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YBoa

MysukanHata Kyatypa Ha Kurail umMa XWiIsgojaeTHa HUCTOpUS.
Kuraiickara HaunoHainHa onepa oT XX BeK Bb3HUKBA 0] BIUSHUE Ha
3amagHaTa My3UKaJlHa KyJITypa, HO HHTETPHUPAa M MECTHH TPaAWIIHH.
3HaKOBH TBOPOM KaTo IETCKUTE MIO3WKBIM Ha Jlm J3uHXyedl u
omepara ,Mommdero ¢ Oemure KOCH" TIPONPAaBAT WHT KBM
(dopMupaHETO Ha oIlepa C SCEH HAIMOHAJEH CTHJ, OTpa3sBalll
KHATAWCKHUS €CTETUUECKH BKYC.

ComiecTByBaT 3HAYMTEIHHM pa3IMKd MEXIy CHhBPEMEHHATa
eBpOIIeiiCcKa orepa U TPAJUIUOHHNS KUTACKN TeaThp MO OTHOLICHHUE
Ha KyATYpHH KOHOTAaIlMM, XyJAOKeCTBeHa (opMa M CTPYKTypa
(KOMIO3UTOPCKa HMHAWBUAYAIHOCT CpELly NpENCTaBIHE Ha TI'epOU
TUnaxXu/xapakrepu). TepmuHbT ,0mepa”" B Kurail oOxBama KakTo
3amagHMs KaHp 2v03i0 (geju), Taka U TPAAWUIHMOHHHU KaHPOBE KATO
03uH0310, 10e03t0, xXyarnmetl M ap. Crnen BpBexkmaHeTo W B Kuraii,
3amajgHaTa orepa IOCTENCHHO C€ ajanTHpa, Karo Ch3JareiiiuTe M
rmoemMar COOCTBEH BT, ONPEAENSH OT HAIMOHAIHUTE €CTEeTHYECKU
XapaKTePUCTHKH.

OOekT Ha u3cjaeIBaHe B JUCEpTallUATa € KUTalicKara omnepa,
Ch3JaJIeHa OT B3aHMMOJCHCTBHETO Ha €BPOIEHCKHS ONEpeH KaHp U
TPaJULIHOHHN KUTAHCKH MY3UKaJIHOCIICHUYHH KaHPOBE.

IIpenmer Ha mu3ciaeaBaHe B TO3HM TPYX Ca XyHOXKECTBCHHTE
XapaKTepPUCTUKU Ha HAIIMOHAJIHOTO B KUTAlCKOTO ONEPHO TBOPUECTBO
B KOHTEKCTA Ha KUTaliCKaTa HCTOPHUS OT BTOpaTa IoJIOBHHA Ha XX BEK.

Henra Ha  wm3caeaBaHe € Ja Cce€  aHAIU3UpAT
MY3UKaJHOU3Pa3HUTE CPEICTBA NPU KOMIIO3UPAHETO HA KUTANCKU
HallMOHAJIHK OIIEpH, 3a Ja C€ M3CIeBaT XapaKTEPUCTUKUTE Ha

HAalMOHAJIHUA MY3UKAJICH CTHJI W ObTA 34 (bopanaHeTo Ha
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HauuoHanHa onepa B Kurail npe3 Bropara nonosuHa Ha XX Bek.

3ajaunTe, MPOU3THYAINHN OT LIENTA, BKIIOYBAT Pa3lISKIaHEe HA
JUTepaTypara, U3ciIeABaHe Ha My3HKaIHUTE XapaKTEPUCTUKH, AaHAITU3
Ha CTWJIOBETE Ha NIECHE U HHCTPYMEHTAIHUS ChIIPOBO], TPOyYBaHE Ha
pPa3sBUTHETO Ha KHUTACKaTa omepa dYpe3 KOHKPETHH TBOpOM u
MIOCOYBAHE Ha IIPUHOCA HA M3THKHATH M3ITBIHUTEIN.

JlucepranusiTa U3M0I3Ba KOMIIEKC OT MEeTOAM:

Bubnuorpadcku — 3a aHaINM3 Ha HAYYHN N3TOYHHIH, 0a31 TaHHH
U ayJHo-BU3yaTHU MaTepualu.

Hcroprueckn — 3a mpociessBaHe Ha (POPMUPAHETO U €TAMUTE Ha
pas3BHTHE.

Kyarypomormuen — 3a w3cieaBaHe Ha omepara B HEWHUS
KyJITYPEH U COIHAJIEH KOHTEKCT.

CpaBHHTENIGH aHaldW3 — 3a CpaBHGHHE HAa JaHHH W
XapaKTEePUCTHKH MEKTy KHTalCKU M €BPOIICHCKH >KaHPOBE.

AHanu3 W cHHTE3 — 3a aHaM3MpaHEe M CHCTEMaTH3MpaHe Ha
0COOEHOCTHTE U pa3IiexkAaHe Ha KOHKPETHHU NTPOM3BEICHUS.

AHanu3 Ha My3UKaJHUTE MOJENN — Npuiara ce METOLBT
,,deTUpU OCHOBHM dacTu" Ha mpod. [[3to UmxyH 3a aHanm3 Ha

KOMITO3UIUATA, popMara u IpaMaryprusra.

I'naBa 1. UcTopuyecko pa3BuTHE HAa KMTAalCKaTa onepa

IIspBa mmmaBa oyepTaBa OCHOBHU MNEPUOAM B HCTOPUUECKOTO
pasBUTHME Ha KHTaiickaTa orepa M akKLUEeHTHpa BBPXYy HEWHOTO
pasBuTHE TIIpe3 Bropara mojoBMHa Ha XX B. [Ipencrassar ce
MOJIUTUYECKH U XyAOXKECTBeHM mpouecu. IlocouBar ce KiIo4oBU
ONepHHU MpousBeAeHuss u komnosurtopu. IlpocrensBa ce TAXHOTO

pasButue u Tpancdopmarmu. [IpeacraBsT ce XapakTepUCTHKU Ha
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n30paHu OIIEPHH TBOPOH.

1.1. Enoxa Ha ch31aBaHETO Ha KUTalicKara onepa

Kuraiickara onepa, cb31aZeHa ¥ aJanTupaHa 1o 3anaieH MOJeT,
ce TosBSBA 3a TBPBU BT Hpe3 20-Te rognHu Ha XX BEK U 3aIl04Ba ¢
JETCKU MIO3UKBIIH, Bb3IpUeTH noaoxuTenHo B Kuraii. To3u nepuon
MIOATOTBS CH3ABAHETO HA KUTAMCKU onepu. J[eTCKUTe MIO3HKBIN ca
cIenMayHa W JISCHO mpreMaHa ¢opma, u3dpana ot Jlu [[3unxyel c
LT TTOIYIIPU3UPAaHE Ha HOBUS KHI)KOBEH €3HK.

IIpe3 1935 r. e cp3nazeHa mpeIcTaBUTENHATA 32 BPEMETO olepa
,Bypara na pexa nn3p“(“The Yangtse River Tempest / T 1T5 X,
Y ), KosITO € Mo Temara 3a aHTUANOHCKara Gopba. Ch3marenure
pasuuTar Ha cOOCTBEHMS CH peajieH ONUT, 3a Aa komnosupar. [Ipu
mpencTaBsHeTo TBopOata ,,.bypara Ha peka SHA3D“ mpenn3BHKBa
CUIIEH OT3BYK cpen xopara B Kutail. IlomoOHa Ha Ta3um mpakThka
,JpamMa ILTIoC TIeeHe" IT0-KbCHO €BOJIIOMPA B CTPYKTypaTa Ha oriepara.
Ot cpenara Ha 30-re roguHu Ha XX BeK Ipyna MY3UKaHTH Ce
ycraHoBsiBar B UyHnua u Illanxaifi m 3amouBar na wu3mpoOBar
pa3JIMuYHA METO/M 332 KOMIIO3MpaHEe Ha HAalMOHAJHW OIEpH, a Cliel
TOBa ce MosBABaT TBOpOHTE ,,[Iponer B mpackoeH 1BaT™ (Peach
Blossom Garden / ki) u ,,[Tecen na Illanxaii“ (Shanghai Song
/ L2 #) . Tloseueto oT Te3u mpousBeneHUs ca Bb3 OCHOBA HA
OIIMTA Ha 3arajiHara oIepa W UMaT 3a IeJl 1a CE CHPaBsIT ¢ mpodiemMa
3a My3WKaJHaTa qpamaryprus. TBopoOara ,,Ecen” Ha Xyan Oennyo e
Hall-BNMsTEIHA U Hali-yCHElIHa OT BCUYKU MPOU3BENEHUsS OT ChILUSA
neprosl. OCHOBHATa LieJI Ha TE3W TBOPOM € J1a ce pa3lIMpH IBTAT Ha
KHTalcKaTa orepa ¢ MOMOILTAa Ha 3alaJHU METOAU 3a KOMIIO3HpaHE.
KaxkTo 6e criomeHarto mo-rope, NOCTHKEHUTa B ThPCEHE Ha HAUYMHH,
10 KOUTO Ja C€ Ch3/aJIe HallMOHAlIHA KUTalCKa olepa ca JOIPHUHECIN

MHOTO 3a pasBUTUETO Ha TOBA HU3KYCTBO W AKTUBHO HaCbhbpyaBaT
7



MIOCTETIEHHATA 3pSIIOCT U YChBBPIICHCTBAHE HA KUTAalCKaTa omepa.
1.2. Uctopuuecku eTanu B pa3BUTUETO Ha KUTAlCKaTa orepa
Haganen mnepmoxm (20-re — 30-te rommam Ha XX BeK):

[IppBOHAUaNHAaTa TMOSIBa Ha KHUTalickaTa omepa nmarupa ot 20-Te

TOOVHU Ha MUHAJIUS BEK, 3aMI0YBAMKM C JETCKUTE IIECCHHO-TAHI[OBU

nuecH, cb3ganeHu ot Jlm J3unxyeil. To3u mepuop ce cuurta U 3a

HayaJieH 3a KUTaiickara omnepa, a camusaT JIu J[3uHxyel € yqocToeH ¢

TUTIIMTE OCHOBATEJI M IIMOHEP Ha KUTaiickara omepa. 3aToBa JETCKUTE

MIECCHHO-TAHIIOBH THECH Ca INUPOKO TPHU3HAaTH 3a Hal-paHHara

¢dopma Ha kuTaiicka omepa. Te ca crenmanna apTHcTHYHa (hopma,

KOSITO J1a HAChp4aBa U MOIMYIIIPU3HNPa HOBHS HAIIMOHAJICH 31K, KOHTO

JIECHO c€ BB3IPHEMa OT JAelaTa Ype3 HHTETPUPAHOTO U3IOJI3BAaHE Ha

MY3HKa, TaHII, €3UK/CJIOBO, CIEHUYHO N3ITbIHEHNE U IPYTH €IIEMEHTH.

JIu ,,ce dokycupa BbpXy HOMyJsipHATa KyJITYpa, ... Cb3AaBaliKi HOBU

IIHECH C NIECHU ¥ TaHIIM, KOUTO OTPa3siBaT CbBPEMEHHHUS TyX M MOTaT

na Opmar pa3Opanum or oOukHOBeHHMTEe xopa. [lo To3m HaumH

W3NOJ3BAHETO Ha TO3M CAMOCTOSITENHO CB3AaJeH Had4MH 32

n300pa3sBaHe Ha IETCKa HCTOPHSI Ce IPEBPHINA B HOBATa HAIIMOHAIHA

oriepa, KosITO Haif-BIPHO HAcJIe/sBa TPAANUIMATA Ha JIUTEPAaTypHOTO U

JpaMaTHYHO TBOPIECTBO ..

