTopHTe,



OKa3alM BIMSHUE BBPXY TBOPUYECKATa My €BOJIOIMS M Ha Ta3H OCHOBA
CBCTaBsIHE HA MEPHOAM3AIMA Ha TBOpUYECKATa My JEHHOCT;

3. KyarypoaoruyeH — mmami OTHOIIEHHE KbM H3ACHSIBAHE CTEIIEHTA Ha
BIMSHHE Ha EBPONEHCKHTE TpaJulUMU B 00JacTTa Ha LUTYJIKOBOTO
U3KYCTBO M OOBBP3BAaHETO MM C KHTaickaTta Tpaaunus. ToBa 1mo3BoJIsABa
Jla ce aHaIM3UpaT MOCOKUTE Ha BIHMSHUE B AHPOBO-CTUIMCTHYHO
OTHOILIEHHE Ha KHUTAHCKHUs LUTYJIKOB PEHNepToap U OTKPOU Bpb3KaTa C
TpaJUIMOHHATa KUTalCKa My3HKa;

4. My3ukanaHo-()eHOMEHOJOrHYeCKH aHAJIN3 — OTKPOSBaHE Ha U3pa3HUTE
CpeAcTBa B aBTOPCKHUTE Mpom3BeAcHUs Ha Ma CHIOH B KOHTEKCTa Ha
nieiH-o0pa3HOTO ChABPKAHHE M 000CO0SBaHE HA H3ITBJIHUTEICKATA
npoOnemMarTyrka B TSX.

CTpyKTypa M 06eM Ha JUCepTALUOHHHS TPYA.
JucepTauMoHHUSAT TPy Chabpika 00mo 234 crpanuny, ot kouro 201 ca
OCHOBHUSI TeKcT, 13 dudmaunorpadust u 20 cTpaHuLM ca TPHIIOKEHUSL.
B KOMIIO3HMIIMOHHO OTHOLIEHHWE CE€ CHCTOM OT YBOJ, TPU IJIaBH,
3aKJroYeHue u u3Boau. bubnuorpadusra crabpxa 88 n3rounuka.



CBbABbPKAHUE HA TUCEPTAIIMOHHUSA TPY

ITbPBA I'VIABA. TBOPYECKHU INTPO®NJ HA MA CULIOH

Ma CuHnoH e eauH OT Hal-BHUIHUTE KHUTAHCKU KOMIIO3UTOPHU H
LUTyJlapy, YUATO TBOpUECKa JAEHHOCT OKa3Ba CHJIHO BIMSHUE BBPXY
(dopMupaHeTO M Ppa3BUTHUETO Ha KHUTaiickaTa IMI'YJIKOBa INKoja. ToBa e
IIBPBHUAT KOHIEPTHpAI KHUTaiicku 1mrynap B EBpoma u equH OoT mbpBHTE
KOMITO3UTOPH, 0OBBP3BAIll TPAAUIIMOHHATA MY3HKa C EBPONEHCKHUTE KAHPOBE
B 00JIacTTa Ha IIUTYJIKOBOTO KOMIO3UIIMOHHO TBOPYECTBO.

IIbpBa rmaBa ce CBCTOM OT YETHPH pa3jieia, BKIOYBAIIA
M3ACHSABAHETO HA OCHOBHH BBIPOCH, OTHACAIIA C€ JO Pa3BUTHETO Ha
LUTYJIKOBOTO M3KycTBO B Kuraih or Hadanoro Ha XX Bek; Hal-BaXHUTE
acleKkTH OT TBOpUYECKaTa M Iegarormdecka JeiiHocT Ha Ma CHIIOH CBbC
CHOTBETHATA NMEPUOU3AIUS U OCHOBHH aCMIEKTH B KOHTEKCTa HA HAITMOHATTHO-
crenMGUIHUTE XapAKTSPUCTHKH HA HETOBaTa KOMIIO3UTOPCKA JACHHOCT.

1.1.00ma xapakTepucTHKA HA HUTYJKOBOTO H3KycTBO B Kuraii
B Haya10To Ha XX
Bbpxy npomneca Ha pa3BUTHE Ha IUTYJIKOBOTO M3KycTBO B Kwurail or
HayaJIoTo JI0 KbM cpefara Ha XX BEeK BIMSHHE OKa3BaT pa3yiMuHH (aKTopH,
MO-Ba)KHM CpeJl KOMTO MOraT Ja Ce IO0COYaT KOHLEPTHHUTE W3SBH Ha
TOCTYBAaIllM MY3WKaHTH, BpEMEHHO npeOuBaBaiy B Kuraif, kKakTo U KuTainm,
MoJydwid oOpa3oBaHME Ha 3amaj — W3IBJIHUTEIM W KOMIIO3UTOPH.
XapakTepHO 3a IMI'YJIKOBOTO KOMIIO3UTOPCKOTO TBOPYECTBO IIPE3 TO3M
MEepUo/l € THPCEHETO Ha IMBbTHIIA 33 WHTErPUPAHETO M H3pa3sBaHETO Ha
HAIMOHAIHOTO B CHHTE3 ChC 3amajHoTo. Karo 1sio B3auMoBpb3KaTa MEXIY
KUTalicKkaTa My3MKaJHa KyJITypa M 3alaJHOeBpoOIelicKkaTa € JBYIOCOYHa, B
pe3ynTaTr Ha B3aUMHOTO KYJATYpHO npoHukBaHe. OT eHa CTpaHa M3TOYHATA
TeMa € 0cOOEHO NpHBJIEKATENIHA 32 HIKOW 3alaJHd KOMIIO3MTOPH U TOBa
HaMupa u3pa3 B TSAXHOTO TBOPYECTBO, OT Jpyra CTpaHa KHTalCKUTE
KOMITO3UTOPH C€ CTPEMAT Aa OOBBbpKAT HALMOHAIHOTO C EBPOICHCKUTE
KOMITO3MLIMOHHN TEXHUKH. EIMH 0T HaW-sSpKUTE INpeicTaBUTENId B TOBa
otHowenue e Ma Sicong.



1.2. Npusocbt Ha Ma CuHIOH 32 pa3BUTHETO HA KHTANHCKOTO
HHUTYJIKOBO H3KYCTBO
Ma Sicong /1912-1987/¢ eauu oT Hali-BUAHKUTE TIPEACTABUTEIN Ha
KATalCKaTa IUTyJIKOBA IIKOJIA, YHSITO H3IIBJIHUTENICKA, MeAaroruvecka H
KOMITO3UTOPCKA JAEHHOCT 00XBallla MoBeYe OT MOJIOBHH BEK — OT HAYAIOTO Ha
30-te roauun Ha XX BeK J0 HEroBaTa KOHYMHA.

To# TBOPH KaKTO B KPYIHHUTE KaHPOBE — OTEpa, OajeT, KaHTaTa, Taka U B
KaMEepPHO-MHCTPYMEHTATHUTE M BOKAJIHH, HO OCHOBHHAT ST OT HETOBOTO
TBOPUYECTBO € MPEJHA3HAYEHO 3a IUTyJKa — KOHIIEPTH, MOEMH, PAICOIHH,
CIOMTH U JIp.

1.2.1.buorpapuyunm JaHHU
B HacTosiust naparpad € mpociaeaeH JKUTEHCKUAT U TBOPUECKH BT HA
Ma Curion u 0TO€NsA3aHU HaW-BaXKHUTE CHOUTHS, OKA3ald BIUSHHUE BBPXY
(hopMUpaHETO Ha HErOBHUsI MUPOTJIC U KOPECHIOHIUPAIIH B €HA WM JIpyra
cTemeH ¢ GWIOCOPCKO-UACHHUTE My  KOHICIIMH, 3ajJerHald B
KOMIIO3UTOPCKOTO MY TBOPYECTBO.

1.2.2. OCHOBHHU NOCOKH B TBOpYeCKATa My JIeHHOCT
TBopueckara peliHOCT Ha Ma Sicong € H3IUI0O HAacOuCHa KbM
(opMUpaHEeTO Ha HAIIMOHAIHWUTE OCHOBHM Ha KHTaiickaTa KOMIIO3UTOPCKA M
M3IBIHUTEIICKA IIKOJa. TBOpOUTE My ca C SIpKO M3pa3eHa MHANBHUIYaTHOCT,
00BBp3BaI HAIMOHAIHOTO ChC 3aMAJHATE KOMIO3UIIMOHHU TEXHHUKH, KaToO
MHOTO YE€CTO M3MO0JI3Ba MOTUBH MIIM KPATKH HAPOIHHU MEJIOUH, OKOJIO KOUTO
ce M3rpax/ia ISUIOCTHOTO pa3BUTHE. Te€3W /BE MOCOKH /M3ITBIHHUTENCKA U
KOMITO3UTOPCKA/ ca TSACHO NpeIyIeTeHN B TBOpUecKaTa JieiHocT Ha Ma Sicong.
Kato m3nbiaauTen, ctirbT Ha Ma Sicong e GiIu3bK 10 0COOEHOCTHTE Ha
(peHckaTa IMIYJKOBa IIKOJA, HO HAW-CHJIHO BJIMSHHE My OKa3Ba
TBOpuecTBoTO Ha ®puir Kpaiicnep. Kato kommoszurop Ma Sicong ce crpemu
aa )106J'II/I)KI/I LUTYJIKOBHUAT 3BYK OO KHTancKaTa TpaJUIIMOHHA U3MIBJIHUTEIICKA
npakTika. OCHOBHHUTE MOCOKH B KOMIIO3UTOPCKAaTa My JNEHHOCT BKJIHOUBAT
CI/IM(bOHI/I‘-IHI/I, XOpOBH, BOKAJTHU U KAMEPHO-UHCTPYMCHTAJIHU ITPOU3BCACHUAA,
HO mpeobnajgaBamiaTa 4acT OT HETOBHTE IPOM3BEICHMS Ca CBBP3aHH C
TBOPYECTBOTO MY 3a LIUTYJIKA.
B cBost xu3HeH mbT, Ma Sicong ce mpuabpXkal KbM pa3dupaHeTo, ye
MY3MKAaHTBT — M W3NBJIHUTE] M KOMIIO3UTOP TpsOBa Aa € epyaupaH u Ja
ycIIsiBa Jia BBILJIATH COOCTBEHHUTE CH BIICUATIICHHUS B XYyI0’KECTBEHU 00pasH.



1.2.3.IlpenogaBarescka aeifiHOCT
B mpenomaBanero cm  Ma Sicong 3acTemBa  mWuesTa 3a

e
PABHOMOCTABEHOCT HA TEXHUKATA U M3KycTBoTO (FXZ FH E), xoeTo o3HauaBa,

Ye TEXHOJIOTHSTA € CPENCTBOTO, a M3KYyCTBOTO € LIENTA, T.€. Pa3BUTHETO Ha
TEXHHUKaTa BUHArH TPs0Ba Ja € B KOHTEKCTa Ha XyA0KECTBEHOCTTA.

Ilegarornueckata My cucTeMa € W3IpajeHa BbPXY TPH OCHOBHHU
npuHouna: Pa3zBuTre Ha CIyXOBHUTE BB3NPHATHS; APTUKYJIalMOHHO Pa3BUTHE,
OTJEJIANKHU rOJIIMO BHUMAaHHE Ha apTUKYJIAlMU JIETaTO U MapKaTo U 3HaUeHUe
Ha ETIOANTE, pasMyIekJalku I'M He caMO KaTo CPEICTBO 3a TEXHUYECKO
pa3BUTHE, a KaTO €AMH OT KOMIIOHEHTHUTE, CBBP3aHH C ISNIOCTHOTO MY3HUKAJIHO
pa3BUTHE.

1.3. llepuoau3aums B TBOpYECKaTa AeiHOCT
TBopueckaTa geriHocT Ha Ma Sicong Moxe Ja ObJie pa3fielieHa Ha YeTHPH
Mepro/Ia, U3XOKAAHKN OT COIMOKYNTYpHHUTE chOuThs B Kuraii, oOyueHue u
po(ECHOHATHO-TPYI0BA MY JCHHOCT:

1.3.1. Panen nepuon /1923 - 1937/ - o6yueHue BbB ®@paHuus U NbPBU
KOMIO3MIIMOHHH OMUTH

ToBa e Hayanoro Ha (HOPMHPAHETO HA TBOPYECKUTE MY KOHLEIIINH,
Ipeonpeaessiiy 3a ObJIeIHUTe My IOCOKH Ha Pa3BUTHE.

PaHHUTE My IMIYJIKOBH TBOPOM ca OCHOBHO B KamMepHaTa MY3HKa, IPH
KOHTO Ca W3IOJ3BaHU 3alaJHU KOMIIO3WIIMOHHM TEXHHUKH, I0J BIUSHHE Ha
HETOBUTE YYUTENW. BIMSHHETO € Tpemd BCHYKO II0 OTHOLICHHE Ha
(bopMooOpa3yBaHETO M CTHIMCTHKATA, KOSTO HAW-BHJHO B NPOU3BEICHHUATA

my «IIpucniusna necen» (Berceuse) ,1935/- (¥2HEMH) u «Pouno», 1936-

(ElfEH) . Ha To3u eTan Bee olie He MOKE J1a ce TOBOPH 3 IPOSIBIICHHE HA
HJKOM OT THITMYHKTE 32 Ma Sicong CTHIOBH 0COOCHOCTH.

1.3.2. Bropu nepuoa /1937-1948/ - TBopuecka JaeiiHOCT 10 BpeMe Ha
AHTHANIOHCKATA BOHA

To3u mepuoj; € BaXKeH 110 OTHOLICHHE TBOpYECKaTa eBONOLMs Ha Ma
Sicong, 3amoTO0 € CBBbpP3aH C MO-TACHOTO TPEIJINTaHe Ha HAIlMOHAJHATA U
3arajaHaTa My3uKaJIHU Tpaauluu. EHHO OT Hali-3HAYUMHTE IIPOU3BEACHUA HA
KOMITO3UTOPA Npe3 TOo3H nepuoi e «BbrpeniHnatra MoHronms 3a HUTyJIKa U
MTHAHO.

B cTuiioBo OTHOIIEHHE TPOU3BEICHUATA Ce JOOPHKABAT 10 POMAaHTH3Ma,
HO C€ OTKpUBAT M TaKWBa, B KOMTO CE yCeIlla BIUIHUECTO Ha HMIIPECUOHU3MA,
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karo nanpumep: B "Nostalgia” (FEZh) , " Dance Beyond the Great Wall"

(ZE4V 3% Hli)  /oueBMmHO € B CTWJIA HA MCHIAHCKMTE KOMIO3UTOPH EHpHKe
I'pananoc, Manyen ne ®ana, Mcaax Anbenuc/?, "Lullaby (Berceuse) " (

TEEM)  uap.

1.3.3. Tperu nepuoa /1949-1956/ - mocoxku Ha TBOpUYECKATA AeHHOCT B
roaguHuTe cjea ocHopapanero Ha KHP

[Ipe3 To3m mepmonm Ma Sicong ce oOpbIma KbM IMO-MaIaOHUTE
CTPYKTYpH — cHMQOHHUS, KOHIIEPT, CIOWUTH, XOPOBH IPOW3BEICHUSA, HO
JEeMOHCTPHpA SBHO TPEAMIOYUTAHNE KbM OPKECTPOBaTa My3UKa, HEI[O KOETO
Hal-CUJTHO Ce MPOsBsIBa B MOCIEAHUS NIeprol. B Temarnuecko oTHOIIEHUE ce
HaCo4YBa KbM 3aMMCTBAHCTO Ha HO-HpOCTI/I HapO[[HI/I MCJIIOOUU OT KOHerTHI/I

PETHOHM ¥ €THUYECKU I'PYIIH, C TEXHATA XapaKTepHa My3HUKaIHA TPaguLUs.
[To-3Haunmu mpowusBeneHus ca: Poumo Ne 2; , Pamncoaus 3a murynka u
opkecTbp‘; ,,Dragon Lantern Dance*; ,,Dance of the Autumn the Harvest“ u

zp.

1.3.4. YerBbpTHu nepuox /1967-1987/ - TBopuecka neiinoct B CAILLL

U npe3 To3u nepuog Ma Sicong ThpcH oropa B TPaAUIHOHHATA MY3HKa,
HO MO-XapaKTePHOTO €, Y€ 3ar04Ba Ja eKCIEPUMEHTHPA C KOMITO3UIIHOHHATA
CH TEXHHKA, BKIIFOUYBANKH HIKOU MOJIEPHUCTHYHH SJIEMEHTH.