[epnon Ha pasnpoctpanenue (40-te — 60-te roguan Ha XX BeK):
[Ipe3 noemBpu 1943 1. B Pewienuero 3a npuiiaraHe Ha JIuteparypHaTa
U XylOXECTBEHA ITOJIMTHKA Ha TapTHATa, W3/1aJ€HO OT OTAena 3a
nponaranja Ha llentpannus xomurer Ha KKII, ce noguepraBa, ue
JpaMaTyprusita, B paMKUTe Ha 0a30BHTE OOJIAaCTH, € ,,Cpe]] BCHUKU

oT/ZeNM Ha JMTepaTypHara M XyAOKeCTBEHaTa padoTa ... Hai-

! Peunuk Ha KkuTaiickara My3uka. HapoaHo My3HKaiHO U3aaTencTso, 1985.

R AR A g N BRE A AR 1985 4R
8



HeoOXonmuMara M BB3MOXKHA 3a pa3urue. OCBEH TOBa ce IMOCOYBA!
,YcTHaTta npamMa ® omepara (Kouto ca (GOpMH Ha H3KYCTBO,
ChUETABAlld  [pama, JHUTeparypa, My3HWKa, TaHI W JOpH
n300pa3UTENHO M3KyCTBO, OOXBANIallW pa3lNdHH HOBH, CTapH H
MECTHH (JOPMH) ChC ChIABPKAHME, OTPA3SBAIO TyBCTBaTa M BOJITA
Ha Xopara, 1 BbB (DOpMH, KOUTO ca JISCHH 3a H3IThITHEHUE U pa30Oupane,
BE€UE Cca Ce JOKA3aJIM KaTo MOIIHU OPBXKHA JHEC 32 MOOMIM3HPAHE U
oOydJeHHe Ha MacuTe, 3a /1a yCToAT BbB BoitHaTta Ha chnpoTHBara u 1a
pa3BHBaT NPOMU3BOACTBOTO. Te TpsiOBa 1a ObAAT MIMPOKO Pa3BUBAHH B
Pa3IMYHH MECTa U CPe]l BOMCKHTE 2,

Anev/yangge TBPBOHAYANHO € OWIO HAPOXHO M3KYCTBO,
MOMYJIIPHO B cenickute pailonu Ha Kuraii. Kyntypnara tpyna ,,bpar u
cecTpa Bb3BpBLIAT MycToIITa™ KbM AKaJeMHsTa MO HU3KycTBa ,,JIy

113

Xyn“ / Lu Xun Bp3mpmeMa ¢opmara Ha sHeb, HO H30CTaBs
MIEPCOHAXHUTE HA KIOYHH W CJIEMEHTH Ha (IHPT, 9eCTO CPCIIaHu B
CTapus sHeb, 3AMEHSIHKU TH ¢ HOBH 00pa3W Ha CEJSIHH W CICHH Ha
panmocteH Tpya. HoBara npama si#ew BKIIFOUBA KAKTO TOBOPCHE, TaKa H
TIeeHe, TAHIIW; TS € XKWMBa U CHITHO M3pasutenHa. Che CIOKETH, KOUTO
ca TIPEeIUMHO KpPaTKHM W COUTH, TS € MPUBETCTBaHA OT CEITHUTE.
[IppBOHAYATHHUAT YCIIEX HAa HOBHS sHeb JIEMOHCTPUpPA, Y€ TO3H
pedopmupaH xaHp Moke e(DEKTHBHO [1a M3pa3siBa HOBHS COIHAJICH
JKHBOT M HOBHTE MHCIH U 9yBCTBa. Mao J[3enyH e kazain: ,,CenstHuTe
ca OCHOBHATA ayAWTOPHs HAa KHTAHCKOTO KYJITypHO NIBIKCHHE Ha
Hactosiuust eram. Toil CbIlO Taka 3asBsBa: ,,[aka HapedyeHaTa
MOMyJISIpHA JTUTEepaTypa W U3KYCTBO, akO ObJar oTaeneHu oT 360-Te

MHIIMOHA CCJIIHH, HEC Ou 1u ce OpeBbpHaia 40 TrojisiMa CTCICH B

2 HamuoHaseH MHIEKC Ha BecTHHIHTE. CeKIus ,Omepa®, 1955-1998 . (4=
BT BRI 55 4 98 4.
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Hpa3HU IpUKa3Ku?“>

Bb3 0CHOBa Ha CBINECTBYBAIINTE CIECHAPUU HA AHZb, TEXHHUTE
CIOKETH W TeMH ca JocTa pa3HooOpa3nu. [IBmwxkenwmero ,,HoBo
SIHrp* BB3HHMKBA €IHOBPEMEHHO € BenMkoOTO NPOU3BOACTBEHO
nsrxeHue. CrieoBaTesIHO, HAChPYaBAHETO HA IPOAYKTUBHUS TPY] C
MPEeBpBINA B YECTO CPEIlaHa TeMa B MHOTO PaHHM AHSb. ,.bpar n
cectpa ce 3aHMMaBar chkc 3emenenme” / “Brother and Sister
Farming® (mpeBexnmana ome kato "Bpar u cectpa pasumcrBar
mycromra") (1943), u3BecTHA KaTo ,,TbpBaTa HOBA OIEpa OT IEePHOAa
SAure”, n300pa3sBa EHTYCHA3HpaHHUTE TPYIOBU CICHH OT Bemmkoro
MIPOM3BOJCTBEHO NBIDKCHHE B TPAaHWYHUTE PAHOHM uYpe3 IEeCHH U
TaHIIN, IPECTABSIMKN YeCTCH U OOMKHOBEH Opar M IpsIMOJIMHEIHA U
cmena cectpa. To3Wm BHX TNPOM3BEINCHUS OOMKHOBEHO C€
XapaKkTepH3HUpar ¢ MPOCTOTA, SIPKOCT M KHU3HEHOCT, KaTo €(heKTUBHO
3ama3BaT ¥ HaChpyaBaT CHIIHUTE CTPAaHW HA EHEPTHUsTa U CBEXECTTa,
MIPUCHIIN HA AH2b KaTO HAPOJIHO M3KYCTBO, Ch3/aJI€HO OT CEJISHU.
Hskxon mnpomsBeneHus ce (OKycHpaT BBPXY MOIIBPKAHETO |
Pa3BUTHETO HA XapaKTEPHO 3a AHeb ChUeTaBaHe Ha IIECeH M TaHII, KaTo
Hanpumep ,,ChIpyT U chrpyra ce y4ar aa yerar/"Husband and Wife
Learn to Read" (or Ma Ke/Ma Ke) wum ,3acaxmane Ha
nepBeta’/“Planting Trees" (or Xe [3ummxu/He Jingji). MHuoro
JpaMaTyp3u obatde yCBOsIBaT €JIEMEHTH OT APYTH TeaTpaHU )KaHPOBE,
BKIIIOYBAKM T'M B COOCTBEHHTE CH IpouW3BeAeHHs. Te He camo
yCBOSIBAT CHJIHMTE CTpPaHM Ha fHeb, HO W CE BB3MON3BAT OT
JOCTOMHCTBaTa Ha Jpyrd MECTHH TeaTPaJIHH >KaHPOBE M HApOIHU

H3KYCTBa, CMeCBaliKu T, 3a J1a Chb3JaJaT HOBa HallMOHAJIHA oIepa.

3 Vanr IOxe/Wang Yuhe. Uctopus Ha ChbBpeMEHHATa KHTalCKa My3HKa,
UsparencTso ,,Haponna mysuka®, hespyapu 1984 . VEFAL: (F E T IIAL
BRSO NRGE R MR 1984 4 2 45 1A
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IIpakTukata cCBIIO Taka JdOKa3Ba, 4e JABWKEHUETO ,,HoBo
SIHrp* OTKpHBa IIKMPOK BT 3a CH31ABAHETO HA HOBa omnepa B Kuraii.
Ta3u HOBaTOpCcKa U OXKMBeHa (popMa Ha IIIOIAa[HA TECEHHO-TaHI[0Ba
JpaMa, TPOMEHS IOCOKaTa Ha pa3BUTHE HAa KHUTAHCKOTO OIEPHO
M3KYCTBO M JUPEKTHO BOAM IO 3apakJaHETO Ha MamabHara omepa
»~Momuuero ¢ Oemure kocu‘‘/“The White-Haired Girl“, 1945 r.
(mpeBexxnano u karo "bemokocoTo Mmomuue").

[eprnon na cexuBsBane (80-te — 90-Te romuam Ha XX BEK):
Cnen Pedopmara m orBapsHero Ha Kwuraii KbM cBeTa OIEPHOTO
TBOpUEeCTBO ce aumBepcu¢puimpa. [losBiBaT ce pa3NUYHH BHIOBE
orepa, MIO3UKBIM M CKCICPUMEHTAIHM IPOM3BEICHUS. 3HAUNMHU
TBOpOM ca ,Jlua zemsa" Ha [[3mH CsH (1987), KosTO WMHTErpHpa
MOJICpHH TEXHHKH, KakTo U omepure Ha Tan yH (,,Mapxo Ilomo",
1996; ,IIppBusar ummeparop"”, 2006), HOMydHIn MeEXIyHAapOIHA
cnaBa. B HanmonanHaTa onepa ce 3aBphIuaT TBOpOH Karo ,,Jlbimeps Ha
naprusara" u ,,Heorcremuusa ryma'.

[Ipe3 1987 . e npemuepara Ha orepara ,,JluBa 3ems (Yuanie), ¢
mopero ot Yan ®an/Wang Fang u my3uka ot [I3un Csa/Jin Xiang, B
Kuralickusi HaMoHaseH TeaThp 3a Onepa W TaHIOBa Apama. Upes
pasrpbhlaHeTo Ha 3aroBopa 3a oTmbineHne Ha Lo Xy/Qiu Hu u
paspymaBaHeto Ha I0O0oBTa My ¢ J[3mH3w/Jinzi, ce paskpuBaT
UCTOPHYECKHUTE KOPEHHW Ha TpareAusiTa Ha repoute. B My3ukamHus
€3UK CMEJO C€ WH3MON3BaT HAIMOHAIHM, POMAHTHYHU M HSIKOU
CBBPEMEHHH M3pa3HU CPEACTBA, B CTPEMEX TE€ Ja CE€ HHTErpupar
OpraHU4YHO. BBB BOKaJIHHTE MapTHU ce W3IION3Ba JIEKJIaMAaI[OHEH,
pEeUYNTaTUBEH CTHIJI KaTO OCHOBEH HAUMH Ha U3pa3sBaHe, KaTo 110 TO3U
HayMH Ce€ ChIVIaCyBa MY3HMKAJIHOTO pAa3BUTHE C JPaMaTHYHOTO
pasBHUTHE M ce 3acuiBa (QYHKIMITA Ha My3HKaTa 3a pa3BHUTHETO Ha

CHOKE€Ta M TCPOUTC. W3nom3BaneTo Ha aHcaMOnu u X0p, KOUTO
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y4acTBar MpsKO B JpaMaTHYHUS KOH(IUKT U OTpa3siBaT BETPEIIHUTE
koH(QMUKTH W OopOM Ha TepouTe Ha MHOXKECTBO HHBa, pa3dmBa
npeAuInHUTe KOoHBEHIMH. CHM(OHHYHOTO pa3BUTHE CTHMYIIHpa
3aCHIIBAHETO U Pa3pEIIaBaHETO Ha KOH(IMKTUTE; HAKOJIKO aHCaMObIa,
BOJICHH OT KOH()JIMKT, J>KHBO TIPEACTAaBIAT COTBCHLUUTE MEXIY
Pa3INYHATE EMOIMOHAIHH U IICUXOJIOTHIECKU ChCTOSIHUS Ha TEPOHTE,
(opMupaiiky My3UKaTHUTE KyIMHUHAIINN HA IpaMaTHIHAS KOHQIIUKT.

BrpxoBo mocTmkerue e onepara ,,Mapko [Tomo* (Maké Boluo/
LAl - %) na Tan Oy (F)E). 3a Tasu onepa Tan JlyH e obsBeH 32
emmH 0T ,,10-Te Hal-Ba)XHM MY3MKaHTH B MEXIyHapoIHATa
My3uka“ or ,,Hio Mopk TaiimMc* ¥ medemu MpecTHXKHATA HATPaia
Grawemeyer 3a My3ukanHa komno3uius (1998). Hemckoro crimcanme
»Opernwelt“ ro ompenmens kato ,,Kommosurop Ha rommHara“. B
onepara My ,,JIspusT umneparop (Qin Shihuang/Z& 15 & ) nasnara
pOJISL € M3ITBJIHEHA OT CBETOBHOM3BECTHHMS TeHOp [Imacumo lomuHro.
Onepara My ,Yait“ (Chd/ %% ) uMa Tpu OTAENHM INIPOAYKUMM Ha
onepuus ¢pectuan B Canra @e B CAILl, ¢pectuBana B CTOKXOIM U
Neue Oper Wien BB Buena. [Ipomssemenusta ma Tanm JlyH ca
W3BECTHU CHC CIMBAHETO HA M3TOYHU M 3alaJHU €JIEMEHTH, YeCTO
XapaKTepHH C EKCIEPUMEHTAJHUS CH XapakTep W MEXIYKyITYpHH
BIIASTHUA.

1.3. HcTtopuuecko pa3BUTHE U XapaKTEPHU KUTANCKU ONEpPHU
TBOPOH

TBopOuTE OT pa3nUUHUTE MEPHOAM WIIOCTPHPAT THPCEHETO Ha
HanuoHaJleH cTHiI. McTopudeckn Te MOXe Ja ce Tpynupar Ha:

Pannn npoussenenus: ,,Bpabuero u merero" (JIm [I3mnxyeit),
,.bypst Ha peka SAun3s" (Hue bp).

3narHa epa: ,,Momuueto ¢ O6enure kocu" (Xb J3unmxs, Jua 1),

.JdepBenara reapaus Ha Xouxy" ([xan [{3unan, OysH Llnenmry).
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Etam vHa HOBHM ThpceHms: ,llecen Ha crenta" ([3uH >KpHINH,
JIyo JI3yHCHWEH), KOSTO NEMOHCTpHpPa HW3IMOJI3BAHETO HA THOCTCKH
(hONKIIOPHU MENIOJNH B OTIEPEH KOHTEKCT.

Cp3maBar ce pasIMYHM TBOPYECKHM Mojenu. PasBuBar ce Tpm
OCHOBHH Tonxoza: 1) Ga3mpaH Ha TpagunuoHHa My3uka (,,CecTpa
Hzsu", YepBenara reapaus XoHXy'"); 2) HHTETpHpAIl €JIEMEHTH OT
MecTHH xaHpoBe (,,Carbara Ha Csio ‘bpxeit”, ,HepBen xopan"); 3)
YCBOSIBAIIl 3araJHN KOMITO3MIIMOHHN TeXHMKH (,,[lecen Ha cremra",
Al T'ymu"). dpyru 3Haunmu tBopOH ca ,,Cectpa Jlny", ,.Ilponeren
rpeM", ,,JIBe nokonenus", ,,'aga Meinun".

Hosara omepa ot mepuoma (1919-1944), ot emnHa ctpana, ¢
MOBJIMSHA OT HOBOTO OOIIECTBO, OT Jpyra CTpaHa, TS TpAOBa na
OTrOBOPH Ha HY)KJHUTE Ha aHTHArpecopuTe 1o ToBa Bpeme. ETo HAKon
MIPUMEPH, KOUTO ITOCOYBAT PA3IMYHM TCHACHIMH B CH3I[aBAaHETO Ha
kuTaiicku onepu. OT eqHa cTpaHa, TBOPOM KaTo JIeTCKara omnepa Ha
JIn 13unxyeii ,,Bpaduero u gerero* (The Sparrow and the Child, Li
Jinhui/ {4 5 /N %) ZL4RIE ) umat noneseH IpUHOC B 3aCTHIIBAHETO
Ha JyXa Ha HayKaTa M JIEMOKpaluusATa, MOMYyIIPU3UPAHETO U
W3MOJI3BAHETO HA HAIMOHAIHM XynoxecTBeHH ¢opmu. OT apyra
cTpaHa, TBOpOHM Kato ,.bypsrta Ha peka Sdun3p”“ Ha Hue bp/Nie Er,
onepara Ha Cuan Cunxail ,,CbBMECTHO MPOU3BOACTBO Ha BOCHHU U
winan® (P8R (ZE R KA IR) /Xian Xinghai's “Let's Produce
for the People and the Army”) u Apyru, IIOKa3Bar, Ye MEPHOABT Ha
CH3J1aBaHETO MM € CBBbP3aH ChC CHIIPOTUBATA CPEIY UYKIECTPaHHUTE
HalleCTBEHWIM B AaHTHUANOHCKara BoWHAa. To3m mepuon e
KOHCTPYKTHBEH, KaTO IIOTIIbIIIA OTINTA Ha 3aI1aJHOTO OIIEPHO M3KYCTBO
W W3CJIe/1Ba TPAAUIIMOHHHN XyI0KECTBEHH (POPMH M IPUIIOKEHUETO Ha
TEXHH XapaKTePUCTHKH OT KoMIo3utopure B Kuraid.

Hosure omnepu B mnepuoma 1919-1944, or enna ctpana, ca
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TIOBIIMSTHHA OT HOBOTO OOIIECTBO, a OT JpyTa CTpaHa, ca Ch3JaleHH, 3a
Jla OTTOBOPSIT Ha HY)KAWTE HA BpeMmeTo. [IbpBO, Hampumep, AeTcKara
omepa ,,Bpabueto m gereto” or Jlm /[3mMHXyeill wWMa NpHHOC 3a
IponaraHIupaHeTo Ha yXa Ha HayKaTa M JIEMOKpAIiTa, KaKTo U 3a
TIOIYJISIPU3NPAHETO M HAIlMOHANHATa (hopMa Ha M3KycTBOTO. BTOpoO,
HOBWTE OIEPH, CBH3MaACHH Ha (OoHa Ha CBHIPOTUBATA CPEUIY
YyXIECTPaHHUTE HAIIECTBEHUIM, KaTo ,,bypsra Ha peka AHa3p“ Ha
Hue Bbp u ,,CbBMECTHO MPOU3BOACTBO HAa BOCHHU M LIMBHJIHU® Ha
Cunan Cunxail ca ch3JaJcHH B KOHTEKCTa Ha CHIIPOTHBATA CPEILY
qy)XIECTpPaHHUTE arpecopyd W 4Ype3 YCBOSBAHETO Ha HAIpETHANIUS
ONMUT Ha 3alagHOTO ONEpHO W3KYCTBO, W3CIICIBAHETO HA
HaIMOHATHUTE (POPMH Ha H3KYCTBOTO € JOHSAKBAE KOHCTPYKTUBHO.

B mavanoro Ha XX Bek, KaTo MHOHEP HA OTIIEPHOTO TBOPUYECTBO
B Kuraii, JIu J[3uHxyel ch3gaBa JBaHaJECET NMPOU3BENEHUS KaTro
mmocoueHara JeTckarta omepa ,Bpabuero U OeTeTo”, KOsATO
npenu3BUKBa cuieH or3Byk B Kurail. ,bypsta Ha peka SHI3b,
cp3nanera ot Hue bp u Tuen Xaun npe3 1934 ., cblio npexncrasisisa
IpamMa B CHHTE3 C meeHe. Tasu cTpykrypHa ¢opMma Ha omepa € Io-
YeCTO CpellaHa B CIICABAIINTE MPOU3BEACHNUS B orepHuUs kaHp. Ot 30
-Te ToguHU Ha MuHaIWs Bek [llanxait m UyHIHMH ce mpeBpbhIIaT BHB
BONCIIM pPETHOHM 3a Ch3AaBaHETO Ha omepa. Kommosuropure,
paboTemmu Ha Te3W [BE MECTa, U3CIIEIBAT CKCIIPECHATA Ha OllepaTa Imo
MHOXECTBO KaHAJIM U B PE3yATaT HA TEXHUTE THPCCHUS CE€ TOSIBSIBAT
TOJISIM OpO¥ M3KJIFOYUTEITHHA OTICPHU IPOU3BEICHHS, KaTO HAIpUMEp:
,,Cu ITu*“/“Xi Shi” ma Usn I'scun/Chen Ge Xin, 1935 . (FHjiE) BREK
3); ,.JIponer B npackoseH 1BaT/“Peach Blossom Garden“ na Unn
Tuenxws/Chen Tianhe, 1939 . ( { BKFE VR Y FR K %) n apyrm
npousBeeHusl. BCUUKM Te3u NPOU3BEACHHMSI CE€ OCHOBaBaT Ha

CJIEMCHTU U NPUHOUIKN TIpU Cb3J4aBaHE Ha 3alaJJHOTO OICPHO
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M3KYCTBO M OCHOBHara UM Il € Ja HampaBiT KHUTaHCKHUTeE
HAalMOHAJHU OIepH MNO-CHeUU(DUYHM U IpaMaTUyHH. ,,CelcKure
necun*/“Rural Songs* Ha komnosutopa Csin FO/XiangYu u mp. ( (/K
FTERY [71BE) u ,,CpBMeCTHO MPOM3BONCTBO HA BOSHHH U IIMBUIHH® C
xommo3utop Cruan CHHXal CHIIO UMAT JOOBP OT3BYK Cpel MyOIHKaTa.
KanpsT simev» OoT ABUXKEHHETO ,,SIHaH SHIB* ce momynspusupa oue
HO-IIMPOKO OT MPEIUIIHK TPAIULHOHHU OICpHH TBOPOM. ,.bpar m
cecTpa ce 3aHMMaBar che 3emenenue’/ ‘Brother and Sister Farming”,
xomrosutop AH bo/An Bo  ({JLIkIF3ie) %) uma kakro necuu,
Taka W TaHLUOBH (DOPMH, OCHTYpsBAallM IUIONOHOCHAa OCHOBa 3a
mosiBaTa Ha orepara ,,Momrmdero ¢ 6emmte kocu/“The White-haired
Girl“ na Xb d3unmxs, Jua U/He Jingzhi, Ding Yi ( { HEX) ¥
Z» THX), KOATO € N3KIIOYUTENHO BaXKHA B YCBOSBAHETO HA OTIEPHUS
KaHp M B CHh3JAaBaHETO HAa KUTaiiCKa HAIIMOHAJHA omepa. B chImoTo
BpeMe ,,Momudero ¢ GelnTe KOCH* IO0Ka3Ba IBTS Ha pa3BUTHE Ha
KUTalckara orepa.