Cpen mo-3HauMMHUTE TPOU3BENIEHUSI OT TO3W MEepHoj ca Oamera Sunset
Clouds, crourara ,,Six Poems by Li Bai“, onepara ,,Rebia®, "Konnepr 3a nse
nurynku", "Mapm Ha Hapomute oT Asmda, Adpuxa u JlatmHcKka AMepHKa
cpemy umnepuanusma', "Bropu koHuept 3a Buononueno", "KoHmepT 3a
nuano" M JIp., KaKTO M IMMECH /Makap U He MHOTO/ camo 3a nurynka "Gaoshan

Suite" (L) | "Amei Suite” (F322BiH) u np.

1.4. HanmoHnaJiHu 0c00eHOCTH B TBOpYecTBOTO HA Ma Sicong
Bpb3kara ¢ TpagunuoHHata Mmy3uka npu Ma Sicong moxe ma ce
0000 B JBE TOCOKH: €IHATa MMa OTHOIICHUE KbM (hopMOOOpa3yBaHETO,
U300pPBT W PA3BUTHUETO HA TEMATHUYCCKUS MaTepHal M XapMOHHU3aIMiTa, a
JpyraTa KbM 3BYKOOOpa3yBaHETO IPU ThPCEHETO U MMOCTUTAHETO HA aHAIIOTUH

1 Journal of the Central Conservatory of Music, Issue 4, 2012, "Some Issues
that Should Be Paid Attention to in the Performance of Ma Sicong's Violin
Works" by Yang Bao Zhi..p.30.
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Ha W3MOJ3BaHMSA TEMaTHYCH Marepual C IPHCBIIUTE My pPErHOHAIHU
0CcOOCHOCTH Ha W3MBJIHHUTENCKaTa Tpaauiusa. Toll He MpocTo Komupa
MENIONATa Ha KHTAHCKUTE HAPOIHHU IIECHHU, HO M3II0JI3BA Pa3INYHH MOTHBH
WIM WHTOHAIMOHHO-PUTMHUYHHU €JIEMEHTH, KaTo ce CTpeMH JAa 3ama3u U
npeck3gane arMmocdepaTa Ha HApOJAHUTE IECHH 4Ype3 TEXHHYECKUTE U
XYZ0XKECTBEHH BB3MOXHOCTH HA 3alaJHHUs MHCTPYMEHT. 3a IbPBH IBT B
KMTalickaTa My3UKalHa KylnTypa IUTyJKaTa Ce€ OTBKIECTBABA C HAKOHU
TPaJUIMOHHU MY3MKAaTHU UHCTPYMEHTH, THPCEHKU OHE3UM MPECEUYHU TOUKU
MeX]ly HaI[MOHAJIHOTO U 3alaJHOTO, Ype3 KOUTO J1a Ce BABXHE HOB JKUBOT Ha
TPaMIHATA.

BTOPA I'TABA. CTUJIOBH I ®EHOMEHOJIOT MYECKH
OCOBEHOCTH B INTYJIKOBOTO TBOPYECTBO HA MA
CHIIOH

B HacTosmaTta BTOpa IWlaBa ca pasrjieJaHd HAKOM OCHOBHHU acIeKTH,
XapaKTepU3UpaIlH CTUIOBUTE OCOOCHOCTH B TBOpUECTBOTO Ha Ma CHIIOH OT
(heHOMEHOJIOr0-XepMEHEBTHYHA TJIe[HA TOYKAa B KOHTEKCTa Ha BIIOXKCHATa
ujes 4pe3 aHaJIN3 Ha KOHKPETHHU NMPOU3BEICHUS OT Pa3INYHUTE MY TBOPUECKHU
MIEPUOJIH.

2.1. CTuii0Ba XapaKTepUCTUKA M BJIUSIHUS B IbPBUTE TPU TBOPUYECKH
nepuoaa

2.1.1.INpucnusna necen / Lullaby (Berceuse) 1EM5eh/

[IprcnivBHA 1TECEH € 0Ka3aTeJICTBO 3a OllIe €INH XapaKTepeH MOMEHT
B CTHJIOBaTa XapakTepucThka Ha Ma CHUIIOH, a IMEHHO ThPCEHETO Ha OIopa
BbB (onknopa. ToBa Hamupa u3pa3 B JBe NOCOKW. IIbpBara, upes
BKJIFOUYBAaHETO HA MHTOHAIIMOHEH MaTepHall, 3aMMCTBaH OT TPaAMIHOHHATA
MY3MKa, a BTOpaTa KOPECHOHAMPA C U3IbIHUTEICKUTE OCOOEHOCTH U TO-
KOHKPETHO C XapaKTepHOTO 3a HapOJHUTE CTPYHHH MHCTPYMEHTH ILTB3Tall]
epeKT MeXIy TOHOBeTe. B HOTHaTa mapTHUTypa HHUKBAE HE ca yKa3aHH
MOJOOHN apTUKYJAIMH, HO CTPEMEXBT My Ja TPeTHpa NUTyJIKaTa KaTo
WHCTPYMEHT, PAaBHOIIPABEH Ha TPAJUIHMOHHUTE € €AHA OT OTIMYHTEITHHUTE
YepTH HA HETOBUAT M3IBIIHUTEIICKH CTHI.

2.1.2. Hocraarus / Nostalgia (JB.Z gh)

Moxke Aa cc mpueMe, € ToBa IMpPOU3BEACHUEC IMMOCTABSA HAYaJIOTO Ha
BTOpAaTa JIMHUA B TBOPUYECTBOTO HA Ma CI/IIIOH - HOCTaJIr'M4yHarTa, KOATO 3aCJHO
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C IbpPBATa — JINPUYCCKATA, III€ CE IPEBBPHE B OTIMYUTEIICH 3HAK HA [[SUIATa My
TBOpUecKa AeitHocT. ToBa € BaKHO U OT Apyra IJICAHa TOYKa, @ HIMCHHO Jia Ce
MPOCJICAN JaJi U B KaKBa CTEIICH TOBA /OLIE B CAMOTO HAYaJIO Ha PAHHUAT My
TBOPYECKH TIEPUOJ/ OKa3Ba HIKAKBO BIUSHHE BBPXY pPAa3BUTHETO Ha
CTHJIOBUTE MY OCOOEHOCTH.

KaxkTo 61 MOTIIO 1a ce mpearnonaoKu, mogooHo Ha [IpucniBHA neceH,
U TYK UMITPECHOHUCTUYHOTO BIMSIHUE € MHOTO CUJTHO H3Pa3eHO, HO B CTHIIOBO
OTHOIICHHUE CE OTKPUBA MPOMSHA, KOITO € CBbp3aHa ChC CTPEMekKa KbM IMO-
SIBHO 00BBP3BaHE C TPAIUIIHOHHATA MY3HKa, HAMHUPAIIO U3pa3 B U3MOI3BaHETO
Ha TAaKMBa KOMIIO3UTOPCKH TEXHHKH, Ype3 KOMTO 1@ HMHUTHPa WIH 13 Ce
IOOGIIIKH 0 3BYYHOCTTA Ha ONPEICIICHH TPaIuIIMOHHE HHCTpYMeHTH. ToBa e
NOCTHTHATO  4Ype3  HMHTOHALMOHHO-DHTMUYECKHTE  OCOOCHOCTH — Ha
MEJIOUYECKOTO H3rPAXKIAHE U JOPH Upe3 ThPCEHE Ha 3ByKOM300pa3uTEIIHOCT.

2.1.3. Pougo Ne 1 u 2

AdunuretbT Ha Ma CuloH KbM pOHAO (opMaTa, NPOU3THYA OT
0COOEHOCTUTE Ha TPaAMIIMOHHATA KUTAWCKa My3HUKa, B KOSITO ce Ha0Jo1aBat
msikon (Gopmu, Hapeuenu ,,Xuinghuang®“, OmM3Kd [0 POHIATHOCTTA H
OTJIMYABAIlHU CE C I'bBKABOCT U Pa3HOOOPA3HOCT Ha Pa3BUTHETO, CBBHP3aHO C C
BapuaTMBHATA  MEPUOJMYHOCT,  pa3MIekJaHO  KaTto  ¢opmMa  Ha
HMIIPOBU3ALIMOHHOTO Hauyano. [losiBatra Ha pedpeHa OOMKHOBEHO €
HEperyJsipHO, a pelyBaHETO HAa CMU30JUTE CE MOMYMHSABA Ha OlpelesieHa
BBTPEIIHA JIOTHKA, UMEHHO B PE3yiTaT Ha HMIPOBU3aLHMOHHOTO HAyallo,
OCHUTYpSIBALIO BE3MOXKHOCT 32 TI0-CBOOOJHO popmaTa. CpeqHHUSAT 571 € BUHATH
paslIMpeH W MOYTH BHHATM B HEro € 3aJerHaj COHATHHAT NPUHIMII HA
pa3paboTka.

2.1.4. Mponeren Tanm & K 2 th

[TapanenHo ¢ AMpUYHATA U HOCTAITUYHATA JJUHHS B TBOPUYECTBOTO HA
Ma CuIiioH ce 0TKpOsiBa OIIe e/lHa — TaHIyBajHaTa, HO TSICHO OOBBp3aHa ChC
3BYKOM300pa3UTETHOCTTa, MHOTO 4YE€CTO HMalla OTHOIIEHHE KbM
MMUTUPAHETO Ha pa3IMYHU HAPOJHU MHCTPYMEHTH. TS € Hal-sIpKO MPOsIBEHA
B IIPOU3BEICHUATA, HamucaHu mpe3 50-te u 60-Te ToauHu.

Ot (eHOMEHONOTMYHA TJIEJJHA TOYKAa MOXKE Ja Cce IMpHeMe, 4e B
npousBeneHruero Ha Ma CuuoH ,,IIponeren TaHI™ eMOIMOHATHUST LIEHTHD €
KOHIICHTPHPAH B JIMPUYHATA T€Ma, a UMCHHO, Y€ PajoCTTa OT JKUBOTA, OT
KpacoTara Ha IpUpoJaTa, OT BCHYKH YyBCTBa, KOMTO MOPaK/a TOBa y YOBCKa,
M3BHPAT OT CHPLETO U 110 HAYHHBT IO KOWTO TO MOXKE J1a CTPaja, Taka ¥ MOXKE
Ja ce pamBa. A TaHI[yBaJHaTa I’bpBa TeMa CHMBOJIU3UPAa HCKPEHOTO U
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0e3rpaHNYHO TPOSIBICHHE HA TOBA HCTHHCKO YyBCTBO, KOETO KOMIIO3UTOPHT
yYMEIO TIOCTWUTa 4Ype3 CHHKONMHUPAHMUAT W ITyHKTHPaH PHUTBM, TEMIIOTO,
HEYCIIOXKHEHATa XapMOHHS 1 IIpo3padHa (akTypa.

2.2. CtuiioBa XapaKTEPUCTUKA HA HUTYJIKOBUTE IPOU3BECACHUS IMPE3
MmoCJeIHUSA TBOPYECKH NTEPUOI
2.2.1. Gaoshan Suite (1973)

Croutarta «[ aomany» MnpeacTaBsd €JHa MaJika, HO JOCTATbYHO KOJIOpHUTHA
KapTuHa OT OUTHETO HA XopaTta OoT FaomaH, B KOATO C€ pa3KpUBaT pas3sjInvyHU
CIICHU OT TAXHOTO CXKCAHECBUE W NPEIIIATAT Haﬁ-paBHI/I‘IHH 9yBCTBa — OT
CMHPCHUCTO IpCa 60)KGCTB€HOTO, Ipe3 NPa3HUIHOTO HACTPOCHUC B HCTOBUTC
pa3janiHu NposAsBHU A0 MOMCHTHUTC Ha YCAMOTCHHC U PAAOCTHOTO YYBCTBO
ChIIBTCTBAIIO TPYAOBATA UM ,Z[eﬁHOCT.

TLpCCﬁKH MaKCHMajaHa 0OEKTHBHOCT Ipyu OpeCch34aBaHCTO KHWBOTA Ha
TaiBaHCKHUTE a60pI/IFCHI/I, Ma CI/ILIOH CC HACOYBA KbM KOHKPCTHU apXan4iHH
00pasiy, pa3KpUBaIU PA3IMIHU CTPAHU OT JYXOBHUSIT UM CBAT C MPUCHIIUTE
UM IPUMHUTHUBHU TaHIU, 3aKJIMHAHUA U Heo6y3z[aHa pagocCT. U Bcuuxo ToBa ro
Hpn6n1/1>1<aBa J0 €CTCTHUKAaTa Ha (1)OBI/I3Ma " CBII'BTCTBALIATO I'O THPCCHE Ha
HOBH M3pa3sHU CPCACTBA U Bb3 OCHOBA HAa aBTCHTUYHHA TCMATUYCH MaTCpUall,
NOCPEACTBOM H3PA3HUTC Bb3MOKHOCTH Ha IUT'yJIKaTa U MMAHOTO aKTUBHO J1a
UMHTHpA pa3inuHy 3ByIH. Y BHUKBaHKK JBJI00KO B OUTHETO M TyXOBHOCTTA
Ha aBTOXTOHHOTO HACCJICHUEC Ha TaﬁBaH, Ma CI/II_[OH CbyMsBa 1a CbTBOPU €AHA
BIIe4atjsBalla CbC CBOUTE XYJOXKCCTBCHU ocobeHocTn 3BYKOBA KapTHHa.

2.2.2.Sonata No. 3

B conara Ne 3, kakTo ¥ BbB BCHYKH ITPOU3BEICHUS, KOMIIO3UPAHHU TIPE3
amMepuKaHCKkus My mnepuoa, Ma CHIOH TpoAbipkaBa J1a THPCH ONopa B
TpaguIMOHHATA MYy3HKa, HO oOorarsBa KOMITO3MIIMOHHAaTa CH TEXHHKA,
BKITIOYBAMKHM HAKOM MOJEPHHCTUYHU CTHINCTUYHH €IeMeHTH. B chioro
BpeMe TOH IpoAbDKaBa Ja ce MPHUIbpPKA KBbM CHHTETHYHOCT TIPH
M3rpaXK/IaHETO Ha My3WKanHaTa (popMa, ChueTaBaiiku Mo cBoeOpa3eH HauuH
MIPUHITUIIATE Ha COHATHOCTTA C BAPHATUBHOCTTA U POHIATHOCTTA.

Ot ¢unocodcka rireHa ToUKa, U3I0JI3BAHUTE KOMIIO3UTOPCKH TTIOAXO0AN
or Ma Cunon B HeroBara Conara Ne 3 mo oTHomeHue Ha (akTypHaTa
OpraHu3anys ce BB3NPUEMAT KAaTO CIIOKEH MPOLEC Ha MPEIIUTaHE MEXAy
MHHAJIOTO ¥ HACTOSIIOTO, MEX/Ty 00pa3Hu-CIIOMEHH, N3HUKBAIH B Ch3HAHNUETO
/m300pazeHy 4pe3 3ByKOBaTa KOHCOHATHOCT M TOHAJHA HEYCTOMYMBOCT/ M
o0pasn, CUMBOJIM3UpAIY MHUMOJIETHOTO HACTOSIIE /C I0-M3SBEHa Oropa B
KOHCOHATHOCTTa/. B OCTOSHHMS THaior MEXIy IUTYJIKaTa ¥ ITHaHOTO, KaTo
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Ye JIM BCEKU €IMH OT TE3U JBa MHCTPYMEHTA JKHBEC B COOCTBEHO BPEMEBO
OuTHe, ¥ BCEKU EIMH OT TSAX € B JUAJIOT ¥ C MUHAJIOTO U OBJICIIETO.

HeszaBucHMO OT IBIIOTO CTHJIOBO MHOTooOpasme, IIOJ BIHSHHUETO HA
pa3nuuHu GaKTOPH, KATO HAPUMEP aMEPUKAaHCKOTO BIMSHUE U BKIIOYBAHETO
Ha JpKa3 W OJy3 eJeMEeHTH B NPOM3BEACHUATAa OT TO3M IEpUOJ,
npousBeieHusITa, BKII. 1 Conara Ne 3 oTpa3sBaT Bpb3KaTa C HOOPOMAHTHYHUTE
TeHJeHIUH. He3aBucuMo OT mpeau3BHKATENCTBATA, MPE] KOUTO € M3IpPaBeH
KOMITO3UTOPBT, HaMHUpall0 OTPKEHWE B HETOBHTE NPOU3BEACHHS, TO
JUPUYHO-EMOIIOHA]HATa cdepa W OSKU3HEYTBBPXKIABallo Hayalo ca
XapakTepeH Oelier Ha II0BEYETO OT HETOBHTE MIPOHU3BeIeHNU, BKI. 1 CoHaTa Ne
3 /Bropara qact/.