Moske 1a ce HalpaBH 3aKIIFOYCHHE, Ye My3HKaHTHTe OT Kutaii ca
WHUIMATHBHY B THPCEHETO HA ITBTHIIA 32 CH3IaBAHETO Ha KHTAWCKH
HalIOHAJIHH OTIEPH M B CHILOTO BpeMe ca HaTpyIall HOB TBOPYECKH
omur. Karo wu3mom3Bar TeMH, MOACIH W XapaKTEPUCTUKH OT
KUTaHCKOTO MY3HKaJTHO M JPAaMaTHYHO H3KYCTBO, T€ Ch3aBaT XHOPHL
Ha MY3HKaJIHO-CLEHHYHO H3KYCTBO, KOWTO ChUeTaBa €IEMEHTH OT
KUTalckaTa KyaTypa, HO 000TraTeH ChC CICHU(pHUKU Ha eBPOIECHCKOTO
OIEepHO U3KYCTBO. Taka ce OChIIECTBIBAa ACHMIIIUPAHETO HA 1YXKIOTO,
HO oborareHo c poxHOTO. To3M HaumH Ha paboTa IO3BOJNSBA Ha
MY3UKAHTUTE MOCTEICHHOTO YTBBPXKIABAHE Ha OINEPEH JKaHp C
HALMOHAIHH XapaKTePUCTHUKY, a Ha TyOJIMKaTa — HAMUpaHe Ha Oropa
B cOOCTBEHaTa KyJITypa NpH BB3IPHUEMAaHETO HA HOBU MY3HKAaIHH

MPUHIUIIN.
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1.4. 3a pa3BUTHETO Ha KATaliCKaTa Onepa — XapaKTepPUCTUKH

[Ipe3 80-te u 90-Te roguau Ha XX BEK ce MOSABABAT TCHACHIIUU
KbM HOJISIpU3aLMs B pa3BUTHETO Ha onepHus xkaHp B Kurail. Moxe na
ce Imocovar:

,3nckana TeaaeHnus": Pa3Butre Ha cepro3Ha oniepa ¢ BUCOKH
€CTETHYCCKU IICIIH.

,leHaeHs Ha Byiarapmanus': Ce3gaBaHe Ha MOMYISAPHH
MIO3UKBJIM 110 Mozena Ha bponyeil.

[Ipenu3BuKarencTBaTa BKIIOYBAT aTANTHPAHETO Ha KUTAMCKHS
€3WK 3a OIIepHO IiceHe, OanmaHCHpaHe Ha MyONMYHUTE BKYCOBE C
apTUCTUYHATA IBJIOOYMHA U TTON0OpsIBaHE Ha BU3YaIHATA U CIIyXOBaTa
MIPUBJICKATEITHOCT YPe3 U3MOI3BAaHE HA OPKECThpa U Xopa.

B noBara epa (80-te u 90-Te roguau Ha XX BEK) TCHICHIIUUATE
Ha TOJISIPU3AIHSI B ONIEPHOTO TBOPYECTBO Ca Pe3yATaT Ha IMPOMEHHUTE
B cpelara, B KOATO CBHINSCTBYBa oOIepara, B Pa3BUTHETO Ha
XyJAOKECTBCHHATE KOHIICTIIINH U BKyCa Ha IyOJIMKaTa.

Kakro Oelie mocodeHo - eqHaTa € ,,u3MCKaHaTa TCHACHIUA, C
TBPCEHE B IIOCOKAa Ha OMNpeleNiTHaTa Karo CepHo3Ha omepa u
IIOCTUTaHE Ha II0-BHCOKO ECTETUYECKO HHBO KaTo OCHOBHA
XyHIOKECTBEHA TIEIT.

Jpyrara e ,,TeHICHIUATA Ha ByJIrapu3amus  (IeMOKpaTH3anus),
KOSITO HM3IIOJI3Ba aMEPHUKAHCKUTE OPOIYEeHCKHA MIO3HKBIIHN KaTo paMKa
3a HAYMHUTE 3a pa3paboTBaHe HA COOCTBCHH MOIMYISAPHA MIO3UKBIIH B
Kuraii. Haii-panHauTe nocTumkeHus B Ta3u NOCOKa B Ha4asnoTo Ha 80-
Te ToguHU Ha XX Bek ca ,,Hammure chBpeMeHHH Miaau xopa‘“/“Our
Modern Youth* na Jluy JxbHio/Liu Zhengiu ( {FATIRAIF 2
AY XFREK); , Ilactausu roquun®/“The Years of Wind and Flow” Ha
UIba W/Shang Yi ( { RIALEHE) 7 %)); ,Jlerenna 3a npusTencTBoro

u mo6osra“/“Legends of Friendship and Love na Cro Ku/Xu Ke ( { X
16



H 5% WAL L) 4% %), OrroraBa To3u BUI MPOU3BENEHHS
MIPOIBIDKABAT 1A ce ch3aasar npe3 80-te u 90-Te ronnHN Ha MUHAIAS
BEK C HE TI0-MaJIKO OT CTO HOBH TBOPOM, HO MAJIKO OT TSIX Ca YCIHCITHH.

HcropuueckoTo pa3BUTHE Ha KUTalickara onepa npe3 XX Bek €
MpoIleC Ha YCBOSBaHE Ha 3amaJHN MOAETH M TEXHHWKH H TIXHATa
ajanTanys W HMHTETpanus ¢ o0pa3ly OT KHWTalCKaTra My3HKaJTHa
TpamuIWsi, WPEACTaBAIMINA KUTalcCKaTa KyATypHa HICHTUYIHOCT.
PesynraThT € hopmMupaHeTo Ha YHUKAJICH HAIMOHAJICH OIIEPEH JKaHp,
OeJsi3aH OT 3HAYUTEITHO TBOPYECKO ThPCEHE U MOCTIKEHUS, 0COOCHO

BbB BTOpATA IIOJIOBUHA HA BCKA.

I'naBa 2. U3ciienBaHe HAa HALMOHAJHUTE XapPAKTEPUCTUKH HA

KHTAalicKkaTa omnepa

Bropa maBa mpemocTaBsi TCOpeTHYHATa paMKa 3a pa30HpaHeTo
Ha ,,HAIIMOHANHHUS CTHI® B My3HWKaTa W aHAIM3HpPa OCHOBHHTE
XapaKTepUCTUKA Ha KHUTAaWCKaTa My3WKajlHa TPaaWIUsa, KOUTO
¢dopMmmpar oOCHOBaTa Ha HalWoHaiHaTta omepa. [locousar ce
HAIIMOHAJIHY CrielM(UKY Ha KUTalcKara orepa.

2.1. 3a HaMOHAJHUS CTUJI B KUTalicKkaTa My3uKa

[onaTneTo ,HaMOHAJEH CTHI® B My3WKara W W3KycTBaTa
MpeJCTaBIsiBa KOMIDIEKC OT XapaKTepHH YepTH, KOHUTO OTpa3sBar
KyATypHaTa  HWICHTHYHOCT, HCTOPHYECKOTO  HACIEACTBO U
€CTETUYECKUTE LEHHOCTH Ha KOHKPETEeH Hapol wiu Hauusa. ToBa e
XyAOKECTBEH W3pa3, KOWTO HOCH OTIHYHTCIHUTE Oele3n Ha
ompenelieHa KyATypHa TpPagulys, MPOSBCHH Ype3 CHeHuUIHU
U3pa3Hu CPeACTBa, POPMHU, TEMU U KOMIO3UIIUOHHU TEXHUKH.

B Hali-1IMpOK CMUCHI ,,HAIIUOHATHUAT CTUI B U3KYCTBOTO U

My3HUKaTa C€ OTHacsA A0 Hopeaulia OT XapaKTCPUCTUKH, CHUTAHU 34
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YHHUKAJIHU U MPEACTABUTEIHH 332 U3KYCTBOTO Ha OMNpelesieHa Halus
WIN eTHHUYecKa rpyma. Te3u XapakTepUCTUKH OOWKHOBEHO
MPOM3THYAT OT CHCHU(PHUKH Ha:

®onkI0pHO HaciueAcTBO. M3mon3Bar ce Menoauu, pUTMH,
MOJIaJIHU CTPYKTYPH, HHCTPYMEHTH U (OPMH OT (OJIKIOpHATA MY3HKa,
TaHIM W pUTyand. HapoqHuTe TpajnIMU 4ecTo Ce Pasmiexnaar KaTo
HJAylara“ Ha e[[Ha HAIlUs 1 aBTEHTUYHHUST U3TOYHHUK HA HAIIMOHAIHU
XapaKTePUCTHKH.

E3uk.  VHTOHALMOHHUTE,  TOHOBUTE U  PUTMHYHUTE
XapaKTepUCTUKK HAa [aJieH HAIMOHAICH €3MK MOraT Ja OKaar
JBJI00KO BIMSIHUE BBPXY MENOAusATa W (PpasHpaHeTo Ha My3HKara,
0COOEHO BbB BOKAITHUTE )KAHPOBE.

Hcropuuecku HapaTuBu U Mutosorus. CIokeTu, TeMd U 00pasy,
CBBP3aHU C HALMOHAIIHATA HCTOPHS, JICTCHIH, T€POU H KIHOUYOBH
CBHOHUTHSI, Y€CTO CE OTPaA3sABAT B U3KYCTBOTO.

@dunocopckn u ecrermiecku Tpaguiun. CrenuduunuTe
CBETOIVICJIHU CUCTEMH, PEIUTUO3HUTE BSIPBAHUS M ECTETHUYCCKHUTE
HOPMH, pa3BUTH B PAMKUTE Ha OMpeE/AeiieHa Kyatypa, (opmupar
OCHOBAaTa Ha Xy/I0XKECTBEHOTO MHCIICHE U U3pa3siBaHe.

CoLHOKYNITYpeH KOHTEKCT: VICTOpHUUYECKHTE NEepHOIH Ha
HAIMOHAITHO Bh3paXIaHe, 00pOa 3a He3aBUCHMOCT MU CTPEMEK KbM
KyJITYpHO  CaMOCh3HAHHE YECTO 3aCHIBAT HMHTEpeca  KbM
(hOpMHUPAHETO ¥ YTBHPIKAABAHETO HA HAI[MOHAJICH CTHIL.

B eBpomeiickd KOHTEKCT BBIPOCHT 3a HAIMOHAIHHUS CTHI
npugo0MBa 0COOEHO 3HaueHWe 1pe3 19 Bek ¢ BB3XOmAa Ha
HAIMOHATHHUTE JBHXXEHUst. TOBA € BpeMe Ha Ch3HATEIHO HHTEIPHPaHE
U OCMHUCIISIHE Ha (DOJIKJIOPHHU €JIEMEHTH B TBOPYECTBOTO HA peHIa
komro3utopu. Taka Te ce CTpeMsT Ja Ch3Majar My3uKa, KOSTO

OTpa3dBa HalMOHAJIHATA UACHTUYHOCT. HOI[O6€H npouec U AMCKyCcusd
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3a HaI[MOHAJHUS CTHJI C€ PB3TphIna U B bearapus u apyru crpanu Ha
EBpomna B HauanoTo Ha XX BEK, KOETO C€ IOCOYBA B U3CIEABAHETO.

B a3marckuTe KynTypu KOHIETIMATA 332 HAIJMOHAJIEH CTHI MMa
cBodTa crieruduka. B SmoHns Hampumep, ciex nepuoma MeWmku
(1868-1912) nma cp3HATENICH CTPEMEXK 32 3ala3BaHe Ha TPAJAUITHOHHI
MY3HKaIHU (OPMH KaTO 2a2aKy W HO2aKy, YCIIOPEIHO C YCBOSBAHETO
Ha 3amafHuTEe MY3WKadHM TexHWku. Kommosutopm kato Smana
Kocaky n mo-xecHO Takemuny Topy ca paboTuim 3a Cb3JaBaHETO Ha
SITMTOHCKY HALMOHAJICH CTHJI, KOUTO HHTETPHpa TPAIUINOHHH STIOHCKU
€JIEMEHTH B ChBPEMEHECH MY3HKaJICH €3HK.

B Kopest, ocobeHo cuen 0cBOOOXKICHHETO OT SIOHCKATa
okymamust (1945) ce pasBuBa JIBIKEHHETO 3a ,HAallMOHAIHA
My3uKa“ (kyeak / kugak), mensmo Bp3pakIaHETO H MOIEPHU3UPAHETO
Ha KOpEeHCKNTEe My3HKaJIHN TPAAWIMK B IPOTHBOBEC Ha 3allafHUTE U
SITTIOHCKHUTE BIMSAHUSL.