TPETA I''TABA. UBITBJIHUTEJICKA ITPOBJIEMATHUKA B
OUTI'YJIKOBUTE ITPOU3BEJTEHUA HA MA CUIIOH

Haii-BaxkHa 0coO€HOCT B mpou3BeieHnsiTa Ha Ma CHIIOH € ThPCeHETO Ha
TeM6pOBI/I§I KOJIOpUT, KOCTO B CBHUYCTAHUE C JIaJOBO-IICHTATOHUYHUTE
0COOCHOCTM Ha TpaJUIMOHHATa KWTalicka My3HKa, KBapTOBO-KBHHTOBA
XapMOHHA U pUTMHUYECKA KBa3u 030601121 B UMITPOBU3ALIMOHHUTE MOMCHTHU U
Haii-Beye BHB BHUPTYO3HUTE MAcakW, XapakTepu3upa OCOOEHOCTUTE Ha
(oHM3Ma B ISTIOCTHOTO M3JIOKeHHE. BCHUKO TOBa MMa OTHOILCHHE KbM
apTUKYJIAIIMOHHOTO pa3HOOOpasWe — CHIHO BHOpATO, IUIB3TaHMS MEXIY
TOHOBETE, (pJIasKoJIeTHA TEXHUKA U JIp., [IPU THPCEHETO Ha KAHTWIEHHOCT, WIIN
JVMHAMHU3UPAHETO Ha M3JIOKEHHETO 4Ype3 PpUTMUYECKaTa OpraHu3anus,
TEMIIOTO, JAWHAMHYECKOTO W3TPaXJaHe M Tp. ca CHJIHO TIOBIUSHH OT
CHBPEMEHHHTE KOMIIO3UTOPCKH TEXHMKH OT XX BEK /COHOPUCTHKA,
aTOHAIN3bM, METPO-PUTMHYHA KOMOWHATOPHKA U IpP./ 0COOCHO XapaKTepHU
3a IMO-KBCHUTE MY MPOU3ZBCIACHHUA, IOCTABAT pPa3IMdIHU HpO6HeMI/I oT
U3IBIHUTEICKO ECTECTBO.

3.1.001ma xapaKkTepucTUKa HA IUTYJIKOBO-U3ILJIHUTEJICKUTE TEXHUKHU
npu Ma Cunon
HanpaBena e kiacupukanusi Ha H3IOJ3BAHUTE TEXHUKHA TI0 HIKOU

OCHOBHH IIPH3HAKA:

- TexHuUKHW, MPOM3THYAINH OT W3MBJIHHTEICKATA WHCTPYMEHTAJHO-
TPaAMIHMOHHA MPaKTHKa. Tyk ca 060cobeHH 5 pa3HOBUIHOCTU — upe3
0obasane HA UMROPUSAUUOHHU MOMEHMU 6 MeN0OUUEeCKOmO
paseumue "added flower" (JN1E) ; wuxauuno nosmapawa ce
umnposuzayusn, OIM3KO 1O KOETO € TBbplIe OJM3KO 70
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3amaJHOeBpoOIeiicKaTa poHAO ¢GopMa; pecucmpoeéa - TPH KOATO

Pa3IMYHHUTE MOBTOPEHUS CE M3IBIHSBAT OT Pa’INIHH MHCTPYMEHTH, B

3aBHCHUMOCT OT ThPCEHATa EMOIS;, PUMMUYECKA UMRDPOSUIAUUOHHOCH,

Hali-Beye NpuilaraHa Inpu IMOBTOPEHUSITA U meMOposama — MOCTUTHATA

Ype3 OINpeJeieHd TEXHUKU 33 M3IIBJIHEHHE Ha Pa3lMYHHUTE 3BYLHU, IO

BIMSHAC HA CEMOLMOHAIHOTO MpexuBsiBaHe. [lpu TpaIuIMOHHHUTE

CTpYHHHM MHCTPYMEHTH TOBa € IIOCTUTHATO YPEe3 M3I0JI3BAHE HA Pa3INuHH

MO3UIINY, C PA3IMYHU MPHCTH, WIX Ype3 PA3ITUYHU CTPYHU, IOPTAMEHTO,

MO-ABIBI WM MO-KbC JIBK.

OT T17megHa TOYKa HAa  TEXHHKHWTE, KOPECHOHAMpAIId C
U3IIBJIHUTENICKAaTa ~ MHCTPYMCHTANHO-TPAJUIIMOHHA  TPAaKTHKa  Ha
I'yaurnonr B mpousBeaeHusaATa Ha Ma CHIIOH ce OTKpUBa Hail-TsCHa
BpB3Ka B [€TaTa pa3HOBHUIHOCT, MMAIlla OTHOIICHIE KbM H3IIOJI3BaHE Ha
Pa3IMYHY HAYWHU 32 TOCTUTAHE HA HOPMAMEHMO U 1bKO8AMA MeXHUKA.

- TexHuKH, CBbP3aHH ¢ HMHTHPAHETO HA TPAAUIHOHHH HHCTPYMEHTH.

Tyk ce oTkpuBaT 2 KOMIIO3UTOPCKH Noaxoa. ITepeuam e n3noI3BaHe Ha

HAKOM XapaKTepHH 3a TPAJUIMOHHUTE CTPYHHH HHCTPYMCHTHU

W3IBJIHUTEIICKA TEXHUKH, IIPU ThPCEHETO Ha TEMOPOBO CHOTBETCTBHE -

Hugin (8% -ctpynen npkoB), Gaohu (& #A-kaHTOHCKO BHCOKO epXxy),

Pipa (% & -wmnkos), Banhu (4R # -crpynen nvkoB). Bmopusam —

W3MO0JI3BaHE HA HAKOM XapaKTEPHU 3a TPAJULMOHHHUTE AYXOBH U yJapHH

WHCTPYMEHTH TEXHHKH /TIPEIUMHO (pIIaskoNIeTH, IMUTHpAIIn O0aMOyKoBa

(iefiTa, a OT yIapHHTE — TOJIIM M MATBK OapabaH, TOHTOBE, YHHEIH.

Haii-3acTpieHaTa TeXHUKA € HOpmMamosama, Mopagd CTPEMEXbT J1a Ce
MIOCTUTHE CIIONYYIMBO WMHTHPAaHE Ha CBHUPEHETO HAa CTPYHHHTE
WHCTPYMEHTH, C TUIMYHUS 32 TAX NMPUHIUN Ha M3MBIHCHHE - TUTh3TaHe Ha
NPBCTUTE MO0 CTPYHHTE, HO BOJAEU] KpUTepuil € pecuonannama
W3IBIHUTEIICKA TPAIULINS.

B npomssenermmata Ha Ma CuIlOH ce OTKpHUBAaT M  MHOTO
3BYKOIOJIpaKaTeHU e(eKTH, KaTo Harpumep B ,,J lTaHnHCKa HIeceH™, B KOSTO
ce UMHUTHUpA IUIACKaHETO Ha TAaHLOPUTE WIIM TaHAHUKAHE Ha HEJEKCHUKAIHH
CPHYKH, KOETO € TBBPJIC XapaKTePHO 32 MHOTO abOpHUreHCKH necHu. 1o To3u
HAYMH KOMITO3UTOPBT CE CTPEMH Ja Mpech3aje NIPUMUTABHA aOOPUTCHCKU
KapTHHU, W3IMOJ3BAHKU PA3IMYHU LUTYJIKOBA TEXHUKH, KOPECIOHIMPANKU
ChC CTHIIUCTHKATA HA (POBH3MA.

- TexHHKH, IMUTHPAIIM HHTOHALIMOHHUTE 0COOCHOCTH HA KHTACKUSA
€3UK U meeHe. T03M BUJ TEXHHUKH, IOJOOHO HA UMUTHPAHETO HA YIapHU

WHCTPYMEHTH W pa3NuyHd e(eKTH Ha aBTOXOHHUTE CTPYHHHU
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HHCTPYMEHTH € B TACHA BPB3Ka CHC 3BYKOM300pa3HUTEIHOCTTa W HMa
OTHOIIEHHE KbM THPCEHETO Ha 3BYKOBO CHOTBETCTBHE C TPaIWIIMOHHATA
My3HKa TIpU IpechIaBaHETO Ha Pa3IMIHH CIIEHH OT OWTa Ha XOpaTa MIH
MPUPOJHA KAPTHHHU, IOCTUTHATO 4Ype3 pa3IMYHU AapTUKyJIAllud |
LIUTYJIKOBH TEXHWKH. HampruMep W3MOJI3BAHETO HA ILIB3TaHETO Ha
TOHOBETE, OCBEH C HWMHTHUPAHETO Ha M3IBJIHEHUETO Ha HIKOM
TPamUIMOHHH CTPYHHM WHCTPYMCHTH, € B TpsKa Bpb3Ka U C
WHTOHAIIMOHHUTE OCOOCHOCTH Ha KUTAWCKHS €3MK W HAYWHBT 10 KOMTO
XopaTa ro TOBOpAT, T.€. 3HAYCHHETO HAa AYMHTE € B IpsiKa BpPB3Ka C
MHTOHANHATA — HETIPOMEHIIUBA /HEYTpaIHa/, BB3XO/AIIa, HU3XOIIIA W
KOMOWHHUPAHO.
HmutupaneTo Ha IeeHe ce OTHAcs A0 Te3H Mpou3BeaeHus Ha Ma CHIIoH,
B KOHUTO M300pa3siBa ompeeieHa peMTuo3Ho-puTyaiHa cueHa. Cpencrsara,
KOUTO H3IIOJI3BA Ca B 3aBUCHUMOCT OT KOHKPETHO HM300pa3eHHAT MOMEHT, B
KOHTEKCTa Ha CHOTBETHATa CTHOJIOKANHA KyNTypa — THOCTCKa, TailBaHCKa,
yirypceka.

- Texnuku, mNOBJIUSHU OT 3amNajJHOeBpOMNelicKaTa LUIYJKOBO-
M3NBJIHUTENCKA Tpaaunus. Te ca NpsKo HOBIHAHH OT JABa (axropa:
o0ydyeHHeTo B Yy)KOMHA W  BIHMSHHETO, KOETO My OKas3BaT
KOMIO3MLIMOHHUTE TEXHHUKH Ha pasiU4YHd  3armaJHOCBPOINECKU
KOMIIO3UTOPH M AaKTHBHATa My KOHIEPTHa JCHHOCT, BKJFOYBAIlA
pernepToap ¢ MIMPOK KAHPOB M CTHJIOB IHANa3oH /0apoK, KIACHIH3BM,
POMAaHTU3bM, UMIIPECHOHH3BM/.

CuItHO BIIMSIHME BBPXY LIMTYJIKOBUTE TeXHHKH Ha Ma CuioH okassa Fritz
Kreisler, mo oTHOIIIEHNE HA TbKOBaTa TeXHUKA /Ma CHI[OH IIOYTH HE M3I0I3Ba
LsUIaTa IBJDKUHA Ha JIbKA, TOPTaMEHTO /KOPECTIOHIMPALIO C U3ITBIHEHUETO Ha
TPAIMLUUOHHNATE CTPYHHH WHCTPYMEHTH/, HM3IIBJIIHEHHE C KpaTKW Ie3ypu
MEXAY MEKH aKOpJIOBH IOCJEJOBaHMS, HANEBHOCT Ha H3JI0KEHUETO
/TeMOpHUCTO, TUIABHO C POMAHTHYHO BHOpPaTO/ M SICEH PHUTHM, BHACSII
BUTAIHOCT Ha u3ka3za. Ot [larannuu, Ma CHLIOH Bb3NpHeMa HIKOU TEXHHKH,
CBBP3aHH aKOPJOBOTO M3IBIHEHHUE, NMULMKATUTE M (uiaxoierure. Beuuko
ToBa, Ma CunoH o0BBp3Ba C (OJIKIOPHO-M3IBIHUTEICKATA TPAJUIUs Ha
pasMuYHM  HMHCTPYMEHTH, KOETO IIpHAaBa HENOBTOPHMUS, HAIMOHAJICH
KOJIOPHUT Ha HErOBHTE MPOM3BEICHNUS, HO BB3MOKHOCTTA TOBA JIa C€ MTOCTHTHE
M3UCKBA O3HAYaBa J]a Ce [M03HABA Ta3u TPAJAUIHSL.

[o-BaxHUTE BHJOBE TEXHHUKH, OTHACSIIM C€ J0 HMMHUTAlHiTa Ha
TPaAMIUOHHNTE HHCTPYMEHTH Ca pa3riieflaHi B HAuaJloTO Ha TO3M naparpad,
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MIOpaJy Ta3!u NPUYMHA TYK € 00BPHATO MO-TOSIMO BHUMAaHHE Ha IBYTJIacHATA
/mBOCH TpHU]/ 1 aKOpAOBaTA TEXHUKA.

M3non3BaHeTo Ha TeXHUKATAa HA ABOHHUSA rpud € MMPOKO 3acCThIICHA
IIPU U3TPAXAAHETO HA KyJIMUHALIMOHHUTE MOMEHTU Ha MPOU3BEACHUATA WU
CHOTBETHHTE YaCTH, B Pa3IMYHN HHTEPBAJIH, IPUIABAI0 OCOOEH XapMOHUYECH
KOJIODHT Ha H3JI0)KEHHETO, MIOCTUTHATO 4Ype3 Pa3sHOOOpa3HU apTUKYJaluH,
PUTMUKH, TUHAMUKHU U PETHCTPOBO pasnoioxenue. Half-uecto uznonssanure
HUHTEPBAJIU Ca CEKyHJJOBUTE, KBAPTOBUTE, KBUHTOBUTE U OKTABHUTE.

[Tpu ABYrIaCHOTO M3JIOKEHHUE MOTaT Jia ce 000CO0ST HAKOJIKO BapHHTA,
KOUTO Hai-4ecTO C€ OTKPHBAT B NPOM3BEACHUATA, B 3aBUCHMOCT OT
WHTOHAIIMOHHO-PUTMUYECKUTE OCOOCHOCTH Ha OTICITHHUTE MEIOANYECKH
JIUHHH:

-IByTaac ¢ pUTMHYECKO €THOPOJHH IIIACOBE;

-IByTJIac ¢ OypOHHpaI] IJiac;

-IByTJac ¢ OTHOCUTEIHO CAMOCTOSITEIHO Pa3BUTHE HA HUCKUS Iiac.

AKopoBaTa TeXHMKa € CPABHUTEIIHO IO-MAJIKO 3aCThIIEHA OT Ta3U Ha
noitaust tpud. Ilo-uecto TS ce OTKpUBa B IIMPOKO pPasrbpHATHTE
MMPOU3BEACHUA OT HUKIIMYCH TUII — B palCOAUYHUTE, KYJIMHUHAIIUOHHUTC U
3aKIIIOYUTCIIHUTEC MOMCHTU OT Pa3BUTHUCTO, BKIIIOYBAIIW TPUTJTIACHU U
YCTUPUTIIACHU aKOPJAU U B 3aBUCUMOCT OT TOBA — IAJIOCTHO M3IMIBJIHECHUC WUJIU
MOCJIEI0BATENIHO /Ha JIBOMKH TOHOBE/.