B Kuraii koHnenusaTa 3a HalfuOHAJIEH CTHUII (%Eﬁ KF& | minzu
fengge) nMa TBIOOKH HCTOPHUYECKU KOPEHHU, HO MPHUI00UBA 0COOCHO
3HayeHne mnpe3 XX BEK B KOHTEKCTa Ha MOJCpPHM3AIMATA U
kynarypaute TpaHchopmanuu. Cropen JIro Ymaum/Liu Chingchih,
KATAWCKUAT HAllMOHAJIEH CTWJI B MY3HMKaTra MpeICTaBiIsBa ,,CHHTE3
MEXIY TPAAUIHOHHN KNTalCKN MY3HKAJIHU €JIEMEHTH ¥ CbBPEMEHHHU
KOMITO3UIIMOHHY TEXHWKH, KOMTO OTpa3siBa KHTalcKara KyJITypHa
UIEHTUIHOCT M €CTETUYECKH IIEHHOCTH Y,

2.2. HanmonaHu XapakTepUCTHKH B KUTalckaTa onepa

Kuraiickara omepa e yHHKajHa, IJIaBHO 3alllOTO HacJesIBa

MHOTO €JIEMEHTH OT TPAAUILIMOHHHU KAHPOBE C MHOT'OBEKOBHA UCTOPUA,

4 Liu, C. Kputnaaa ucTopust Ha HoBata My3uka B Kutail. Xonkonr: Chinese

University Press, 2010 G & SRAte 0 s, k. thocoR%E k.
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ChUCTAHH C OYAPOBAHMETO Ha KUTaiickoto mieeHe. OcCBeH ToBa
KHATalicKkaTta omepa H3MOM3Ba (OPMH OT TPagWIMOHHATa MY3HKa,
oboraTeHH ¢ HOBH eBpomeWckn eneMeHTH. ChIbp)KaHHETO Ha
OTIEPHOTO TPEICTABICHHUE CBHIIO CE pasIINpsiBa, KaTo ce oborarssa
MpeACTaBIHETO Ha XapakTepa Ha TepouTe THIIAXH Taka
HaIpEe)KEHNETO B CIECHWYHOTO JCHCTBHE B KHWTAalCKara omepa B IIO-
rolisiMa CTEMeH OTroBaps Ha WM3WCKBAHUATA HA JApaMaTyprHIHOTO
pa3BUTHE.

[[le mocoya HIKOM OT OCHOBHHTE XapaKTePHCTUKUH Ha
KHTalicKaTa TpaIuIHOHHA MY3HKa, KOUTO UMAT Ba)KHO 3HAYCHUE TIPU
Ch3/1aBAaHETO HA HOBA HAIIMOHAIIHA My3uKa B KuTail 1 KOHKpeTHO npu
Ch3/1aBaHE Ha MPOU3BEICHNUS B JKaHpa Omepa.

IlenTaToHuka w© MopmanHa cucrema. EnHa or  Hail-
(yHOAMEHTAITHUTE XapaKTepUCTHKN Ha KHTalCKaTa My3HWKa ¢
M3MION3BAHETO Ha TICHTATOHWYHA TOHOBA cHcTeMa. Kuraickusr
nentaronnyen 3sykopen (.75 & [, wiishéng yinjie) ce cberom ot
HeT OCHOBHU TOHa: 2yu/gong (B ), wwn/shang (7)), ozoeljue (),
Oarcu/zhi (1)), n 1o/yu (*F}), KoMTO NPHOIH3ATENHO CHOTBETCTBAT Ha JIO,
pe, MU, COJI U Ja B 3amagHara My3uka. BepXy BCEKH OT IMOCOYCHUTE
TOHOBE C€ TMOCTPOsiBa XapaKTepeH 3Bykopen. Taszu cuctema He caMo
ompeneNns MeJNOAWYHATa CTPYKTypa, HO H OTpa3sBa JApeBHATa
kuTaiicka kocMmonorusa. Criopesn Hesl MeTTe TOHA KOPeIHpar ¢ IeTTe
€IEMEHTa, TeTTe IOCOKH W JIPyTd AacleKTH Ha TPaIuIHOHHUSL
MUPOTIIC/.

MenoamyHa CTpyKTypa U OpHaMeHTHKa. KuTaiickata my3uka e
MPEeIMMHO MOHO()OHHA, C AKUEHT BBPXY JIMHEAPHOTO MEIIOIMYHO
pa3BuUTHE, a HE BBPXY BEPTUKAIHATA CTPYKTYypa H XapMOHWUSL.
MenoaunuTe 4ecTO Ce XapaKTepU3UpaT C IUIABHH, BBIHOOOPa3HU

JABHIKCHHS C ITIOCTCIICHHH BB3XOAAIIW W HU3XOAAIIW TOHOBCE. Baxxna
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XapaKTEPUCTHKA € M300MITHOTO U3ION3BAHE Ha OpHaMenTHKa (&1,
zhudangshi yin), BKIIOYUTEIHO PAa3TUYHU BUIOBE TIIMCAHIO, BHOPATO,
TPWIEpH W JAPYTH YyKpalleHWs, KOWTO MpPHAABaT Ha My3HKara
CIIeLMAJIHA H3Pa3UTEITHOCT.

TemOpoBOo pasHOOOpazwe © WHCTpyMeHTH. KwuTtaiickara
My3HKaJIHa TPaIUIKs OT/IaBa CIENUATHO 3HAYeHUE Ha TeMObpa (7
/ yinsé). 3a pa3nuKa OT 3amagHara My3uka, B KOSTO B OIpENeIIeHI
HCTOPUYECKH IIEPHOIH XapMOHUYHATA CTPYKTypa 4eCTO JOMUHUPA, B
KUTalickaTa My3HKa JIMHEApPHOTO Pa3BUTHE € OCHOBHO U TeMOBPBT Ha
HHCTPYMEHTAa WJIM Tjlaca € KII0YOBO H3Pa3sHO  CPEICTBO.
TpagWIMOHHATE KUTAMCKM HMHCTPYMEHTH c€ KiIacHUUUpar IIo
Marepuall, OT KOWTO ca HW3pabOTeHH, CIOpeA CHCTeMara ,,0CeM
syka“ (J\& / bayin).

PUTMHYHU CTPYKTypH. PUTMUUYHHTE CTPYKTYpH B KUTalickara
My3HKa 4ECTO C€ XapaKTepH3HMpaT ¢ I'bBKABOCT M (UIYWAHOCT. 3a
pasiHka OT CTporara METPHYHA OpraHHM3alMs Ha rojisiMa 4acT OT
3amajHaTa KOMIIO3UTOPCKA MY3HKa, KHTaiicKata My3WKa MOXe Ja
usnonssa cobonen purbM (IR / sdnbdn), ocobeno B conosute
UMIIPOBU3aLMOHHU  JKaHpoBe. B  aHcamOnoBara My3uka W
aKOMITAHMMEHTa KbM OIlepa WM TaHIl Ce H3IMOJ3BaT MEPHOTUIHO
HOBTApAIIM ce PUTMUYHM cTpykrypu (JE MR / dingbdn). Baxuo
HOHATHE B My3HKaTa e ,JAbXbT“ (R, / qi), KoiiTo ompenmens
€CTECTBEHUs MOTOK W (hpasupane, 4eCTO CICIBAHKH AMIIAHETO Ha
M3IBJIHUTENIS WM TEKCTa BbB BOKAJIHATA MY3HKa.

dunocodpeku U ecreTnuecku npuHUmnu. Kuraiickara my3uka e
IBIIO0KO CBbp3aHa ¢ puiIocoCKUTE TPAAUIMH HA KOHPYIIMAHCTBOTO,
naom3Ma M Oynusma. KoHdynuaHCTBOTO pasmiekaa My3uKara KaTo
CpPEICTBO 3a MOPATHO 00Pa30BaHUE M COLIMATHA XapMOHHUS. [1aoM3MBbT

AOHACA UJI€U 3a €CTECTBECHOCT, CIIOHTAHHOCT U €IMHCTBO C IpHUpoAaTa.
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Bynm3mMbpT 1n00aBst MeENIWTAaTHBHU acCleKTH W KOHIEHIMATa 3a
TPaHCIECHICHTHOCT.

IIpe3 nppBara nojoBuHa Ha XX BEK 3anajiHaTa KyJITypa HaxJlyBa
B Kurail spoctHo. BbTpemnu v BpHIIHM cuiau Kapar Kuraih na
3all0YHe J1a ce MpOoMeHs. My3WKaHTHTe He H30sATrBaT, a aKTHBHO
y4acTBaT B CaMOYCHBBPIICHCTBAHETO CH M DPa3BHTHETO Ha
My3UKaJHaTa KyaTypa. B Tasm cuTyamusi omensBaHETO Ha T.Hap.
KUTalCKN omepu (TPagulMOHHH MY3HKATHOCHECHHYHH >KaHPOBE)
cTaBa MHOTO TPYIHO. 3aTOBa COLMAIHATA TEMA ,,pa3BUTHE F HHOBALINS
Ha omepara™ ce TMpeBpbhIla B OCHOBCH (DOKYC Ha MY3HKAHTHTE B
CTpaHaTa 3a H3BECTHO BpEMeE.

B mporieca Ha pa3BuTHE KHTalicKaTa HAIIMOHAJIHA OTepa CIIeABa
U TIpUiIara MHOTO METOAM 3a Ch3IaBaHEe Ha TBOPOH, BKIFOUUTEIHO
mofoOpsiBaHe Ha popMaTa Ha Jpamara, HO 32 CHKaJICHUE Te3U METOIU
He ca OwmM TpueTH OT MoBedero xopa. [losBata Ha omepara
,.MommdeTo ¢ 6enuTe KOCH™ ChKUBSABA KATalicKaTa orepa, U mopaan
KOMOWHAIMATA CH OT KUTAWCKH W 3alafHA MY3HKaITHOW3Pa3HH
CpencTBa, KUTalicKaTa HAallMOHAJIHA OIepa OTBAaps HOBAa CTPAaHHUIA B
HMHOBAIIMKTE.

Kato ce cnomenaBa, 4e HsAMa siCHa aKaJeMHIHA AeQUHUIMS 3a
KHTalCKOTO TPagUIMOHHO IIeeHe, TPsAO0Ba Ha ce OTOeNexH, Ue
CHBPEMEHHOTO KHTAHCKO MeeHe, U3MOI3BAHO MPO MHCaHe Ha OTepH, €
CHJIHO IOBJIHMSHO OT TEXHHMUYECKATa KOHICIIUS Ha OEJKaHTO — TO3U
YHHUKaJIEH METO]I 32 OTIEpHO NleeHe, cb3ajeH B Mranus npe3 X VII Bek.
B Urtamust ce Hapuda OeTkaHTO, M KOraTo HaBim3a B Kutaii chIo ce
pa3dupa karo OenmkaHTO (KpacWBO TeeHe). B mpeBom Ha KuTaicku
HOCH 3HaueHneTo Ha kpacuBo neene (K HIEVE / méi sheng chang
fd). To3u MeTON Ha MeeHe U3UCKBA OT MEBIUTE J1a HMAT ONpPEICIICHH

YMEHHA 3a OCBHUICCTBABAHEC HaA 3BYKOB PE30HAHC U Ja MNOCTUTrAT
22



oIpesieNieH IeBUECKH pe3ynTaT. Toi mocThra XapakTepUCTUKHTE Ha
MEK M CBhIVIACYBaH 3BYK. 3BYKBT TpsOBa ma OBbIe ecTecTBeH, a
TeMOBPBT TpsAOBa Ja 3By4H INpeKpacHO. [IbpBOHAYAIHUAT 3BYK €
IBJIOOK M B HEro Ce M3MOJI3Ba IOpPTaMeHTO. HenmpekbCHATHAT 3BYK
M3KCKBA Ja e MOAIBPIKA CTAOMICH TOH, a TOHBT 11a IMa PABHOMEPHO
KpEICHI0 WM JEKPeleHOO M JeKOpaTHBHHM 3Byuu (Oorara
OpHAaMEHTHKa). M3UCKBaHHATA IIPH MY3HKAJHOTO M3IBIHEHHUE Ca Jla
ce moaabpxka eekrta Ha I'BBKABOCTTa M MEKOTATa Ha MEEHETO, 3a Ja
3BYYH MO-EMOLMOHAJHO H NIECHETO BEB BUCOK PETUCTHP Jia € TOYHO,
3a J1a MOXKe 3BYKBT J[a Bb3/ICHCTBA CHITHO.