IoapoOHNAT aHAIM3 HA HUIYJIKOBO-HU3IBJIHHUTEICKHUTE TEXHHKH
npu Ma CuuoH HajaracjieJHUTe U3BOIM:

TexHUKO0-U3pa3HUTe cpeAcTBa, KouTO Ma CHLOH H3110/13Ba B CBOMTE
NPOM3BEICHAA  PA3KpMBAT THACHATA BPb3Ka MEXIy 3aNajHoO-
eBPONECHCKUTEe HNHMIYJKOBH TEeXHHMKH M (OJKIOPHATA Tpaauuus, 4pes
Pa3JUYHU ABTOPCKH NMOJXO0AM — MPUJIATaHe Ha Pa3JIMYHU U3NbJIHUTEICKH
TeXHUKH, XapaKTepHM 3a TPAIULMOHHUTE HWHCTPYMEHTH /mopTaro,
(paasxosiern, Me1u3Mu, OypaAOHH U Ip./, 3BYKOBH HMHUTAIIMH, Haii-Beye HA
epxy, NHuNa, yIapHH W JIyXOBH MHCTPYMEHTHM, BKJIIOYHTEJHO H 3a
NMOCTUIaHeTO Ha Pa3HOO0pPa3HU 3BYKOBHM e()eKTH — IleeHe Ha MAaHTPH,
IIAMAHCKO MeeHe U AP., K0eTo KaTo A0 000raTsaBa TeXHHKO-U3Pa3HUTe
Bb3MOKHOCTH HA IUIYJIKATa H Pa3sKpHBA MOCOKaTa, kosito Ma Cuuon
3a/1aBa 32 pPa3BUTHETO Ha HUTYJIKOBOTO H3KYCcTBO B KuTaii u MsicTOTO MYy
B CBETOBHATA MY3HKAJHA KyJTypa.

3.2.KaMepHO-HHCTPYMEHTAJHH NPOU3BEACHUS

0O060co0siBaHETO HaA M3IIBIHUTEICKATA HpO6HGMaTI/IKa B KaMCpHO-
WHCTPYMCECHTAJTHUTE MPOU3BEACHUA € N3BJICUCHA OT KOHKPETHU IMTPOU3BEACHUA
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OT pPa3NMYHKUTE TBOPUECKH mepruoau Ha Ma CHIIOH, KaTo € Ca3eHa clieHaTa
CTPYKTYpa:

- OOma nadopMaIis 3a MPOU3BEACHUETO;

- CrunoBu 0COOEHOCTH U HIEEH 3aMHCHI;

- lluryiaxoBu TEXHUKHU M U3MIBIHUTEICKH OCOOCHOCTH.

HacrosmaTa cTpykTypa ce Hajara oT 00CTOSTEICTBOTO - JIa C€ POCIICAN
B MCTOPHYCCKH TUIaH Pa3BUTHETO HA MY3UKAIHOTO MucieHe Ha Ma Curion u
HAYMHBT 1O KOWTO TOBA PE(IICKTUPA BbPXY U3PA3HHUTE CPEICTBA U HAYMHBT
3a MOCTUTAHETO HA UACHHUS 3aMUCHJI, HAMHPAIIl OTPAXKCHUE B U3MOI3BAHETO
Ha [UTYJIKOBUTE TEXHUKH U TEXHUTE OCOOCHOCTH IMpPU MPETBOPSIBAHETO HA
XY/I0KECTBEHUS 00pa3.

3.2.1.CtpyHen kBapret /1938/

To3u KBapTET € ONpencaeH OT My3UKOBEIUTE KAaTO MBPBOTO KUTAHCKO
MIPOU3BEICHNUE, B KOCTO KOMIIO3UTOPET CE CTPEMH J1a OOBBPIKE CBOSI COOCTBEH
CTHJI C TPAIMIIMOHHUTE U3MBJIHUTEICKH (HOPMHU, XapaKTePHH 32 MY3UKAITHO-
CIICHUYHHTE U3KYCTBA M TaHIU. MIHTEepeCchT KbM (hoIKIIOpa, MPOBOKUPAHO OT
BOEHHUTE CHOUTHSI U JKEJTAHUETO /1a BhIUIATH HAIMOHATHOTO B cBOsI CTpyHEH
KBapTeT, HACOYBA Ma CuioH KbM TaHII Yangko dance /ﬂ%ﬁﬁ-m&z{ BOKAaJIHO-
TaHI[0BO M3IIBJIHCHUE, U3ITBIHIBAHO 110 BPpeMe Ha MPA3HUIIK/, TPATUIIMOHHHUS
MY3HKaJIHO-HapaTUBeH pas3ka3 Jingyun Dagu / mE R/ pas3npoCTpaHeH B
ceBepen Kutail /HamojioBUHA TOBOpPCHE-HAIOJIOBUHA TEEHE, B CHIIPOBOJ C
0apabaH M CTPyHEH LIMIKOB MHCTPYMEHT/ W MYy3HKaJIHO-TEATPAIHUS KaHP
Qingiang /%H?’EfxapaKTepeH BOKaJICH MaHHEp, U3pa3siBalll 4YyBCTBO Ha mevat/.

B crpyHHus xBaprer € a”anu3MpaHa CcaMO U3IIBIHUTEIICKATa
mpobieMaTHKa Ha IbpBa U BTOpa IUTYIIKA.

Omre B HA4aJOTO Ha KBapTeTa ca 3a/aJIcHU JTBaTa OCHOBHH CIIOCO0a Ha
3BYKOU3BJIMYaHE — JIBIKCHUE HA JIbKA [0 CTpyHAaTa /arco/ m nunukaro. Upes
IBPBUSAT C€ THPCH MOCTHTAHETO Ha ABIOOYMHA M €KCIPECUBHOCT Ha 3BYyKa U
gype3 (pasupaHeTo - Jia ce MOCTHraT pa3IMdyHu (DMHU HIOAHCH B LSJIOCTHOTO
JBUKeHHE. Bcuuko ToBa € TACHO CBBp3aHO C JMHAMMKaTa, KaTo HampuMmep,
THXaTa TUHAMHUKA U3MCKBA MMO-ClIad HATUCK HA JTbKa BBPXY CTPYHATA U MAJIKO
3a0aBeHO IBIDKEHHWE, C IIeJI THhPCEHETO Ha TMO-HameBeH 3ByK. BTopara
apTUKYJIAlMs WMa OTHOIIEHWE KbM TBPCEHETO HA MO-pa3jiMyHa 3BYKOBA
00pa3HOCT, HO B CBHIIOTO BpeME H3MBJIHSABA W IOMBIHUTENHA (QYHKIHS -
OTKpPOSIBAHE BCTHIUICHUETO Ha OCHOBHHS MOTHB, 0COOCHO B CITydanuTe, KOTaTo
TPUIJIACHU aKOpPJAM, H3IBIHEHU IULIMKATO, IpealecTBaT IosBaTa Ha
OCHOBHUS MOTHB.

19



MHOrO BakHa OCOOCHOCT Ha CTPYHHHS KBapTeT € JMIcaTa Ha
apTUKYJIAIMSA TIOPTAMEHTO, T.€. Ha TO3H €Tall OT TBOPUECKOTO CH pa3BuThe, Ma
CHIloH Bce omle He Ce € OPHEHTHPal KbM HMMHUTHPAHETO Ha KOHKPETHH
TPAAMIIMOHHNA HHCTPYMEHTH, a €IUHCTBEHO KbM MPUHIIUIIA 33 BAPHATHBHOCT
Ha M3MOJI3BAHUS MHTOHAIIMOHEH MaTepuall, XapakTepeH 3a H3ITbIHUTEICKA
Tpaguiys. B chinoro Bpeme, TpsibBa ga ce OTOENEkH, Ye B IIbpBATa 4acT
JIMIICBAT OPHAMEHTHPAHU TOHOBE U TOBA ce 00sICHABA ¢ (pakTa, ue Bce omie Ma
CHIIOH HE ce CTPEeMHU KbM 3BYKOBO-TEMOPOBO HAMOA00sSBAHE HA OMpEIecH
CTPYHEH WU yIapeH HHCTPYMEHT.

Kato 11710, B nbpeama uwacm OCHOBHHSAT H3ITBIHHUTEICKH TPOOIEM B
[UT'YJIKOBUTE MApTHH CE€ CBEXAA N0 IUIABHOTO TPENMBaHE Ha 3BYKa MPH
pasIMYHUTE WMHUTAMM W JBETE OCHOBHHM OOpasHH chepH /IUpHYHATA H
panoctHo-urpuBara/. [[UTyIKOBH TEXHUKH, Ch3aBaIIlH IT0-CEPUO3EH MPOOIeM
OT TEXHHYECKO €CTECTBO HE C€ OTKPUBAT B MIbPBATa 4acT, KOATO B OCHOBHH
JIMHWH, B KOMIIO3UITHOHHO OTHOIICHHE, TOM Ce MPUIbPKa KbM YCTAHOBEHHUTE
eBpOHCﬁCKH Tpaaulu 3a TO3U KaHpP, a UMCHHO IJIaBHU MPCIUBAHUA MCKIY
OTAETHUTE HHCTPYMEHTH H SICHO 000CO0EHN MapTHH.

Bve emopama wacm na CTpyHEH KBapTeT OTHOBO C€ pa3rpblIaT JBE
oOpa3uu chepu. Eanata JMpUYHO-CKCIIPECHBHA, Ha MecTa JOpHU
MEIaHXOJUYHO-ThKHA U BTOpaTa —BHACSIIIA OTPECICH KOHTPACT C yMEPEHO-
OIITUMHUCTHUYCH XapaKTep, 3a KOCTO JOIIPHUHACA U3KIIFOYHUTCIIHO IIYHKTUPAHUAT
purbM. Tyk, Ma CHIOH TBhpPCH OIOpa B HHTOHAIIMOHHO-PUTMHUYECKUTE
0cO0EHOCTH, XapaKTepHHW 3a TpaiuiuoHHata Qingiang opera, B HeiiHara

paszHoBuHOCT "KU Yin"58 & ¢ xapakTepHus 3a Hes M3IIBIHUTEICKHA MaHUED,

u3passBall YyBCTBO 3a Tlevasl ¥ MeJaHXoius /3a pasnuka ot "huan yin" &,

CBBp3aHa ¢ 00IPOTO M KUIHEYTBBPIKIABAIO HAYAI0/, BCHYKO B KOHTEKCTa Ha
n300pa3ssBaHETO Ha BKIFOYCHHTE MepcoHaxu. CIOKETHTEe B TO3W THIT OEPH,
0OWKHOBEHO M300pa3sBaT OOpOaTa Ha XopaTa ChC 3aBOCBATEIUTE, CPEILy
YIHETEHUTE XOpa M TMPOTHUBOIIOCTABSIHE Ha MpeAaTeluTe U YECTHUTE,
nobponeTenHu xopa. M3xoxmaiikka OT TOBa € BHJIHO, ue HeciydaiiHo Ma
CHUI1I0H ce OpHeHTHpa KbM TO3H THII TPAIUIIMOHHA OTepa, 3alloTO upe3 Hes
TOM Biara ABIOOK IICHXOJOTH3BM B APaMaTyprudHOTO Pa3BUTHE M TOBA
MPEeBpPBIIA BTOPATa YacT B €KCIPECUBEH IICHTHP HA ISJI0TO MPOU3BEICHHUE.

N BbB BTOpaTta uyact, Ma CHIIOH H3MOI3Ba MOTHBHaTa pa3paboTka,
nmogobono Ha beroBeH, u3BieYeHA OT ABETE TEMHU, YHUWTO OOEIMHSIBAILL
CTPYKTYPHO-OpPTaHU3Upall NPUHLHKII TIPEJCTaB/IsABa PUTMHUKATa — IIYHKTUPaH
Y CUHKOTIMPAH.
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o oTHOIIEHNE HA IUTYIKOBO-M3ITBJIHATEIICKATA TEXHUKA, TA3W YacT He
ce pasnmM4aBa OT IbPBaTa, CBHINO W3TPajicHa Ha TPWHIMIA HAa pelyBaHe Ha
pizzicato u arco ¥ IUIABHO NpeIMBaHE Ha MOTHBHATA pa3pabOTKa OT €IHH
uHcTpyMeHT B apyr. C orien msutocTHata o0pasHa cdepa BbB BTOpPA 4acT,
0c00EHO BaXHO 3HaueHue NpuaoOusa (pasupanero. Olie OT paHHHAT CH
TBOpYeCKH mepron, Ma CHIIOH ce Mpuabpka KbM Kpatkure ¢paszu. Hemo,
KOETO L€ Ce MPEBBPHE B €HA OT XapaKTEPHHUTE YEPTH HA HETOBUS CTHUIL.

B mpemama uacm «Ckepuo», Ma CHIIOH OTHOBO TBPCH OIOpa B
Tpaaumuonsus Tann Yangko dance /FREX%%E/, ornmuapag ce ¢ puTMHYECKa
€THOTUITHOCT M BeCes Xapakrep. Upes Ta3u 4acT, HalbJIHO KOHTPACTHpAIla Ha
MPEIUIIHATE JIBE, KOMIIO3UTOPBT H300pa3sBa 9acT OT EKETHEBHETO Ha
O0OMKHOBEHUTE XOpa, MOMEHTHTE Ha HEOOpeMeHa OT MPOOIIEMUTE PAIOCT, Ha
TAXHATA Becenba, KOATO OT HUIIO He MOXe Ja Obae moMmpaueHa. ToBa e
OCHOBHATa J[BIKEINA CHJIA HA TEXHUS KUBOT, TOBA Ca KPaTKUTE MOMEHTH, B
KOWTO YOBEK C€ YYBCTBA MCTHHCKH IMACTINB. TOBa ompemeNs U OCHOBHATA
apTHKymanms — crakato. [losBara Ha BTOpara Tema, BHACSA OIpEIEicH
JUPUYECKA HIOAHC B H3J0KEHHETO, HO Ype3 MOTOpPHATa PUTMHKA €
MMOCTUTHATO CBOcOpa3HO oOeauHeHHEe Ha naBeTe obpasnu chepu. Tyk ce
OTKpHBa €HO MAaJKO I0-Pa3InuyHO OTHOIICHHUE MpH (pa3supaHeTO U TO UMa
OTHOIIIEHHE KbM M3IMOJI3BAHETO Ha MO-IbJTH TbKOBE, 0COOEHOCT, KOSATO, IIOHE
3a paHHUA TBOpUecku nepuoa Ha Ma CuIoH He € e ocobeHo xapaktepHa. ToBa
€ MOKe OU C 11eJ1, IoYepTaBaHe Ha eMOIMOHAIHHS KOHTPACT, IPU KOETO, Ha
OCHOBAaTa Ha CTAaKarOBOTO JBHKEHHE, WHTOHAIIMOHHO-PUTMHYECKHUTE
0cO0EHOCTH Ha BTOpaTta TeMa, B ChUeTaHue C TO-ABITUTE (Ppasu, IpuI0OHBaT
CHMBOJIM3MPAI] CMHCHJI HA OTHOIIEHHETO KBbM JKMBOTA, B KOWTO YOBEK Ce
YyBCTBA IACTIIMB M N3pa3siBa 00WYTAa CH KbM BCHYKO POJIHO.

dakTypara e U310 XOMO(POHHA, JIUTICBA TTOJH()OHU3UPAHE, H3UCKBAIIIO
[UIABHOTO TIPEJIMBaHE HA MEJNOJWIECKUTE JIMHUM MEKIY OTIEIHHTE
HHCTPYMEHTH W PEAITHO MOTJIeIHATO, EANHCTBEHOTO M3MCKBAHE € CBBP3aHO C
TOYHOTO PUTMHUYECKO U3ITBIHEHHUE Ha aPTUKYJIALHs CTAKATO B OBP30TO TEMIIO.

B uemeévpmama uacm Ha KBapreTa TAaHIYBAJHOTO HAYAIO0 € OTHOBO
CHITHO 3aCTBIIEHO, KOETO MMOKa3Ba OTHOIIEHHETO Ha Ma CHIIOH KbM TaHIa,
KaTO HEOTMEHHA YacT OT OOIIUS €THMOJIOTHYEH (POJIKIOPEH I'EHE3UC, KOETO
BIIOCJIEJICTBHE IIE CE NMPEBBPHE B €IHA OT CHIIECTBEHUTE CTHIOBHM YEPTH Ha
koMnosuropa. Tyk orHOBO Ma CHIIOH ce Haco4Ba KbM TPAJAUIIMOHHUS TaHII
Yangko, HO TaHIyBaJIHOTO HAYAJIO HE € TaKa CHITHO U3SBEHO KaKTO B TpeTaTa
gact. CHIIHOTO XpOMaTH3WpaHe Ha MEJNOAWATa B IBPBUS  JIAJI,
ApTHUKYJIAIIMOHHOTO pa3HooOpasue, KpaTkuTe Gppasu 1 MOTHBHATA pa3paboTka
CHJIHO JMHAMHU3MPAT M3JI0KEHUETO, KOETO OTBEKIa J0 THUIHYHATA 3a Ma

21



CumoH gpia00KO ekcmpecuBHa oOpasHa cdepa B cpemHus 1. Tyk
¢pazupanero, 3aeAHO C IMHAMHUKaTa /OBP30TO 3acHiIBaHE W 3aTHXBaHe/
M3IBIHABAT MHOTO BaXKHA (DYHKIMS, Ch3AaBallla BIICUYATICHNE 33 BHTPEIIHO
JBIKCHUE, KOETO 3a]aBa €HEPTHEeH TJACHK, JOIBIHUTEIHO JHHAMH3UPALL
Pa3BUTHETO U BCUYKO TOBA OIpEJeNsl 0-pasrbpHATUAT BU HA CPEIHUS TSI
B nocnennus nsu1, Ma CunoH cbrioctaBs pa3inyHuTe 00pa3Hu cdepu U ToBa
BOJIH JIO TTOCTETIEHHO YCIIOKOSIBAaHE HA HATPYIIaHOTO HAMpPEKEHHUE.

ITopagu mo-mMpoko pasrspHarata (opma ¢ Orjeq ApaMaTypruaHOTO
pa3BHUTHE, YETBBPTATA YACT IIOCTABS [10-CEPHO3HH H3ITBJIIHUTEICKU POOIEMH,
CBBP3aHU C aPTUKYIANHOHHOTO pa3HOOOpas3ye, TMHAMHUYECKOTO H3TPaKIaHe,
¢pazupaneTo n noMGOHNU3UPAHETO HA YaCT OT M3JI0KEHUETO, BKIFOUNTEIHO
u OopHaMeHTHpaHeTo. JIBoeH rpu¢ B Ta3W dYacT HAMA. EanWHCTBEHO B
3aKJIFOYCHUETO Ca BKIIIOUCHH TPU aKopja /TpHUITIacHH/, 33 KOUTO € IMTOCOYEHO,
ye TpsIOBa J1a ce M3IBJIHST Ha OT/AENICH JTbK.

Karo 1151710, B rbpBaTa 1 4eTBBpPTATA YACT HA CTPYHHUS KBapTET CE ycemia
BIMSHHETO Ha bBeTroBeH M TO € CBBP3aHO C M3MOJ3BAHETO HA HAYAIHUS
PUTMHYEH MOTHB, C KOMTO T€ 3allo4yBaT, KaKTo W pasrppHarata ¢opma B
CpeaHus a4 Ha 4E€TBBPTA 4acCT, KOATO € MOMJI0OKEHA HA UHTCH3UBHO MOTHUBHO
pas3BHTHE.

Maxkap 1 1a He M3M0J13Ba OYKBAJHH HUTATHTH OT TPAJAMIMOHHATA
MY3HKa, B TO3H KBapTeT Ma CHIIOH M3110J13Ba (POJIKIOPHO-CTHIU3HPAL]
MOAX0/, HHTerPUPAiKH CBONTE TEMH ¢ YTBbPACHH 32 3aNMaJHATA My3HKa
(¢opmoodpasyBaiy NMPUMHIMIN M CTPYKTYPHH KOHCTPYKIMH, KOETO, 32
TOAMHNUTE, Mpe3 KOMTO € OWJI Ch3JaJdeH TO3H KBAPTeT SICHO MOKAa3Ba
MOCOKATA HA TBOPYECKATa My eBOJIIOLMs M 0opMAHETO HA COOCTBEHMS
MY KOMIO3MTOPCKH CTHI.

3.2.2.A Mei Suite /B 3= 48R/
A Mei suite* e cheraBeHa oT 5 yactu - Iponer & K; Camora {2

Inanuucka necen L HK; JTyna A %%; u Tann #a xwamosere L HIE. Ma
CHMIOH He LWTHpa OyKBalHO TpPaJWIMOHHATA My3MKA HAa TaWBAHCKUTE
abopureHn, a s TNpech3laBa B CTWIM3MpaH Bua. ToBa ce OTHACS U IO
NpPOTrPaMHMTE 3aIJIaBHsl Ha BCAKA €IHA OT YaCTUTE, 3aI0TO 3a TPAAULUOHHATA
UM MYy3UKa HE € TUITHIHO T0JI00HO 0003HauaBaHe.

Karo usio, B ,,A Mai suite”, Ma CurioH He ce HacouBa KbM OYKBAJTHO
UMTHPaHE HA KOHKPETHH MENOAWH, a4 M3M0N3Ba CaMO XapaKTepHU
MHTOHALMOHHO-PUTMHYECKHI MOJIEIIH, KATO LIEITa My € Ja IIPECH31a/1€e OOIIMs
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CTHJI, TpPEYyleH Mpe3 JHUYHOTO MYy CBETOyCEeIlaHe 3a My3HKarta Ha
TaBaHCKINUTE a0OPHUTeHH, CPEel KOUTO IpynaTa Ha Amis € Hai-rojasmara.

OcHoBHaTta oOpa3Ha cdepa B CIOMTAaTa € CBbp3aHa C MEAHMATHBHO-
ch3epUaTeHaTa JIMPHKA, IMOJ BB3JCHCTBUCTO HAa BIICYATICHHETO, KOCTO
OKa3Ba BBbpXY Hero e3epoto Sun-Six Lake /Nantou/ mpu mocemiennero My B
TaiiBaH chc CBOsITA OTJIeAaHa MOBHPXHOCT, OKa3Ballla MOIIHO BB3JICHCTBUE
BBPXY JOXOBHHUsS CBAT Ha 4YOBeka. M BeposTHO, mopaau Tasu mpudrHa, Ma
CHII0H M3M0I13Ba TaKKWBa CPEJICTBA 3 M3Pa3sBaHe, KOUTO B HAW-ITbJIHA CTEIICH
Jla U3pa3sT TOBa JYXOBHO BB3JICHCTBUE, THPCEUKH OTIOPA B CTHIIMCTUKATA HA
Heodonkopu3Ma /nqopu HOBU3BM/ 1 HEOPOMAHTH3MA.

Bcenuko ToBa pediiekTiupa BepXy LsUI0CTHATA (haKTypHA OpraHU3alus Ha
MY3UKATHUSI MaTepuan ¥ Pa3InvYHUTE LUTYJIKOBU TEXHHKUA — (IIaXKOJETH,
JIBOCH I'pUd, pa3sHOOOpa3HU apTHKYJIAIMHK /9€CTO IIOPTAMEHTO M MaKap U Mo-
PSIKO TIIUCAHA0/ U JAP., KOETO, U3XOXKIAWKH OT OCHOBHATA Wjesi, KosTo Ma
CulloH Biara mpu Ch3/IaBAHETO HA Ta3W CIOWTA, B KOHTEKCTA HA CTHIJIOBUTE
XapaKTePUCTHKH, (pOopMHpa Ha NPHB IMOMNIE] BICYATICHUETO 3a JIMIICA Ha
TEXHUYCCKHU HpO6HeMI/I IIpU U3I'BJIHCHUCTO. HO, B CbIIOTO BPEME, OCHOBHUAT
MHTEPIIEPTALMOHEH NPOo0JieM KOPECIIOHANPa C BBIIPOCa 33 XyJ0KECTBEHOTO
npech3JaBaHe Ha aBTOpoBarTa Hies, Ha MEANATHBHO-Ch3epLATEIHATA JIUPUKA,
KOETO peieKTUpPa BbPXY HU300PBT M OTHOIICHHUETO KBbM H3ITBIHUTCICKUATE
W3pa3HU CPENCTBA, a UMEHHO — IJIOTO JMHAMUYECKO HM3rpak[aHe, JIbKOBa
TeXHHKa, (pasupaHe, apTHKyJIUpaHe U OCOOCHO BAXHOTO B Ciydas ¢
BB3MPHEMAHETO HA CIOUTATA HE KATO CHhBKYITHOCT OT OT/EJIHHM YacTH, a KaTo
€IHO eAMHHO Ipuo. Ilpu  TOBa TOJIOKEHHE, OTHOIICHHETO KbBbM
M3MBIHUATEIICKUTE U3Pa3HU CPECTBA TPAOBA Jia ce pas3riiexk/a B KOHTEKCTa Ha
ISUIOTO, @ HE HA €JIMHUYHOTO.

3.3. [Iury/IKOBM KOHIIEPTH

Kommosutopckoto TBOpuecTBO Ha Ma CHIIOH BKIIOYBAa caMoO [Ba
KOHILIEpTa 32 LIUTYJIKA, EANHHUAT KOHIEPTHT 32 COJIO LIUT'YJIKA BBB (ha Makop, a
JPYTUAT KOHIEPTHT 3a JABE LUTryIkH /HamucaH 40 TroAMHU MO-KbCHO CIe[
mbpBuUs/. ENMHUST B HAYAI0TO Ha TBOpPUYECKATa My Kapuepa, a IPYrusiT B Kpas.
Eto 3amo, TexHMAT aHamu3 MpeAcTaBIsBa MHTEpPEC HE CcaMo OT
U3IBJIHUTENCKATa TIJIEHA TOYKAa, HO U IO OTHOLICHME HAa CTUJIOBUTE
ocobeHocTH. [IBeTe Mpou3BeIeHUs 10 MOMEHTa He ca OMin 00eKT 3a aHau3
OT IJIe/{Ha TOYKa Ha TEXHUYECKUTE OCOOEHOCTH U Ca pas3IIeXkJaH! €ANHCTBEHO
B MCTOPUYECKU IIJIaH, B KOHTEKCTa Ha Pa3BOsl HA LIUTYJIKOBOTO U3KYCTBO B
Kuraii.
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TeXHUKO-U3NMBJIHUTEICKUTE OCOOEHOCTH B JBETE MPOU3BE/ACHHS ca
aHaIM3UPAHH B TPH ACIIEKTa:

. ITo3unmonHa TeXHUKA;
. JIpkOBa TeXHHKA, apTUKYJIAlK, ppasupane;
. Nmurtanus Ha TpaAULIMOHHU UHCTPYMEHTHU

W B nBara koHuepra Ha Ma CunoH ce HaOnI0JaBa MHTEPECEH CHUHTE3
MEXAY KHTalCKUTE My3UKaJTHH TPAJUIIMU U 3aI1aHOCBPOIIEHCKHUTE, KOUTO ca
MOJUIOKEHH Ha TPOMsHA, CBbp3aHa C INPHCOOOOSBaHETO MM KbM
HalMOHAJHUTE 0COOEHOCTH M MO OTHOIIeHHE Ha (GopMooOpa3yBaHETO, U II0
OTHOIICHHE HA MEJIOAWYECKHS MaTepuajl U IPUHIMIINTE Ha HEroBOTO
pa3paboTBaHe W MO OTHOLICHUE JIaJOBO-XapMOHHUYECKUTE OCOOCHOCTH M
BCHYKO TOBA, MPOJHMKTYBAHO OT II0-Pa3MYHHS XapaKTep Ha MYy3HKATHOTO
MHCIICHE, IIPUCHILO 33 KUTallCKaTa HalMOHAJIHA KyJITypa Kato wsio. U B 1Bata
KOHIIEpTa MOTraT Ja C€ HalpaBAT MPENpaTKH KbM pasMYHU 3allaJHo-
eBPOIICHCKN CTHJIOBH HAlpaBlICHUS, HO Hali-CHJIHO ce ycellla BIMSHUETO Ha
(GpeHCKUs ~ MMIIPECHOHHU3BM, OPraHUYHO  BICJETCH B  KHUTalickaTa
IICHTAaTOHHUKA.

Kuraiickara HallMOHAJIHA MU3M'BJIHUTCIICKA Tpaaulug OKa3Ba BJIUAHUEC U
BBHPXY OTHOUICHUCTO Ha Ma CI/IHOH KbM IUT'YJIKOBAaTa TEXHUKA, pasrjcKaaHa
B JIBa acIleKTa — U KaTO CPEACTBO 32 MMHUTHUPAHE 3BYYHOCTTA HA OINpEeICHH
TPaAMLUMOHHA WHCTPYMEHTH /TIpeu BCHYKO €pXy, C XapaKTepHara 3a Hero
apTUKYJIALMS MOPTAMEHTO/ ¥ KaTO MPUHILMIIL, MOBJIUSIH OT W3IBJIHUTEICKATA
NpaKkTUKa, 110 OTHOIIEHWE Ha (pasUpaHeTo, OPHAMEHTHPAHETO C
XapakTepHUAT 32 CTPYHHUTE HWHCTPYMEHTH HA4YMH Ha M3IBJIHCHHE H
TeMOpPOBHTE OCOOCHOCTH, BIWSCIIM BBPXY HO3HLIHOHHATA TEXHUKA,
NpexXoAuTe, aluTMKaTypaTa U JbKOBaTa TeXHHUKA. Hali-XapakTepHHAT 3BYKOB
e(beKT, oJ BJHUAHUETO Ha M3OBJIHUTECIICKATa Tpaauliuad Ha CpxXy HWMa
OTHOICHUC KbM MMOPTAMEHTOTO. 3a THPCCHETO HA MO-MCK U TOIIBJI TeM6'I)p u
NOCTUTAHCTO Ha MAaKCHUMaJHO IUIaBE€H 3BYK IIpU M3IBJIHCHUETO Ha
MEJIOJJUYECKUTE TTaCaKu, Ta3W apTUKyJIauus TpsaOBa Aa ce M3IIbIIHSBA TpeIH
BCHUYKO C €AWH NPBCT.

B xamenmnosute emmzomu, Ma CuioH BuHHarm oOEAMHSBA PA3ITUYHU
0o0pa3HH XapaKTePUCTHKH, OINPEEIIM KOHIENTYaAIHOTO pa3BHTHE [0
MOMEHTAa M 4Ype3 MOTHBHOTO NpEIUINTaHe, IIOJUIOKEHO Ha CEepHO3HH
TpaHcopmanuy, Ja OQOPMH BHPTYO3HH II0 CBOS CBHIIHOCT KaJICHIIH,
BKJIFOUBAIY Pa3JIMUYHU BHJOBE TEXHUKH — JBOCH I'pUQ, AKOPIH, PUTMUYECKH
YCIO)KHEHH TacaXkM, MEJIOJMYEeCKa YCIOXKHEHOCT M Ppa3BUTHE, YECTO
W3UCKBAIIO CBHPEHE BbB BHCOKH IO3UIIMH, MOHSIKOra ChYETAHO C HEeyloOHa
armukaTtypa. M Tyk, B KaJleHIIUTe, OCHOBHUAT MpobieM, obade ce CBBp3Ba C
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MIPUHITUITHT HA M3ITBIHEHUE HA epXy, KOWTO € BOJCI U OIpe ey HAUUHBT, T10
KOHTO TpsiOBa Ja Ce M3IIBIHSABAT.

3AKJIIOYEHUE

dyHnaMeHTHT, BbpXY KoiiTo Ma Cunon ¢opmupa u pa3BuBa CBOsS
KOMITO3UTOPCKH CTWJI, TIOCTENIEHHO OOBBP3BAHKM IO C HAallMOHATHHTE
MY3MKaJIHU TPaIHULUH, € HErOBOTO aKaJIeMHUYHO oOpa3oBaHHe, a (aKThT, 4e
KaTo IUTyJap-BUPTY03, YMHTO pErnepToap ce € OTIUYaBal C MHOIO MIUPOK
CTHJIOB U KaHPOB JIMaNa30H My € OCUTYPHJIO BB3MOXHOCT J1a ObJie B JJOCET C
TBOPUYECTBOTO HA €AHU OT Hall-U3BECTHUTE KoMo3uTopu. Ha Ta3u ocHoBa Ma
Cunon e Qopmupan cTui, KOHTO MOXeE Aa ce OIpeAeny KaTto cBoeOpasHa
crtaB Mexy MI3TOKBT U 3ananpT, HO Hal-CHITHO BIICYEHHE TOH MPOSIBSIBA KbM
(peHcKus MMIIPECHOHM3bM, OTKPHMBAKM B HEro Te3W OCOOEHOCTH Ha
MY3HKAJTHUS N3Ka3, Ype3 KOUTO J1a U3pa3H B MAKCHMaJIHa CTETICH KpacoTaTa u
npekIoHeHuneTo npen PoanHara cu.