XapaKTepUCTHKUTE Ha OEIKAHTO MOXE J1a Ce BUIAT HalIpHMeEp B
TBOPYECTBOTO Ha W3BECTHH HMTAMAHCKU OIEPHH KOMIO3UTOpH. Te
TpsOBa Ja OTroBaps Ha CJICJAHUTE M3UCKBAHMA: BPOAEH MEK IJiac,
KOIMTO € MHOTO BayKeH 32 ITOJIbP)KaHe Ha CIHOPOJHOCTTA Ha IIECHETO
B €/IMH PETHCTBP Clie] ABITOCPOYHO HEeMpeKbcHaTo o0yueHue. Cien
TOBa OT pEIIABAIlO 3HAYCHHE € Ja Ce IOCTHrHe mepgeKTHaTa
HHTEpIpeTanys Ha KOJOPUCTHYHOCTTA P 3BYKOHM3BINYaHe. 3a TOBA
MOXE Ja JONpHHECe CIyHNIaHeTO Ha HHTEpIpeTalusiTa Ha
NPOU3BEICHHS OT OTIMYHHM NeBLy. [1eBuTe TpsiOBa /1a ca B CHCTOSHHUE
Ja  OBJAAsABAT  IICBYCCKUTE YMEHHs, Ja  YCHBBPLICHCTBAT
XapaKTePUCTHKUTE HA OENKAaHTO M Ja aHaJIu3Upar pa3iInvHHUTE
M3MCKBAaHU 32 MOCTHIaHE Ha CIIeHU(UKUTE Ha OEKaHTO.

HanupoHamHuAT CTHI Ha KuTaiickara omnepa € CIOKHa |
MHOT'OIUIACTOBA XY/IOXXECTBEHA CHCTEMa, KOSATO € EIHOBPEMEHHO
BKOpEHEeHa B Oorarara 1o4ysa Ha TpaIMIIMOHHATa KUTalCKa My3HKaJIHa
KyJITYpa U € Bb3IIpHeNa ChIIHOCTTa Ha 3aMaJHOTO ONEPHO U3KYCTBO.
Tasu yHukanmHa ¢opmMa Ha M3KYCTBO BBIUIBIABA OCHOBHHTE
XapakTepUCTUKM  Ha  KWTalickara  My3HMKa:  II€HTaTOHMKAra,

XapakTepHUTE MEJIOAWYHN CTPYKTypH W OpHaMEHTHKa, Oorarure
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TeMOpH W HMHCTPYMEHTATHH KOH(UTypanuu, I'bBKaBaTa PUTMUYHA
OopraHu3aisl U IBI00KUTE (GMIOCOPCKH OCHOBH W €CTETHYSCKH
MPUHIUIIH.

Hcropusita Ha pa3BUTHETO Ha KUTANCKaTa OIepa MOKa3Ba, 4e
HaWCTHHA YCIEIIHH NpPOM3BEAEHHWA Kato ,,Mommdero c Oemure
KOCH™ ca Cce 3ala3wiId HIMEHHO 3aI0TO Ca HaMepWIH 0aJaHc MEXIy
KATAliCKM M 3alajgHd eJIEMEHTU. Te 3ama3aBaT CBINHOCTTA Ha
TpaJULMOHHATa KUTAHCKa MYy3HKa, KaTO CHIIEBPEMEHHO 3aMMCTBAT
W3pa3HU TEXHUKHU OT 3amajgHara orepa. To3u ,,HOB METOZ HA ONEPHO
neeHe" He € MPOCTO MMUTAIMS Ha 3aMaJIHOTO OEIKaHTO, @ TBOPYECKO
CIIMBaHE Ha Pa3JINYHH NIEBYECKHU TEXHUKH, OCHOBAaHH Ha Pa30MpaHETOo
U yBOXEHHETO KbM HAIMOHAIHUTE MY3WKAIHH TPAJHULHH,

(1)OpMI/IpaH.[I/I OIICPCH M3Ka3 C HAITMOHAJIHN XaPAKTCPUCTUKH.

I'naBa 3. U3cjenBaHe HA HAIIMOHAJHHUSA CTHJI HA KHTalCKAaTa

OonepHAa MY3MKa Ipe3 BTOpPaTa NnojoBuHa Ha XX Bek

Tpera 1i1aBa 3apI004CHO aHATM3UPA KOHKPETHUTE MY3HKAITHH
CpeICTBa W KOMITO3UIIMOHHH IIOIXOIM, Ype3 KOWUTO ce H3rpaxia
HAIIMOHAJHUAT CTHII B KUTalCKaTa orepa Ipe3 BTopaTra MOJIOBHHA Ha
XX Bek. To3m mporec e mokazaH KaTo Ch3HATEIHO aJalTHpaHEe Ha
3alaIHATE OTIEPHU MOJICIIH M OCHIICCTBSIBAHE HA TEXHUS TBOPYCCKU
CHHTE3 ¢ KHTAaHCKUTE MYy3HUKaJIHU Tpanuiun. [IpeacraBeHn ca BayXHA
onepHu mnpousBeAeHus. I[locoueHn ca npuUMepu OT 3HAYUTEITHHU
KHUTaHCKU HAITMOHATHU ONICPHU TBOPOH.

3.1. AnanTupane Ha KUTaiickara ornepa KbM 3anajHara

Omepara ,,Momuuero ¢ Oenure KOcH™ € SIPBbK IpUMEp 3a
aJlaliTUpaHe Ha KuTalickaTa ornepa KbM jkaHpa Ha 3anaanara. Ot eaHa

CTpaHa, B HSA UMa CHGHI/I(I)I/I‘-IHI/I Ol'IepHI/I CJIICMCHTH, a OT )lpyra CTpaHa,
24



TOBa CE€ ABIDKM M Ha WHTETPAlMATa W MHOBAIMATAa HA MHOXXECTBO
CIEMEHTH M CHHTE3a WM C XapaKTepUCTHUKM Ha KHTaiCcKH
TPagULIMOHHK >aHpoBe. Upe3 KOMOMHUpPAHETO Ha ,,HAI[MOHATHA
oriepa M 3arajiHa orepa B eIHO, TS T0Ka3Ba BT 33 Ch3JaBaHETO HA
KHTalCKa HaIlMOHAJIHA OTIepa M YCTAHOBSBA B IIEPCIICKTHBA ITOCOKATa
Ha HEMHOTO pa3BUTHE

Omnepara ,,MomMu4deTo ¢ GeTuTe KOCH™ € BaKEH €Tall B Ch3JaBaHe
1 YTBBPXK/IaBaHE HA HAIMOHAJIHOTO B KNTAalCKaTa My3HKa, 3aTOBA IIE
sl IPEJICTaBs KaTo MOJEN, KOMTO ce CIeaBa U Pa3BUBaA.

Ilpen cw3marenure Ha CPaBHUTETHO HOBHS OIEPEH JKaHP B
Kutali meprogudHO BB3HMKBAT BBIpPOcH Karo: Kak na pasBuem
KuTalickaTta HanmoHamHa omepa? Monenure Ha TakbB BHJ OIEpH,
W3CJIC/IBAHN OT TIOKOJICHNS] My3HKaHTH, HU IIPEIOCTaBsIT MHOTO LICHEH
OTINT, W3MOJ3BaH B TO3M TEKCT OT aBTOpA 3a 3aJBJIOOYCH aHAIU3 U
pa3OupaHe Ha CTWIOBHTE XapaKTCPUCTHKH HA TPaJUIMOHHHUTE
KATaliCKM MY3HWKAIHOAPAMaTHYHU >KaHPOBE M Ha HMHOBAaTHBHATA
NIPaKTHKa Ha KUTalicKaTa HaI[MOHAIHA OIlepa, Taka ue J1a ce pasoepar
MIPUHOCHTE 38 HEWHOTO pa3BHUTHE.

Omnepara ,,MoMu4eTo ¢ GemuTe KOCH™ € TOISIMO HOCTI)KEHHE B
ChBpEMEHHATa KHTalcKa KyaTypa. Upe3 cuHTe3 Ha CBOE M UYXKJIO
orepara IOKa3Ba IIBT 3@ CBH3JaBaHE Ha CIIeJBAllM OIEPHU
npousBeneHus B Kurail. Kakro xa3sa ngpamatyprsT Ixan ['bH: ,,AK0
B M3BECTEH CMUCHJI HOBAaTa OIepa ce XapaKTepu3npa ¢ M3MOI3BAHETO
Ha ONepHU (OPMH U MPOTPECUBHU IVICTHU TOUKH 3a M3pa3sBaHe Ha
CBHBPEMEHHHUS J)KUBOT, TOraBa MECTHUTE MY3UKaJIHU ApaMH Morar Ja
ce pa3miekaar Kato HelWHu 00iHM npyrapu.

MoTHBY OT My3UKaJITHOPAaMaTHYHHUS JKaHp xvoel 6anosv (hebei
bangzi) or mpoBuHIMA XbOEH HaMHparT TONSIMO NPHIOXKEHHE B

My3HKaTa Ha orepara ,,MOMI/I‘IGTO ¢ benure KOCI/I“, 3a KOATO MOXKE Ja
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ce Kaxke, 4e € JONpHHECTa Ja CE Yye B MO-IIUPOK KOHTEKCT 3a TO3U
nokaneH >xaHp. Ilpumep 3a momoOHM My3WKalTHH 3aMMCTBAaHHS €
TpeTara ClieHa Ha TPETOTO NAEHUCTBUE OT olepara. Tam INIaBHaTa
repours Cu Ap e npuHy#eHa na u30sra OT THeTa 1 Oe3YMHCTBaTa B
pOmHOTO CH MsCTO W OTMBa B auBara ropa. CuwiHata Bspa B
OTMBUIEHUETO 51 Kpenu U TA nee ,Jickam ga kuBes®, uspassBaiua
OyHTapckus i mayx. dpyr mpumep B ,,Mommyero ¢ OemuTe KOCH“ B
CICHAa, W3WCKBAIla CHJIHO ApaMaTWYHO HampeXeHHe, € apusara
,,CEBEPHUSAT BATHp Ayxa““. B Hes ce n3noss3Ba MeNoAus OT MOMYJsipHa
HapojHa IIECeH, 3a J1a ce u3rpaayu oOpasa Ha IIaBHaTa repouHs. To3u
MOAXOI HA CHHTE3 3ajJaBa IOCOKaTa 3a pa3BUTHE HA JKaHpa |
BIBXHOBSIBA CJICBAINU TBOPOH KaTo ,,JIimy Xyman*.

Thif Karo MOCOYEHHWAT MECTEH MY3WKaJeH JKaHp HIBa OT
NpoBHHIMS XbOEH, Heropara My3uka € oondaHa ot xopara B IlekuH,
Tuenn3ud u Xb0ei U € ¢ IMUPOKO BIMSHIE B MOHTONIHA U B YaCTH OT
ceBepon3Toka. Taka ce mpeBpbIla B €AWH OT HaW-BIMSATEIHUTE
BumoBe Mys3ukanHa Japama B CesepeH Kwurtali m B wactu or
CeBepoustoueH Kwurail. 3aroBa BKIIOYBAHETO Ha MY3UKaJIHHU
€JIEMEHTH OT TO3M MECTEH JKaHp B HOBOTO ONEPHO M3KyCTBO BEPOSITHO
nMa TOJISIMO 3HAYEHHE 33 IIMPOKOTO Pa3lpOCTpaHEHHE HAa olepara
»,MoMuueTo ¢ Oeaure Kocu™.