Korato ce rosopu 3a Bpb3kaTa Ha Ma CHIIOH C UMIPECHOHU3MA,
TpsiOBa J1a ce UMa MPEABH], Ue TSI HaMHpa U3pa3 MPeAru BCUYKO B THPCEHETO
Ha TaKUBa KOJOPHCTUYHHU NETHA, UMAIK OTHOIICHHE KbM XapMOHMATA, Hal-
BeYe [PY Pa3KpUBAHETO Ha JIMPUYHUTE 00pa3HU cepH, IITaBHOTO, JOTUIECKO
pasrpsiuane Ha Gopmara u nmpo3pauHa (akTypa U BCHUKO TOBa Pa3KpHBAIIO
Hepa3pHBHATa MY Bph3Ka C TOBa CTHJIOBO HAIIpaBIICHUE.

Pa36upa ce, B OTJeTHA HETOBH MIPOMU3BEICHUS MOTAT JIa CE HAIIPaBST
napajiend ¢ JPyrd CTHJIOBH HAlpaBJICHUsS, KOHKPETHH KOMIIO3UTOPH WIIH
LUTYJIapH /TI0 OTHOIICHHE Ha M3IOJ3BAaHUTE LUTYJIKOBU TEXHUKH/, Kato M.
Pagen, Kin. le6rocu, b. baptok ®@p. Kpaiicnep, H. [Tarannnan, X. BueHsBcku
U Jp., B elHa WIM ApYra CTEeNeH OKa3alW BIMSHHE BBbPXY CTHIIMCTHUKATA B
mpousBeeHuATa Ha Ma CuroH.

Bpp3kaTa ¢ TpaguIMOHHATa My3HKa, Makap U Mo-ci1abo u3pas3eHa B
paHHHTE Ipou3BeaeHns Ha Ma CHIIOH CBITBTCTBA LIETIHS My TBOPUYECKH IIBT.
AKO B pa3IM4YHM CBOM INPOU3BEACHHSA TOH THPCH ONOpa B MY3UKaTHUTE
TpamuIMM, TUIOHYHH 3a pa3IM4HM pernoHn Ha Kwurtail, To BpB3Kara ¢
KaHTOHCKaTa MY3HKa C€ INpeBphIla B OCHOBEH H3TOYHHUK Ha TBOpUYECKA
€Heprus npe3 LeIust My KUBOT.

B nHawanoro Ha TBOpueckaTa neiiHocT Ha Ma Cuuon ce ycema
CWJIHOTO BIIMSIHME Ha 3amajiHaTa Ma)XOpO-MHHOpPHA CHUCTEMa, KOETO OKa3Ba
BIMSIHAE BBPXY XapMOHMATA, C MPEJNOYUTAHHUATa KbM TEPLOBO U3rpajieHU
aKOpIM, a BIOCIEJICTBHE C OOpBIIAHETO HA TOTJIEAa KBbM TPaJUIHUOHHHS
(donkmop, TOM BCe I0-4E€CTO €€ OpPUEHTHpPa KbM KBapTOBO-KBHHTOBO
M3rPAZieHn aKopAH, OTcIabBaWKW (PYHKIIMOHAIHOCTTa B XapMOHHYECKOTO

25



pasBUTHE B IIOCOKa KOJOPHUCTHYHOCTTAa, pa3dmpa ce MoJ BIMSIHHE Ha
HUMIIPECHOHU3MA M B CHUCTAHHWE C KUTAHCKHA NEHTAaTOHNW3BM, H3IIOJI3BAHETO
Ha TPaJUIMOHHH MEJNOJUM WIM TBPCEHKHM OINOpa B HMHTOHALMOHHO-
PUTMHYECKH MOJIEIH, 3aMMCTBAaHH OT (DOJIKJIOpa, KaKTO U UMHUTHPAHETO Ha
pa3iMuHM ~ HApOJHM WHCTPYMEHTH UM  BCHYKO TOBa  IIOCTEIIECHHO
W3CKPUCTAIN3UPA ¥ BOJIH J10 OPOPMSIHETO Ha HETOBUSI KOMIIO3UIIMOHEH CTHII,
odopMsIKK HALMOHATHUS XapaKTep Ha HETOBUTE IIPOU3BE/ICHHUSI.

AHanIM3MpaHeTo Ha CTHJIOBUTE 0COOCHOCTH B TBOPYECTBOTO Ha Ma
CHII0H B KOHTEKCTa Ha (PEHOMEHOJIOTHUATA J]aBa Bb3MOXKHOCT J1a C€ BHUKHE I10-
IBIO0KO B MACHHHS 3aMHCHI HA OTACTHUTE IPOU3BEICHNS, KOETO € BaXKHO OT
M3IBIHNTEIICKA TIEJHAa TOYKA, 3aI[OTO BCHYKO TOBa pedieKkTHpa HE caMo
BBPXY XEPMEHEBTHUECKUTE OCOOEHOCTH, T.€. CPEACTBATA 3a MOCTHI'AHETO Ha
upesTa, HO W B TIOCOKAa OTHOIICHHETO Ha HHTEpPIpEeTaTopa KbM
M3IBIHNATEICKUTE M3pa3HHU CPEICTBA. B TOBa OTHOIIEHWE BaXEH OPHEHTHD
NPEACTAaBISIBAT IMPOTPAMHHUTE 3arjlaBUsl Ha IIOBEYETO OT HETOBUTE
MIPOU3BEICHUSL.

B aHamu3bT Ha CTWIOBHTE XapakTEPUCTHKHM, B  TEXHHs
()eHOMEHOJIOTHYEH KOHTEKCT, aKIEHTHT € IOCTaB€H BBPXY KOHKPETHH
MIPOM3BEACHUSI OT PA3IMYHUTE TBOPUECKH IEPUOH, Ype3 KOETO € OCUI'ypeHa
BB3MOXKHOCT/IA C€ MPOCIIEIN CTHIOBATa €BOJIIOLHS Ha KOMITO3UTOPA.

Kato 111510, B TEXHMYECKO OTHOILEHUE, TPOM3BEICHUSITA OT TPETHAT
W 4YETBBPTUAT TBOpUYECKH mepruoj Ha Ma CHIIOH TOCTaBAT IO-TOJIEMH
TEXHUYECKH Tpo0IeMHu U TpsAOBa da ce 0TOENeH, 4e TBOUHUAT TpUP 3aeMa
M3KIFOYMTEIIHO Ba’KHO MSCTO B TIpOlieca Ha JIpaMaTypruiecKoTo U3rpaxkJaHe.
MHoro 4yecTo Toi € moau(oHN3NpaH - OT IMUTAIIMOHEH WM KOHTPACTEH THII
U BBIPOCHT 3a (pa3sUpaHETO MOXKE Jia CE pasriexja KaTo OCHOBEH IIPH
HHTEPIIPETALUSTA.

TBopuecTBoTO Ha Ma CHIIOH TpsIOBa Ja ce pa3riiexk/ia npes3 npru3Mara
Ha MHTEPKYJTypHaTa KOMyHHKanus. Kato eanH oT OCHOBOIIOJIOXKHUIIUTE Ha
KHTalicKaTa IIUryJIKoBa IIIKOJIa OCHOBHUAT NpUHOC Ha Ma CHIIOH ce ChCTOH B
TOBa, Y€ yCIsIBA J]a ajanTHpa pa3jMiyHH €BPONEHCKH MY3UKAJIHO-CTHUIIOBH
MOJIeNIM KbM TpaJMLIMOHHATA MY3HMKa, KbM HEHHUTE JaJ10-XapMOHHYHH,
WHTOHAIIMOHHU ¥ METPOPUTMHYECKH OCOOCHOCTH, ONPEEIISIHKN MOCOKaTa 3a
pa3BHUTHE Ha IIUTYJIKOBOTO U3KYCTBO B Kuraii.
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INPUHOCHU MOMEHTH HA TUCEPTAIMOHHMUS TPY ]|

1.3a ppBU BBIPOCUTE 3a CTIIUCTHKAaTa B TBOpUYecTBOTO Ha Ma CHIoH ce
pa3rIeKIAT OT MO3UIUATAa HAa (DEHOMEHOJIOTHATA, KOCTO JIaBa JOIBIHUTCITHA
BB3MOKHOCTH 32 BHUKBaHE B MJIEHHOTO UM CHABPIKAHME U Ha Ta3u OCHOBA
XapaKkTepu3upaHe Ha aBTOPCKUTE TMOAXOIM TpPH  JpaMaTypradyHoOTO
H3rpaxiaHe.

2.3a mbpBU MBT CTUIUCTHUYECKATa eBoMOIMs Ha Ma CHLIOH e pasrienaHa B
KOHTEKCTa Ha KOHKPETHH TMPOU3BEACHHUS OT PA3IUYHUTE MY TBOPUYECKU
TIEPHO.TN, KOETO JJaBa BB3MOXKHOCT Ja CE IPOCIIeIH TUHAMHUKATA B Pa3BUTHETO
Ha BpB3KaTa M3TOK-3amaj W IMOCTENEHHOTO OOBBP3BaHE Ha  3allaHUTE
KOMIO3HIIMOHHN TEXHUKH C HANWOHATHUTE MY3HKAaJTHH OCOOCHOCTH U
BIIISTHAETO KOETO OKa3Ba TOBA BHPXY (PaKTYPHOTO H3IIOKEHHE B IIUTYIKOBUTE
TapTHH.

3. 3a TBppBU IBT € HAIlpaBeHA KIacH(PHUKANNsA HA NUTYJIKOBUTE TEXHUKHU U ca
000C00CHU Half-BaXKHUTE XaPAKTCPHHU TEXHHUKO-H3ITBIHUTEICKA OCOOCHOCTH,
XapaKTepU3UPAIIK IUTyJIKOoBaTa (akTypa, pasrieKIaHO OT MO3HMIHUATA Ha
CHHTE3a MEX/1y HAIIMOHAIIHO W CBETOBHO.

43a mwBpBM TBT Ca aHAIN3UPAHU CTHIUCTUYCCKHTE OCOOCHOCTH U
M3MBIHUTENCKUTE cpenctBa B CTpyHeH KBapTeT, OT TO3HMIMSATAa Ha
(heHOMEHOJIOTHSITA, C e U3sICHSBaHE Ha 00pa3HO-UIEHHOTO ChIbpIKAHHE HA
MIPOU3BEICHUETO W BH3 OCHOBA HAa TOBa 000COOSBaHE Ha M3ITBIHHUTEICKATA
Mpo0OJIeMaTHKA BIIO’KEHA B HETO.

5. 3a TBpBM TBT Ca aHAJIM3MpAHH IWTYIKOBUTE TeXHWKH B KoHIepra 3a
LUTYIIKa BB (pa Maskop BBB BpB3Ka C UICHHOTO ChIbp)KaHHE, B KOHTEKCTa Ha
CTHJIOBHTE OCOOCHOCTH, XapaKTEepHH 3a BTOPHS TBOPYECKH IIEPHOA Ha
KOMIIO3UTOPA M Ca OTKPOCHH TE3H TEXHUYECKH OCOOCHOCTH BBB (DAKTypHOTO
M3II0’KEHUE Ha IUTYJKOBATa MapTHsl, KbM KOUTO Ma CHIIOH 1€ MPOIBJIKH J1a
ce IpUIbpKa B CIEABAIINTE TBOPUYECKHU TIEPUOIH.

6.3a mBpPBUM TBT € HANpPaBEeH aHAIN3 Ha CTHIMCTUYECKUTE OCOOCHOCTH W
U3MbIHUTENCKA pobaemarnka B KoHiiepTa 3a JIBe UTYJIKH, B KOHTEKCTa Ha
BIMSHUETO HOBaTa KyinTrypHa cpena B CAILl mo BpeMeTo Ha aMepUKaHCKHUS
nepuo Ha Ma CUIIOH BbpXY peaM3upaHeTo Ha TBOpUYECKaTa KOHUENIUS U 110
KaKbB HauyWH TOBa peduekThpa BBPXY (QakTypHATa OpraHu3ands Ha
LUTYJIKOBUTE MapTHH, IO KOJKO U JO0 KaKBa CTENEH TOBAa OKa3Ba BIIMSHUE
BbpPXY OTHOLIEHHETO KbM TPAJAMLHUOHHATA HW3MBIHUTEICKA NpaKTHUKa, B
[I0COKa MMUTHPAHETO Ha HSIKOU TPaJAULIMOHHU UHCTPYMEHTH U MPEAr BCUUKO

epxy.
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INTRODUCTION

Research in China related to the development of violin art has
mainly focused on particular aspects in the formation and development of
the violin school and broadly covers two directions: the first in terms of the
national repertoire, highlighting the contributions of various composers
and performance art. Issues relating to concert life are considered, with
review articles on Chinese composers, including mention of composers of
works for violin, including issues relating to the concert repertoire of
various instruments. The second strand is in educational aspect.

Scholarly publications on Ma Sicong's artistic and pedagogical
activities, thoroughly examining his overall performance, compositional,
and pedagogical activities are lacking. For the most part, they focus on his
musical education in the context of Chinese music and the significance of
the Cultural Revolution; articles addressing the relationship of his work to
traditional Chinese culture; articles with biographical data; individual
aspects of his compositional output analyzed in the context of specific
works; and analysis and performance interpretation of some works. Of all
the publications on specific works, those relating to his chamber-
instrument works are almost absent, and the question of his violin
concertos is very thinly covered, all again in the context of violin art in
China.

The lines of publications discussed in relation to Ma Sicong's
personality confirm the relevance of the present study, which is concerned
with clarifying key issues in the composer's stylistic evolution and attitude
to the national tradition in his various creative periods in their
interrelationship, and at the same time to analyse in more depth his
contribution to the development of violin art in China. On the other hand,
his study abroad allows one to analyze the degree of influence of European
musical traditions on the formation and development of his compositional
style.



The object of the study is the violin work of Ma Sicong.

The subject of the study is genre-stylistic features and

performance issues in the violin works of Ma Sicong.

Purpose of the study: To trace the artistic evolution of composer

Ma Sicong and analyze the genre and style features in specific violin works
from different creative stages and summarize the performance issues
embedded in them.

The set goal requires solving the following TASKS:

To trace historically the development of violin art in China and the
influence of European traditions from the mid-nineteenth century to
the early tw entieth century;

To highlight the main directions in the creative and pedagogical
activity of Ma Sicong;

To draw up a periodization in Ma Sicong's creative activity and
highlight the significance of traditional Chinese music in his original
works;

To analyze the genre and stylistic features of Ma Sicong and their
evolution during different creative periods;

To analyze the performance issues in Ma Sicong's chamber-
instrument works and violin concertos.

The research methods are are related to the specificity of the

scientific thesis, the realization of the set goal and the successful
implementation of the set research tasks:

1.

Historical-theoretical - tracing the development of Chinese violin art
from the mid-nineteenth century to the early twentieth century and
identifying the achievements of the Chinese violin school in order to
highlight the contribution of Ma Sicong to the development of violin
art in China;

Bibliographic analysis - clarifying the issues related to the life path
of Ma Sicong, relating to the factors that influenced his creative



evolution and on this basis drawing up a periodization of his creative
activity;

3. Cultural - having to do with clarifying the degree of influence of
European traditions in the field of violin art and their relation to the
Chinese tradition. This makes it possible to analyse the directions of
influence in terms of genre and style of the Chinese violin repertoire
and to highlight the relationship with traditional Chinese music;

4. Musical-phenomenological analysis - highlighting the means of
expression in the works of Ma Sicong in the context of the idea-image
content and highlighting the performance issues in them.

The methods used in the research provide an opportunity to trace
the degree of development of the violin art in China since the beginning of
the 20th century, the factors that influenced the penetration of European
traditions, the directions of engagement with the previously established
Chinese traditions and on this basis to highlight the contribution of Ma
Sicong to the enrichment of the Chinese violin repertoire and his
pedagogical activity in the direction of the development of the performing
art. At the same time, the performance analysis of his chamber-instrument
works and violin concertos makes it possible to summarize the
compositional techniques characteristic of Ma Sicong, which characterize
his compositional style..



CONTENT OF THE DISSERTATION
FIRST CHAPTER.CREATIVE PROFILE OF MA SICONG

Ma Sicong is one of the most prominent Chinese composers and
violinists, whose work has had a strong influence on the formation and
development of the Chinese violin school. He was the first Chinese concert
violinist in Europe and one of the first composers to link traditional music
with European genres in the field of violin composition.

The first chapter consists of four sections, including the
elucidation of the main issues concerning the development of violin art in
China since the early twentieth century; the most important aspects of Ma
Sicong's artistic and pedagogical activities with the corresponding
periodization and main aspects in the context of the country-specific
characteristics of his compositional activities.

1.1.General characteristics of violin art in China at the beginning of
the 20th century

Various factors influenced the process of development of violin
art in China from the early to the mid-twentieth century, the most important
of which were the concert performances of visiting musicians temporarily
residing in China, as well as Chinese musicians and composers educated
in the West. Characteristic of violin composing during this period was the
search for ways to integrate and express the national in synthesis with the
Western. In general, the relationship between Chinese musical culture and
Western European culture is bidirectional as a result of mutual cultural
penetration. On the one hand, the Eastern theme is particularly attractive to
some Western composers and this finds expression in their work; on the
other hand, Chinese composers seek to relate the national to European
compositional techniques. One of the most prominent representatives in
this respect is Ma Sicong.

1.2. Ma Sicong's contribution to the development of Chinese violin
art
Ma Sicong /1912-1987/ was one of the most prominent representatives
of the Chinese violin school, whose performance, pedagogical and
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compositional activity spanned more than half a century - from the early
1930s until his death.

He wrote in the large-scale genres of opera, ballet, and cantata, as well
as in chamber-instrumental and vocal genres, but the bulk of his output was
for violin - concertos, poems, rhapsodies, suites, etc.

1.2.1. Biographical data
This paragraph traces the life and artistic path of Ma Sicong and notes
the most important events that influenced the formation of his worldview
and corresponded to one degree or another with the philosophical-idea
concepts embodied in his compositional work.

1.2.2. Basic directions in his creative activity

Ma Sicong's work is entirely focused on forming the national
foundations of the Chinese school of composition and performance. His
works have a distinct individuality, linking the national with Western
compositional techniques, and very often using motifs or short folk
melodies around which the overall development is built. These two
directions /performance and composition/ are closely intertwined in Ma
Sicong's work.

As a performer, Ma Sicong's style is close to the characteristics of the
French violin school, but his strongest influence is the work of Fritz
Kreisler. As a composer, Ma Sicong strives to bring the violin sound closer
to Chinese traditional performance practice. The main directions of his
compositional activity include symphonic, choral, vocal and chamber-
instrument works, but the majority of his works are related to his violin
works.

In his life's journey, Ma Sicong adhered to the understanding that a
musician, both performer and composer, must be erudite and able to
embody his own impressions in artistic images.

1.2.3. Teaching activity
In his teaching, Ma Sicong advocates the idea of the equality of
technique and art ($7Z Jf-E), meaning that technology is the means and

art is the end, i.e. the development of technique should always be in the
context of artistry.



His pedagogical system is built on three main principles: the
development of auditory perception; articulation development, paying
great attention to legato and marcato articulations; and the importance of
etudes, considering them not only as a means of technical development but
as one of the components related to overall musical development.

1.3. Periodization in the creative activity
Ma Sicong's creative activity can be divided into four periods,
considering socio-cultural events in China, his training and professional-
work activity:

1.3.1. Early period / 1923 - 1936 / - training in France and first
compositional tries
This was the beginning of the formation of his creative concepts,
predetermining his future directions of development.
His early violin works were mainly in chamber music, using Western
compositional techniques, influenced by his teachers. The influence was
primarily in terms of form and stylistics, most evident in his works Lullaby

(Berceuse) , 1935- (3 dh) and Rondo, 1936- ([A[fiEdh) . At this

stage, one cannot yet speak of the manifestation of some of the stylistic
features typical of Ma Sicong.

1.3.2. Second period / 1937 - 1948 / - creative activity during the Anti-
Japanese War

This period is important in terms of Ma Sicong's creative evolution
because it is associated with a closer interweaving of national and Western
musical traditions. One of the composer's most significant works during
this period is Inner Mongolia for violin and piano.

In terms of style, the works are kind to Romanticism, but there are also
works in which the influence of Impressionism can be felt, such as:

"Nostalgia" (.2 #h) , " Dance Beyond the Great Wall" (3442 )
/obviously in the style of Spanish composers Enrique Granados, Manuel

de Falla, Isaac Albeniz/, "Lullaby (Berceuse) " (3Z&fh) etc.
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1.3.3. Third period / 1949-1966 / - directions of creative activity in the
years after the founding of the People's Republic of China
During this period Ma Sicong turned to larger-scale structures -
symphony, concerto, suites, choral works - but demonstrated a clear
preference for orchestral music, something that is most evident in the latter
period. Thematically, it tends to borrow simpler folk melodies from
particular regions and ethnic groups, with their characteristic musical
tradition.
The more significant works are Rondo No. 2; Rhapsody for Violin and
Orchestra; Dragon Lantern Dance; Dance of the Autumn the Harvest, etc.

1.3.4. Fourth period / 1966 to 1978 / - creative activity in the USA

During this period Ma Sicong also sought a foothold in traditional
music, but more characteristically he began to experiment with his
compositional technique, incorporating some modernist elements.

Among the more significant works of this period are the ballet Sunset
Clouds, the suite Six Poems by Li Bai, the opera Rebia, the Concerto for
Two Violins, the March of the Peoples of Asia, Africa and Latin America
Against Imperialism, the Second Cello Concerto, the Piano Concerto, and
others, as well as pieces /though not many/ for violin only "Gaoshan Suite"

(B LEi) | "Amei Suite” (FT24RHE) and etc.

1.4. National Characteristics in the Works of Ma Sicong

The relationship with traditional music in Ma Sicong can be
summarised in two ways: one has to do with the shaping, selection and
development of thematic material and harmonisation, and the other with
the sound shaping in seeking and achieving analogies of the thematic
material used with the inherent regional characteristics of the performance
tradition. He does not simply copy the melody of Chinese folk songs, but
uses different motifs or intonation-rhythmic elements, seeking to preserve
and recreate the atmosphere of folk songs through the technical and artistic
possibilities of the Western instrument. For the first time in Chinese
musical culture, the violin is identified with some traditional musical
instruments, seeking those intersections between the national and the
Western through which to breathe new life into tradition.
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SECOND CHAPTER. STYLISTIC AND PHENOMENOLOGICAL
FEATURES IN MA SICONG VIOLIN WORK

In this second chapter, some basic aspects characterizing the stylistic
features in Ma Sicong's work are examined from a phenomenological-
hermeneutical perspective in the context of the embedded idea through the
analysis of specific works from his different creative periods.

2.1. Stylistic characteristics and influences in the first three creative
periods

2.1.1. Lullaby (Berceuse) #E#5Hk /1935/

Lullaby is evidence of another characteristic of Ma Sicong's style,
namely his search for support in folklore. This finds expression in two
directions. The first, through the incorporation of intonational material
borrowed from traditional music, and the second corresponds to
performance characteristics, in particular the characteristic sliding effect
between tones of folk string instruments. No such articulations are
indicated anywhere in the score, but his desire to treat the violin as an
instrument on an equal footing with traditional instruments is one of the
hallmarks of his performance style.

2.1.2. Nostalgia /B Z # /1937/

It can be assumed that this work marks the beginning of the second
line in Ma Sicong's oeuvre, the nostalgic one, which, together with the first,
the lyrical one, would become the hallmark of his entire oeuvre. This is
also important from another point of view, namely to trace whether and to
what extent this /at the very beginning of his early creative period/ had any
influence on the development of his stylistic features.

As one might suppose, like Lullaby, the impressionistic influence
is very pronounced here, but stylistically there is a change which is related
to the desire for a more explicit engagement with traditional music,
expressed in the use of such compositional techniques as to imitate or
approximate the sonorities of certain traditional instruments. This is
achieved through the intonational and rhythmic peculiarities of melodic
construction and even through the search for sonic imagery.
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2.1.3. Rondo Ne 1 and 2 £5—Fn&5 —[EIfE#h /1937, 1950/

Ma Sicong's affinity for the rondo form stems from the
particularities of traditional Chinese music, which features some forms
called "Xuinghuang", close to rondality and distinguished by flexibility
and variety of development, associated with the variation of periodicity,
seen as a form of improvisational origin. The emergence of the refrain is
usually irregular, and the alternation of episodes obeys a certain internal
logic, precisely as a result of the improvisational beginning providing the
opportunity for a freer form. The middle section is always extended and
almost always contains the sonata principle of development.

2.1.4. Spring Dance FX #Zh /1953/

Parallel to the lyrical and nostalgic line in Ma Sicong's work,
another line stands out - the dance line, but closely tied to sound imagery,
very often related to the imitation of various folk instruments. It is most
vividly manifested in works written in the 1950s and 1960s.

From a phenomenological point of view, it can be assumed that in
Ma Sicong's work "Spring Dance" the emotional centre is concentrated in
the lyrical theme, namely that the joy of life, the beauty of nature, all the
feelings that this generates in man, spring from the heart, and in the way
that it can suffer, it can also rejoice. And the dance-like first theme
symbolizes the sincere and boundless manifestation of this true feeling,
which the composer skilfully achieves through the syncopated and dotted
rhythm, the tempo, the uncomplicated harmony and transparent texture.

2.2. Stylistic characteristics of violin works in the last creative period

2.2.1. Gaoshan Suite & LIZH#H (1973)

The Gaoshan Suite presents a small but colourful enough picture of
the existence of the people of Gaoshan, in which various scenes of their
daily life are revealed and a variety of feelings are interwoven - from
humility before the divine, through the festive mood in its various
manifestations, to the moments of solitude and the joyful feeling
accompanying their work activities.

Seeking the utmost objectivity in his depiction of Taiwanese
aboriginal life, MaSicong focuses on specific archaic examples, revealing
different facets of their spiritual world with their inherent primitive dances,
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incantations and unbridled joy. And all this brings him closer to the
aesthetics of fauvism and its concomitant search for new means of
expression and, based on authentic thematic material, through the
expressive possibilities of the violin and piano to actively imitate different
sounds. And by delving deeply into the existence and spirituality of
Taiwan's indigenous people, Ma Sicong manages to create a sound picture
that is impressive for its artistic features.

2.2.2. Violin sonata Ne 3 55 =/MEZEZ N9l /1984/

In Sonata No. 3, as in all the works composed during his American
period, Ma Sicong continued to seek support in traditional music, but
enriched his compositional technique by incorporating some modernist
stylistic elements. At the same time, he continued to adhere to a synthetic
approach to the construction of musical form, combining the principles of
sonority with variation and ronality in his own way.

From a philosophical perspective, the compositional approaches used
by Ma Sicong in his Sonata No. 3 in terms of textural organization are seen
as a complex process of interweaving between the past and the present,
between images-memories emerging in the mind /represented through
sonic consonance and tonal instability/ and images symbolizing the
fleeting present /with more prominent support in consonance/. In the
constant dialogue between violin and piano, each of these two instruments
seems to live in its own temporal existence, and each is in dialogue with
both the past and the future.

Despite all the stylistic diversity, under the influence of various
factors such as the American influence and the inclusion of jazz and blues
elements in the works of this period, the works, including Sonata No. 3,
reflect a connection with neo-romantic tendencies. Regardless of the
challenges faced by the composer, which are reflected in his works, the
lyrical-emotional realm and life-affirming beginning are a characteristic
feature of most of his works, including Sonata No. 3 /second movement/.

THIRD CHAPTER. PERFORMANCE ISSUES IN THE VIOLIN
WORKS OF MA SICONG
The most important feature of Ma Sicong's works is the search for
timbral colour, which, combined with the melodic and pentatonic features
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of traditional Chinese music, quartet-quint harmony and rhythmic quasi-
freedom in the improvisatory moments and especially in the virtuosic
passages, characterises the particularities of phonism in the overall
presentation. All this has a bearing on articulatory variety - strong vibrato,
glides between tones, flageolet technique, etc., in the search for
cantillation, or the dynamisation of the exposition through rhythmic
organisation, tempo, dynamic construction, etc. are strongly influenced by
modern compositional techniques of the twentieth century /sonorism,
atonalism, metro-rhythmic combinatorics, etc./ especially characteristic of
his later works, pose various problems of a performance nature.

3.1. General Characteristics of Violin Performance Techniques in Ma
Sicong
A classification of the techniques used according to some basic
features is made:

- Techniques derived from performance instrumental-traditional
practice. Here 5 varieties are distinguished - by adding improvisatory
moments in the melodic development "added flower" (n4E) ;
cyclically repeated improvisation, which is too close to the Western
European rondo form; register - in which different repetitions are
performed by different instruments, depending on the emotion sought;
rhythmic improvisation, mostly applied to repetition; and timbre -
achieved through certain techniques for performing different sounds,
under the influence of emotional experience. In traditional stringed
instruments this is achieved by using different positions, with different
fingers, or by different strings, portamento, longer or shorter bow.

In terms of the techniques corresponding to Guangdong's
performance instrumental-traditional practice, the closest relationship
in Ma Sicong's works is found in the fifth variety, having to do with
the use of different ways of achieving portamento and bowing
technique.

- Techniques related to the imitation of traditional instruments. 2
compositional approaches are found here. The first is the use of some
performance techniques characteristic of traditional stringed
instruments in the search for timbral correspondence - Hugin (#A%E-

string bow), Gaohu (/& #f-canton high erhu), Pipa (£ % -pinch),
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Banhu (##A-string bow). The second is the use of some techniques
typical of traditional wind and percussion instruments /mainly
flageolets imitating the bamboo flute, and of percussion instruments,
large and small drums, gongs, cymbals.

The most popular technique is the portato, because of the desire to
achieve a successful imitation of the playing of stringed instruments, with
their typical principle of performance - sliding the fingers along the strings,
but the leading criterion is the regional performance tradition.

Many sound imitating effects are also found in Ma Sicong's works,
such as in "Mountain Song", which imitates the clapping of dancers or the
tapping of non-lexical syllables, which is all too characteristic of many
Aboriginal songs. In this way the composer seeks to recreate primitive
Aboriginal paintings using various fiddle techniques, corresponding to the
stylistics of fauvism.

- Techniques imitating the intonation features of Chinese language
and singing. This kind of technique, like the imitation of percussion
instruments and various effects of autochthonous stringed instruments,
is closely related to sound imagery and has to do with the search for a
sonic correspondence with traditional music in the retelling of various
scenes of people's everyday life or natural pictures, achieved through
various articulations and violin techniques. For example, the use of
sliding tones, in addition to imitating the performance of some
traditional stringed instruments, is also directly related to the
intonation features of the Chinese language and the way people speak
it, i.e. the meaning of words is directly related to intonation - invariable
/neutral/, ascending, descending or combined.

Imitation singing refers to those works of Ma Sicong in which he
depicts a particular religious-ritual scene. The means he uses depend on the
particular moment depicted, in the context of the respective ethno-local
culture - Tibetan, Taiwanese, Uighur.

- Techniques influenced by the Western European violin
performance tradition. They are directly influenced by two factors:
his studies abroad and the influence of the compositional techniques
of various Western European composers and his active concert
activity, which includes a repertoire with a wide range of genres and
styles /baroque, classicism, romanticism, impressionism/.
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Fritz Kreisler was a strong influence on Ma Sicong's violin techniques,
in terms of bowing technique /Ma Sicong hardly uses the full length of the
bow/, portamento /corresponding to the performance of traditional stringed
instruments/, performance with short caesuras between soft chord
progressions, song-like character of the exposition /timbral, smooth with
romantic vibrato/ and clear rhythm bringing vitality to the expression.
From Paganini, Ma Sicong adopts some techniques related to chord
performance, pizzicatos and flageolets. All of this, Ma Sicong ties into the
folk-performance tradition of various instruments, which gives his works
their unique, national color, but being able to do so requires knowing this
tradition.

The more important types of techniques relating to the imitation of
traditional instruments are discussed at the beginning of this paragraph, for
which reason more attention is paid here to the two-voice /double fret/ and
chordal techniques.

The use of the double stops technique is widespread in the
construction of the climactic moments of the works, or the corresponding
movements, in different intervals, giving a particular harmonic colour to
the exposition, achieved through a variety of articulations, rhythmics,
dynamics and register placement. The most commonly used intervals are
the second, fifth, fifth and octave.

In the case of the two-voice exposition, several variants can be
distinguished, which are most often found in the works, depending on the
intonation-rhythmic peculiarities of the individual melodic lines:

-two-voice with rhythmically homogeneous voices;

double-voice with a bourdon voice;

-double voice with relatively independent development of the low
voice.