»,Momuuero ¢ Oenure KOCH* 3aeMa MHOTO Ba)KHO MSCTO B
pa3BUTHETO Ha omepHaTa uctopus B Kuraii, 3anaBa mocokara, B KOsiTo
Jla ce HaMepH COOCTBEH ITbT Ha PAa3BUTHE C KUTAHCKH XapaKTEPUCTUKH.
Crien HeltHMS yCIIeX IOCIIEIOBATEIHO ca Ch3/1aA€HH OIIepH C 1ogo0Ha
Temaruka karo ,,Jluy Xyman*“ (“Liu Hulan”, Luo Zongxian, Chen Zi
[ CRIBAZE) B o, BR%R) u,,Peka c uepsenu mucta® (“Chiye River”
Liang Hanguang / 7FH) $2ZE51). Owe exna ot Tesu cnensaiu
orepHH TBOpOM - ,,bpar u cecrpa ce 3aHMMaBar chc 3eMeenre’ Ha
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An bo - onepHuTEe HCTOPUIIM HApUYaT KyIMUHAIS B Pa3BUTHETO Ha
onepara B Kurail.

Omepara ,Jlny Xyman“, unaro mpemuepa ¢ mpe3 1948 ., e
0asupaHa Ha WCTHHCKA HCTOPHA M € KJIacHYecKa KHUTailcKa
peBoroninorHa onepa (1947). ITspBoHaganHo € Orna meTakTHa IHeca.
B3ero e pemrenme Tasm nmeca na ObIe ajanTHpaHa B OIepa.
WzmeitHeHMETO 1 € OMII0 MHOTO yCIIeNTHO. BApXHOBEHA € OT omepara
,Mommuero ¢ Oemute kocu®. T paska3Ba repoWdHaTa UCTOPHUS Ha
Jny Xyman (1932-1947), mnaga xeHa, wieH Ha KoMmyHHCTHUECKaTa
naptus ot npoBuHNus Lllancu. [To Bpeme Ha OcBoOonuTeTHATA BOITHA,
W3NpaBeHa Mpex IpUHyJa M TOICTPEKATeICTBA OT apMusATa Ha
Tomunnana, 15-rogumaaTa Jlny Xyman octaBa HemokoneOnma. 3a na
3aIIUTH ApyTapuTe CU U TalfHuTe Ha KoMyHHCTHYIECKaTa mapTus, s B
KpaifHa CMeTKa XepTBa JKMBOTa cH reponyHo. Omnepara ce ¢okycupa
BBPXY IpeBpbIIaHeTo Ha JIny XynaH oT OOMKHOBEHO CEJICKO MOMHYE
B  HENOKOJEOMM pEBOJIOLMOHEH Ooer, HelHara TreponYHa
CaMOKepTBa M Bb3XBaJIsIBa HEHHATA PEBOTIONMOHHA TIOYTEHOCT M JIyX
Ha CaMOXKepTBa.

Onmnepara ,,bpar u cecrpa ce 3aHMMaBaT CbC 3eMEIENIUE ce €
NIPEeBbpHANA B KJIACHKA B MCTOPHATA HAa KUTAHCKaTa PEBOJIIOIIMOHHA
JUTepaTypa W HM3KYCTBO, OjarojapeHue Ha XapaKTepHCTHKHUTE Ha
eroxara, OOraTus €THHYECKH CTWIJI M JKM3HEHATa CH XyHO)KeCTBEHA
¢dopma. Ts He caMO yCHENIHO M3IBJIHABA NPOIIAraHIHUTE 33134l Ha
cnenuduIeH UCTOPHIECKH MIEPUOJI, HO, KOETO € TI0-BaXKHO, N3I0JI3BA
ITBT, KOMTO ChUETaBa Yy KJIECTPAHHH TeaTpaIHN KOHIEIIHUH (B IINPOK
CMHCBHJI Ha paMa) ¢ KUTAaHCKU MECTHH HapOJHU (OPMH Ha M3KYyCTBO
(xato snew). ToBa ocurypsiBa eHEH OIUT U MOJIEJ 332 Pa3BUTHETO Ha
KHTalicKaTa HallMOHAJIHA Olepa U JIOPH 3a MO-IIMPOKOTO Pa3BUTUE HA

HAIUOHAJIHOTO TE€aTpaJIHO HU3KYCTBO. 3a,Z[’I>J'I60‘I€HOTO n3yvyaBaHC Ha
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TOBA IIPOM3BE/ICHUE HHU TIOMara Jia pa3depeM KOHTEKCTa Ha MOJEPHOTO
U CHbBPEMEHHO KHTAaHCKO JIUTEPATypHO M XYIOXKECTBEHO pasBHTHE,
KaKTO M CJOXKHaTa BpPB3Ka MEXIY H3KyCTBOTO, OOIIECTBOTO U
HOJIUTHKATA.

3.2. HsznomsBaHe W Tpech3gaBaHe HA HAPONHU IIECHU U
MY3UKaJHHU 00pa3y B KUTalCKH OIepH

W3non3BaHeTo Ha (OJNKIOP M CJIEMEHTH OT TpaauLHOHHATa
My3UKa € XapaKTepHO IIPH Ch3laBaHEe Ha HAI[MOHAIHHM MY3HKaJIHH
KyITypH. B ThpceHe Ha HAIIMOHAJIHOTO CE MHHABA Npe3 Pa3InYHH
eTany — MUTHPaHe Ha (HOIKIOPEeH MaTeprai, 00padoTKa Ha (OIKIOP,
W3MON3BaHE HAa XapaKTepHU JaJ0Be, METPOPUTMHKA, HAYMHU Ha
3BYKOHM3BJIMYAHE, aBTOPCKO MPETBOPSBAaHE Ha CHIIHOCTHH CICMCHTH
OT TPaJAUIMOHHATA KYJITYpa.

OTKaKTO KaHPBT OIepa ¢ BbBeACH B KuTaii, upe3 HenpecraHHa
paboTa OT cTpaHa Ha MHOTO KHTaHCKH TBOPILHM, IIOCTEIICHHO Ce
nosiBsiBa HOBa (hopma Ha orepa. Ts e 6a3upaHa Ha MECTHH KUTACKU
UCTOPUH, BKIIOYBA HAPONHH IIECHH, TPAJAWLUOHHUA KHTAHCKH
’KaHPOBE M JIPYTH JIOKAJTHA My3HKaIHH €IeMEHTH. B Hes ce n3non3sar
KUTalCKH TEKCTOBE M IHANO3M, KAaTO CE ChyeTaBa HALMOHAIHOTO
neeHe ¢ Oenkanto. To3u HOB BHA oOliepa, KOWTO € B CHOTBETCTBHUE C
€CTEeTUYECKHTEe MHTEPECH Ha KUTaiicKaTa HAIMSA M Ce HM3IOJI3Ba 3a
npeJaBaHe Ha HAMOHAJIHU €MOLIMH, € TOBA, KOETO JHEC ITO3HABaMe
KaTo HallMOHaIHa orepa. IMEeHHO BbpXy HeifHaTa OCHOBA Ce Ch3/1aBaT
ClIe/IBaIllM ChbBPEMEHHH ONEepHHU TBOpOU. Te ca BaXKHO JJOKa3aTesICTBO
3a HaTPyIaHUsI ONUT U 32 JBITOCPOYHO PA3BUTHE HA HAYEPTAHUS ITBT.
3aroBa I11€ IocoyYa HIKOM OT TE3M CIIeIBAIM ONEPHH MPOU3BE/ICHHS.

Hanpumep, omepara ,lllanxaii [{un/Shanhai Qing“(JIroboB
MeXxay aHuHara U Mmopeto/Love between the Mountain and the Sea/

L1175 ; ¢ mysuka na Weidong Meng u Teket Ha Ming Yi, npemuepa
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2022). Tsa nzmon3Ba JUPEKTHO IMUTHPaHE Ha (DOJKIOPEH MaTepuall,
amanTupade M oOpaboTka Ha (ONKIOpHA My3WKa, W3IMOJ3BAaHE Ha
XapaKkTepHHU Ja70BE, MPUJIATaHe Ha CTIeHU()UIHN PUTMUYHHE 00pa3nu
U pa3MepH, BOKAJHM TEXHUKH WIN HWHCTPYMEHTAIHH CTHJIOBE.
Uctopusra Ha ,lllamxait Llua“ ce pa3sBuBa B Humncsa/Ningxia,
pasnonoxeHa B ceBeposanageH Kuraid. 3aToBa TBOPUECKHUAT EKUI HA
orepara u3dupa Hal-IpeACTaBUTENHATA TPAJUIMOHHA My3WKa Ha
Huncs, usBecTHa Kato xyawp/huaer (€ )LL), xosato e HapuuaHa
Saymara Ha Cesepozanaza™. Xyawvp UHTErpUpa €IEMEHTH OT
HapoxHuTe recHy Ha [1lan6eii/Shanbei i 1pyru My3uKaIlHU €IIEMEHTH,
00pasyBaiiki M3KJIIOUNTEITHO WHOBATHBEH MY3HKaJeH €3UK, KOHTO
XKHMBO n300pa3zsBa oOwuanmre ¥ MeH3aXUTE HAa HEOOATHUS
ceBepozananeH Kwurait. Pexwucbopsr Yaur Csomuw/Wang Xiaodi B
MHTEPBIO 3asBsBa: ,,]10 BpeMe Ha mporeca Ha Ch3/1aBaHe U3I0JI3BaXMe
Xyavp KaTto OCHOBA Ha IpUIaTa Orepa, M3pa3sBaiKy Hal-MCKPEHUTE
eMOLUM 10 Hal-aBTEHTWYHMA HauuH. ,,CBI3M 3amsiXa ChPUETO
mu“/"Tears Flooded My Heart" (,,Léihuahua ba xin yanle* / JHAETE
2.0 1) e nali-panHaTa neceH OT Xyawvp, 3aNucana ¢ TOMONITA Ha
ChbBpeMEHHa HoTalusA. Tasm TmeceH € apamXupaHa OT YaHr
JIyooun/Wang Luobin, u3BecTeH Karto ,,0amara Ha HapOJHUTE IECHH
Ha Ceeposzanazna“. Ts ce nosBsBa MET IbTU B onepaTa. bazupana Ha
TICHTATOHUYHUSA JaJ] Ocu/ji, IECEHTa HM3I0JI3Ba HU3XOAAII KBHHTOB
WHTEPBAJI C BB3AWIIAN] TOH M BKJIIOYBA HIKOJKO THXKHO 3BYYalld
MEJIOANYHHU eeMEHTH. Te3u XapaKTepUCTHKU N00aBsAT ycellaHe 3a
paszsula U Thra B Ta3W HENpeTeHIro3Ha Menonus Ha CeBepozanaza.
B mnponeca Ha paborara TBOPYECKHAT €KW Ha olnepara KaHW M
Camuna/Salina, mpeacTaBUTENeH HOCUTENI HAa HEMaTepUaHOTO
KyJITYpPHO HacJeICTBO Xyabp oT HuHCs, 3a a M3NbJIHN 1eceHTa. Te s