The chord technique is relatively less common than that of the double
stops. It is more often found in the wide-ranging works of the cyclical type
- in the rhapsodic, climactic and concluding moments of the development,
involving three- and four-voice chords and, depending on this, either a
complete performance or a sequential one /in pairs of tones/.

The detailed analysis of violin performance techniques in Ma
Sicong requires the following conclusions:

The technical-expressive means used by Ma Sicong in his works
reveal the close relationship between Western European violin
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techniques and the folk tradition through various authorial
approaches - the application of various performance techniques
characteristic of traditional instruments /portato, flageoletto, melisma,
bourdon, etc. /, sound imitations, especially of erhu, pipa, percussion
and wind instruments, including to achieve various sound effects -
mantra singing, shamanic singing, etc., which, in general, enrich the
technical and expressive possibilities of the violin and reveal the
direction that Ma Sicong set for the development of violin art in China
and its place in world music culture.

3.2. Chamber-instrumental works

The delineation of performance issues in the chamber-instrumental
works is derived from specific works from Ma Sicong's various creative
periods, following the following structure:

- General information about the work;

- Stylistic features and conceptual design;

- Violin techniques and performance features.

The present structure is necessitated by the circumstance - to trace
historically the development of Ma Sicong's musical thinking and the way
in which this reflected on the means of expression and the way to achieve
the conceptual conception reflected in the use of violin techniques and their
peculiarities in the rendering of the artistic image.

3.2.1. String quartet 5% R IUEZE /1938/

This quartet has been described by musicologists as the first Chinese
work in which the composer sought to relate his own style to traditional
performance forms characteristic of the performing arts and dance. An
interest in folklore sparked by wartime events and a desire to embody the
national in his String Quartet led Ma Sicong to Yangko dance /Fik #-a
type of vocal-dance performance performed during festivals/, the
traditional musical-narrative Jingyun Dagu / 5% # K #%/ common in
northern China /half speaking-half singing, accompanied by drum and
stringed plucked instrument/ and the musical-theatre genre Qingiang /Z 42
-characteristic vocal manner expressing a sense of grief/.

In the string quartet only the performance issues of the first and
second violins are analysed.
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From the very beginning of the quartet the two main modes of sound
production are set - bow movement on the string /arco/ and pizzicato.
Through the former the aim is to achieve depth and expressiveness of
sound and through phrasing to achieve various subtle nuances in the overall
movement. All of this is closely related to dynamics, for example, quiet
dynamics require less bow pressure on the string and a slightly slower
movement in order to seek a more melodic sound. The second articulation
has to do with the search for a different sonic imagery, but at the same time
serves the additional function of highlighting the introduction of the main
motif, especially in cases where three-voice chords, played pizzicato,
precede the appearance of the main motif.

A very important feature of the string quartet is the lack of portamento
articulation, i.e. at this stage of his creative development, Ma Sicong has
not yet oriented himself towards imitating specific traditional instruments,
but only towards the principle of variation of the intonation material used,
characteristic of a performance tradition. At the same time, it should be
noted that the first movement lacks ornamented tones, and this is explained
by the fact that Ma Sicong does not yet aim at sound-tempo imitation of a
particular string or percussion instrument.

In general, in the first movement the main performance problem in
the violin parts comes down to the smooth blending of sound in the various
imitations and the two main imagistic spheres /lyrical and joy-playing/.
Violin techniques creating a more serious problem of a technical nature are
not found in the first movement, which basically, compositionally
speaking, he adheres to the established European traditions for this genre,
namely smooth flowing between the different instruments and clearly
delineated parts.

In the second movement of the String Quartet, two realms of imagery
unfold again. One lyrical-expressive, at times even melancholic-sad, and
the second -bringing a certain contrast with a moderate-optimistic
character, to which the extremely dotted rhythm contributes. Here, Ma
Sicong seeks support in the intonation-rhythmic features characteristic of
traditional Qinqiang opera, in its "ku yin " 5& & variety with its
characteristic performance manner expressing a sense of grief and

melancholy /as opposed to "huan yin "XX % associated with its cheerful and
life-affirming beginning/, all in the context of the depiction of the
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characters involved. The plots in this type of operas, usually depict the
struggle of the people against the conquerors, against the oppressed people
and opposing the traitors and the honest, virtuous people. Based on this, it
is evident that it is not by chance that Ma Sicong is oriented towards this
type of traditional opera, because through it he introduces deep
psychologicalism into the dramatic development, and this makes the
second movement the expressive center of the whole work.

In terms of violin performance technique, this movement is not
dissimilar to the first, which is also built on the principle of alternating
pizzicato and arco and a smooth flow of motivic development from one
instrument to another. In view of the overall imagery in the second
movement, phrasing becomes particularly important. From his early
compositional period, Ma Sicong adhered to short phrases. Something that
would become one of the hallmarks of his style.

In the third movement "Scherzo", Ma Sicong again seeks support in
the traditional Yangko dance /& %%/, distinguished by its rhythmic
uniformity and cheerful character. Through this movement, completely
contrasting the previous two, the composer depicts a part of the everyday
life of ordinary people, their moments of joy unburdened by problems, their
merriment that cannot be dimmed by anything. This is the main driving
force of their lives, these are the brief moments when one feels truly happy.
This defines the main articulation - staccato. The emergence of the second
theme, brings a certain lyrical nuance to the exposition, but through the
motoric rhythmic a kind of unification of the two image spheres is
achieved. A slightly different phrasing is found here, and it has to do with
the use of longer bows, a feature which, at least in Ma Sicong's early
creative period, is not particularly characteristic. This is perhaps for the
purpose of emphasizing the emotional contrast whereby, based on the
staccato movement, the intonation-rhythmic features of the second theme,
combined with the longer phrases, take on a symbolizing sense of one's
attitude towards life in which one feels happy and expresses one's affection
for all things native.

The texture is entirely homophonic, lacking the polyphonisation
required for the smooth flow of melodic lines between the individual
instruments and, realistically speaking, the only requirement is related to
the precise rhythmic execution of staccato articulation in fast tempo.
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In the fourth movement of the quartet, the dance element is again
strongly present, indicating Ma Sicong's attitude to dance as an integral
part of the general etymological folk genesis that would later become one
of the composer's essential stylistic features. Here again, Ma Sicong turns
to the traditional Yangko dance, but the dancing element is not as strongly
expressed as in the third movement. The strong chromaticisation of the
melody in the first movement, the articulatory variety, the short phrases
and the motivic development strongly dynamise the exposition, leading to
Ma Sicong's typical deeply expressive imagery in the middle movement.
Here the phrasing, together with the dynamics /rapid intensification and
decay/ perform a very important function, giving the impression of inner
movement, which sets an energetic impetus that further dynamizes the
development, and all this determines the more developed appearance of the
middle section. In the last section, Ma Sicong juxtaposes the different
image spheres and this leads to a gradual calming of the accumulated
tension.

Due to the more expansive form with regard to dramaturgical
development, the fourth movement poses more serious performance
problems related to articulatory variety, dynamic construction, phrasing,
and polyphonization of some of the exposition, including ornamentation.
There is no double stop in this movement. Only the conclusion includes
three chords /triple chords/ which are indicated to be played on a separate
bow.

Overall, the string quartet's first and fourth movements show the
influence of Beethoven, and this is related to the use of the opening
rhythmic motif with which they begin, as well as the extended form in the
middle section of the fourth movement, which is subjected to intense
motivic development.

Although he does not use literal quotations from traditional
music, in this quartet Ma Sicong uses a folk-stylistic approach,
integrating his themes with form-forming principles and structural
constructs that are well-established in Western music, which, for the
years that this quartet was composed, clearly indicates the direction of
his creative evolution and the shaping of his own compositional style.
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3.2.2. Amei Suite for Violin and Piano Fr/3E£A #/1973/

"A Mei Suite" is composed of 5 parts - Spring % K ; Solitude {4,
Mountain Song ILI#k; Moon H 7%; and Dance of the Hills (L%, Ma
Sicong does not literally quote the traditional music of Taiwanese
aborigines, but recreates it in a stylized form. This also applies to the
program titles of each of the movements because such a designation is not
typical of their traditional music.

In general, in A Mai suite, Ma Sicong does not aim at literally quoting
specific melodies, but uses only characteristic intonation-rhythmic
patterns, his aim being to recreate the general style refracted through his
personal world-view of the music of the Taiwanese aborigines, among
whom the Amis group is the largest.

The main visual sphere in the suite is related to the meditative-
contemplative lyric, influenced by the impression made on him by Sun-Six
Lake /Nantou/ during his visit to Taiwan with its mirrored surface, exerting
a powerful influence on the spiritual world of man. And perhaps for this
reason, Ma Sicong used such means of expression that would express this
spiritual impact to the fullest extent, seeking a foothold in the stylistics of
neo-folklorism /dori fovism/ and neo-romanticism.

All of this reflects on the overall textural organization of the musical
material and the various violin techniques - flageolets, double stops,
various articulations /often portamento and though less often glissando/
etc., which, starting from the basic idea that Ma Sicong put into the creation
of this suite, in the context of the stylistic characteristics, forms at first
glance the impression of a lack of technical problems in the performance.
But, at the same time, the main interpertational problem corresponds to the
question of the artistic rendering of the author's idea, of the meditative-
contemplative lyric, which reflects on the choice and attitude to the
performance means of expression, namely the whole dynamic
construction, bowing technique, phrasing, articulation, and, especially
important in this case, the perception of the suite not as a set of separate
parts, but as a unified whole. In this situation, the attitude to the
performance means of expression must be seen in the context of the whole,
not the single.
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3.3. Violin Concertos

Ma Sicong's compositional output includes only two violin concertos,
one for solo violin in F major, the other a concerto for two violins /written
40 years after the first/. One at the beginning of his career and the other at
the end. Therefore, their analysis is of interest not only from the
performance point of view, but also in terms of stylistic peculiarities. The
two works have so far not been the subject of analysis in terms of technical
features and have only been considered historically, in the context of the
development of violin art in China.

The technical-performance features in the two works are analysed in
three aspects:

- Positional technique;
- Bow technique, articulations, phrasing;
- Imitation of traditional instruments

In both of Ma Sicong's concertos, there is an interesting synthesis
between Chinese musical traditions and Western European ones, which
have undergone changes related to their adaptation to national
characteristics, both in terms of form and melodic material and the
principles of its development, and in terms of harmonic and melodic
features, all dictated by the different nature of musical thinking inherent in
Chinese national culture as a whole. In both concertos, references can be
made to various Western European stylistic movements, but the influence
of French Impressionism, organically woven into Chinese pentatonics, is
most strongly felt.

The Chinese national performance tradition also influenced Ma
Sicong's attitude to violin technique, seen in two aspects - both as a means
of imitating the sonority of certain traditional instruments /above all the
erhu, with its characteristic portamento articulation/ and as a principle
influenced by performance practice, in terms of phrasing, ornamentation
with the characteristic manner of stringed instruments and timbral features
influencing positional technique, transitions, application and bowing
technique. The most characteristic sound effect influenced by the
performance tradition of the erhu has to do with portamento. To seek a
softer and warmer timbre and to achieve the smoothest possible sound in
the performance of melodic passages, this articulation should be performed
primarily with one finger.

23



In the cadenza episodes, Ma Sicong always brings together various
imagery characteristics that have defined the conceptual development to
date and through motivic interweaving, subjected to serious
transformations, to form inherently virtuosic cadenzas involving different
kinds of techniques - double stops, chords, rhythmically complicated
passages, melodic complexity and development, often requiring playing in
high positions, sometimes combined with awkward appliqué. Here again,
in the cadenzas, however, the main problem relates to the principle of erhu
performance, which is the guiding principle and determines the way in
which must be played.

CONCLUSION

The foundation on which Ma Sicong formed and developed his
compositional style, gradually linking it to national musical traditions, was
his academic training, and the fact that as a virtuoso violinist whose
repertoire featured a very wide range of styles and genres provided him
with the opportunity to be in touch with the work of some of the most
famous composers. On this basis, Ma Sicong formed a style that can be
described as a kind of fusion between East and West, but he was most
drawn to French Impressionism, discovering in it those features of musical
expression through which to express to the fullest extent the beauty and
adoration of his homeland.

When one speaks of Ma Sicong's connection with Impressionism,
it must be borne in mind that it finds expression above all in his search for
such colouristic spots as are relevant to harmony, especially in the
revelation of lyrical realms of imagery, the smooth, logical unfolding of
form and transparent texture, and all this revealing his inextricable link
with this stylistic movement.

Of course, in some of his works parallels can be drawn with other
styles, specific composers or violinists /in terms of the violin techniques
used/, such as M. Ravel, Cl. Debussy, B. Bartok, Fr. Kreisler, N. Paganini,
H. Vieniawski, etc., have influenced the stylistics of Ma Sicong's works to
one degree or another.

The connection with traditional music, though less pronounced in
Ma Sicong's early works, accompanied his entire career. If in his various
works he sought support in musical traditions typical of different regions
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of China, the connection with Cantonese music became a major source of
creative energy throughout his life.

Early in Ma Sicong's career, the strong influence of the Western
major-minor system on harmony can be felt, with a preference for third-
built chords; subsequently, as he turned his gaze to traditional folk music,
he increasingly turned to fifth-built chords, weakening the functional
harmonic development in the direction of color, of course influenced by
impressionism and combined with Chinese pentatonicism, the use of
traditional melodies or seeking support in intonation-rhythmic patterns
borrowed from folklore, and the imitation of various folk instruments, all
of which gradually crystallized and led to the formation of his
compositional style, shaping the national character of his works.

Analyzing the stylistic features in Ma Sicong's works in the
context of phenomenology enables a deeper insight into the conceptual
design of individual works, which is important from a performance point
of view because all this reflects not only on the hermeneutic features, i.e.
the means of achieving the idea, but also in the direction of the interpreter's
attitude towards the performance means of expression. In this respect, the
programmatic titles of most of his works are an important guide.

In the analysis of the stylistic characteristics, in their
phenomenological context, the focus is on specific works from different
creative periods, thus providing an opportunity to trace the stylistic
evolution of the composer.

In general, in technical terms, the works of Ma Sicong's third and
fourth creative periods pose greater technical problems, and it should be
noted that the double stops occupies a crucial place in the process of
dramaturgical construction. Very often it is polyphonised - of an imitative
or contrasting type - and the question of phrasing can be seen as central to
interpretation.

Ma Sicong's work must be seen through the prism of intercultural
communication. As one of the founding fathers of the Chinese violin
school, Ma Sicong's main contribution lies in his ability to adapt various
European musical styles to traditional music, to its harmonic, intonational
and metrical characteristics, setting the direction for the development of
violin art in China.
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CONTRIBUTIONS OF THE DISSERTATION

1.For the first time, the questions of stylistics in Ma Sicong's work are
considered from the position of phenomenology, which provides additional
opportunities to gain insight into their conceptual content and, on this basis,
to characterize the author's approaches to dramaturgical construction.
2.For the first time, Ma Sicong's stylistic evolution is examined in the
context of specific works from his various creative periods, making it
possible to trace the dynamics in the development of the East-West
relationship and the gradual integration of Western compositional
techniques with national musical characteristics and the influence this has
on the textural exposition in the violin parts.

3. For the first time, a classification of violin techniques is made and the
most important characteristic technical-performance features that
characterize violin texture, considered from the position of the synthesis
between national and world, are distinguished.

4.For the first time, the stylistic features and performance devices in the
String Quartet are analyzed from the position of phenomenology, in order
to clarify the imaginative content of the work and, on this basis, to delineate
the performance issues embedded in it.

5. For the first time, the violin techniques in the Violin Concerto in F Major
are analysed in relation to the conceptual content, in the context of the
stylistic peculiarities characteristic of the composer's second creative
period, and those technical features in the texture of the violin part are
highlighted, which Ma Sicong would continue to adhere to in subsequent
creative periods.

6.For the first time, an analysis of the stylistic features and performance
issues in the Concerto for Two Violins is made in the context of the
influence of the new cultural environment in the United States during Ma
Sicong's American period on the realization of the creative concept, and
how this reflected on the textural organization of the violin parts, to what
extent and to what extent this influenced the attitude towards traditional
performance practice, in the direction of imitating certain traditional
instruments and above all the erhu.
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