MOJIAT Aa MPpeCh3Aa/I€ YCCIUIAHETO 3a [IECHE, TOKATO CTOU B IJIAHUHUTC
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Xenan/Helan, BMecTO ga ce M3sBsBa II0 HA4YWHA, II0 KOWTO O TO
HampaBui mpodecnoHanHo oOydeH mesern. Jxao Twueuyn/Zhao
Tiechun, koHWTO TO TOBa BpeMe € OWI BHICTPE3UICHT Ha
HannonanHus WEHTBp 3a CIGHHYHH H3KYCTBa, CIIOMEHaBa B
crenraigHata mporpama ,,Da Xi Kan Beijing “ ('onsmara gpama B
Mexun / KA L 5T), nocerena na omepara ,,Illanxait [lun®, ue
cuimarta Ha Xxyawvp C€ Kpue B HEHHaTa NPOCTOTa, HCKPEHOCT U
HepaduHHpaHa Hpupona. B pesynrar Ha TOBa, KOrato xyawsp ce
TIOSIBSIBA B OTIepara, BeJHAra C€ yCellla CHIIHATa ChIHOCT Ha My3HKaTa
Ha JIpocoBoTo muaro. OcBeH TOBa KOMIO3UTOPHT MeHr VYeilnyH
M3IBUIO e € ONpsI Ha (DOJKIIOpHATa My3HKa, 33 Ja Ch3/1a€ HIKOIKO
€MOIIMOHAJIHO 3aBIAAABAIld M PETHOHATHO O00OTaTeHW IECHHU.
Hanpumep, apusara ,Hua'er San Chang* (Tpm wu3nbpiHeHHs Ha
xyabp/Three Performances of Hua'er / {£ )L —V§), nsnbianena ot
Ilyiixya/Shuihua ( 7K £ ), ce mosessa Tpu mbTH B omepara,
nopdepraBaiku mpomensmure ce emouum Ha lllyiixya mpe3s
pasNMuHUTE TEpPHOAM OT  JpamaTn4yHoto gelictBue. Tosa
TIPOM3BEICHHE BKIIFOYBA MEJIOJMIHNTE XapAKTEPUCTUKH HA Xyasbp Ha
Huncs, Bp3mpremaiiki ¢popMara Ha TEKCTOBETE Ha Xydbp, B KOUTO
BCSIKA CTPYKTypa € JIbJira YeTHPH Pefa, C pelyBala ce CTpPyKTypa oT
YEeTHH 1 HedeTHH penose. [1o BpemMe Ha M3ITBJIHEHNETO Ca BKIIIOYCHU
BMETHATH TyMH 3a OITBJIBAHE Ha Xyawp, Karto Hampumep "Y1 chang
hua er yo" (Koraro ce miee xyawsp, 0) 1 "Y1 nidn san bai liu shi ri yo"
(Tpucra mecTaeceT AHU B TOJIMHA, 0). Te3u BMETHATH IyMH (BCTaBKH),
0COOCHO 3BYKBT ,,A0“, CB3IaBaT 3aBIAJsABAIO ITIPSKUBIBAHE 32
my0MKara, Kapaky s Jja ce 4yBCTBa CSKalll CTOM B ITycTHHATA ['00H
B HeoOsTHUsT CeBepo3amnal.

Omepara ,,JImannnara Humsn® (Yimeng Shan / JT 5 1) e

Hanucana ot Yanr Csonun/Wang Xiaolin u JIn Yencio/Li Wenxiu, ¢
30



My3uKa, Komriozupana ot Jlyan Kait/Luan Kai (mpemuepa 2018). Tazu
omepa ChUYeTaBa KAKTO JyXa Ha BpPEMETO, Taka M JIOKAJHH
XyAO)KECTBEHH XapaKTEPUCTHKH, Karo ce (okycupa BBpXY
M3IION3BAHETO HA €THHUYECKH (DOIKIOPHU MY3WKAJTHHA MaTephald B
KOMIIO3HMIIMATA CH. B Hesl ce M3Mon3BaT roisiM Opoi elIeMEHTH OT
HapomHuTe TecHH Ha [llaHTOHT, KOETO € 3HAYHMTEeNleH NIPUHOC 3a
n3pa3sBaHe Ha HAMOHAIHOTO Upe3 JIOKATHOTO B KMUTAlcKaTa orepa.
Ilecenra ,,JImanunara fII/IMLH, 3apuHAru poxutenu (Yimeng Shan,
Yongyuan de Die Niang / #T5< 1L, 7/KIZ[)Z 4R) ce nosesisa B ceHa
6 1 ¢ 1 moceqHaTa apus B oniepara. [1o OTHOIIEHHE HA My3HUKaTHATa
KOMITO3HIUS, TS HW3IMOJI3Ba MY3WKATHUTE €JIEMEHTH OT HapogHara
neced Ha Illanmonr , IlmannHCcKa Menoaus Numpu (Yimeng Shan
Xiaodiao / IT5< 117N ifi]), kosiTO ce moBTaps IEpHOAMYHO Mpe3 LsIaTa
omepa. Thil kKaro ¢ MHPOKO HM3BECTHA MECEH, KOATO BH3XBaJIABa
peTHoHa Ha IUTaHWHATa NumbH, MenoxusTa i pe3oHHpa ABIOOKO C
myONMKara, OCTaBsiKN He3a0paBUMO BIICUATIICHHUE.

B omepara MHOTO OT apuuTe Cce OTIMYABAT C HECHMETPHYHH
CTPYKTypH B Tekcra. [lo OTHOIIEHWE HAa PHUTHMA, CTPYKTypaTa €
CpPaBHUTEITHO TpaBIUIHA (CHMETpUYHA) - C KpaTkd (pasd, YecTo
CeIBalld MOIEJN Ha BBIPOC - OTTOBOpP. MeNOomuuTe H3IMOI3BaT
IOIMPOKO TIOBTOpEHHE, ¢ ()UHU BapHUaHTH, BBHBEKTAHH BCEKU ITBT,
KOTaTo TeMaTa ce IOBTapsl.

JJnannnara MumbH® e PEBOJIIOIIMOHHA Olepa ChC CHIHH
MECTHH €THHYCCKU XapaKTePUCTUKU OT MpoBUHIMS XyOei. Ts moxe
Jla ce cuMTa W 3a 00pas3loBO MPOM3BEICHHUE, B KOCTO CTHUYCCKHUTE
MY3UKAJIHU CIIEMCHTH Ca YCIICNIHO HHTETPUPAHU B HAIMOHAITHATA
omepa, JEMOHCTpUpaWKH OOraTroTo pPErHOHATHO  MY3HKaJIHO
HACIIC/ICTBO Ha XyOeii.

Ot HavanoTro Ha Cb3/1aBaHCTO Ha ONECpHU NPE3 MUHAJIUA BEK CC
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CTUMYJHpa CBOOOTHOTO TBOPUYECTBO C KYNTYPHO-XYIOXKECTBEHOTO
nBikeHneto ,,Cro meetsa”. To e cp3mameHo B Kuraii mpe3 1956 ., 3a
J1a HaChpIX CBOOOIHUSA TUCIIYT M pa3BUTHE HA PA3INIHU UACH, POPMHU
Ha W3KyCTBO W TBOPYECKO H3pa3sBaHE, KAKTO W J1a TMO3BOJM Ha
TBOPIUTE J1a MIPEACTABAT PA3INIHA MHEHHSA. [IBIDKCHHETO TOAKPETIS
MHOTO00pPa3HeTo W MHOBAIMHTE U Ce HAIBA 1a HACHPUU COLIMATHUS
1 KyJITypHHS TIporpec 4pe3 MHorooOpazue. Moke OM 3aTOBa €HH OT
pe3yaTarure e, 4e B cb3nafgeHure onepu ot 50-te u 60-Te ronuHu UMa
pa3IMYHH TEMH, TMPEICTABCHH B Ha3BaHHWATA HA YacTH OT TAX:
,,CeBepHHUAT BATHp Ayxa‘“, ,YepBeHa Bpb3Ka Ha miaBata”, ,,/IpI00K
CHAT mpe3 Aeser 3uMmu‘, ,,Ona 3a yepBeHara ciuBa‘“, ,,bponupanu
YyepBeHU 3HaMeHa™, ,,Bopara ciusa ot miuaHuHuTe®, ,,BbIHU B €3epoTo
XoHnxy*.

3.3. /3nomsBaHe Ha XapakTepHH TPAIWIMOHHHU JIAZOBE B
KUTAUCKHU oNepH

OcHoBara Ha TpaJWIMOHHATA KHTAalCKa MYy3UKa, OCOOEHO
My3UKara Ha HAIMOHAIHOCT XaH, € WM3rpaleHa MPEeJUMHO BBPXY
nenTaronukara (TL= &7\ / wiishéng didoshi). Topa € cbIIHOCTHA U
MpeJCTaBUTEIHA  XapaKTepHCTHKa Ha  KWTaiickata  My3HWKa.
[leHTaTOHUYHUKATA U 3BYKOPEIBT i KAKTO BEYE IMOCOYHX, CE CHCTOU
oT 5 ToHa: eyn/gong, wvn/shang, 03roeljue, daxcu/zhi, n r0/yu. Beekn
OT Te3W TOHOBE MOJKE /1a € OCHOBEH M TaKa ce 00pa3yBarT IeT pa3IndHu
MIEHTaTOHUYHU 3ByKopena. Hanpumep nanx 2yn € ¢ OCHOBEH TOH 2yH/ IO
u cbe 3Bykopen C D E G A (C).

XeKkcaToHHKa M XeKcaToHudeH 3Bykopen (7577 W / liushéng
diaoshi) ce oOpasyBa upe3 mo0aBsHE HAa €IMH CIIOMararejeH WU
npemusapanl ToH (5 / pi@nyin) KbM OCHOBHUTE IIEHTATOHUYHH.
Haii-uecto cpemanute nuanun/pianyin ca bianzhi (24, xsapra
cnpsiMo 2yr) wiu biangong (25 / maska centuma crpsimo 2yr). Toit
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no0aBsi [BAT M HM3BECTHA CTEIEH HAa MY3UKAJIHO HampeKeHHe.
Hanpumep, moGamsiHeTo Ha bianzhi Moxe na cb3gane HO-sSpKO, HO
JOHSKB/IE HECTAOMITHO yCelane, a fo0aBsHeTo Ha biangong BOOH 10
MEKOTa HJIH MEJIaHXOJIHUS.

Xenratonuka u xentaronnden 3sykopen (LE I / gisheng
diaoshi) ce oOpa3yBa upe3 no0aBsHE Ha IBa NUAHUH KBM
IIEHTATOHUYHUTE TOHOBE. XENTAaTOHMKATa € [0-00raTa U Mo-CJI0XKHA,
HO TOHOBETE nuaHur OOMKHOBEHO OCTaBaT IOJYMHCHU HA IETTE
OCHOBHM  IICHTAaTOHMYHK TOHA. Pa3jM4YHUTE  XEeNTaTOHUYHHU
KOMOWHAIIMM [aBaT pPa3HOOOpa3HM IIBETOBE W EMOLHOHAIHU
yCeIIaHuUs.

Bropekn ve meHTaTOHWMYHATa CHCTEMa € O0Iara OCHOBa 3a
rolsf9a 9acT OT KWTaiickata My3WKa, HeifHaTa ymoTrpeba Bapupa
3HAUYUTEITHO B Pa3NIMYHUTE PETHOHH, ETHHYCCKH TPYNH U JKaHPOBE,
MMOKa3Baiku MecTeH konoput. Hampmmep, FOkHata my3mka (Hamp.
Jiangnan Sizhu / YI.F§22/7) ce xapakTepusupa ¢ IJIaBHH, TPAIMO3HH
U JCIMKATHH Menoaud. YecTo M3MOI3Ba JIad fo0 WIH Jaj O03i0¢ B
MIEHTATOHUYHU WM XCTATOHUYHU (POPMHU.

Kuraiickara omepa (KakTo CHBPEMEHHH IPOU3BEACHUS,
BIBXHOBCHH OT 3alajgHara olepa, Taka W TPAAUIUOHHATA Xiqu)
M3II0NI3BA JIa[JOBETE KAaTO OCHOBCH HMHCTPYMEHT 3a OQOpMsIHE Ha
My3UKaJIHU 00pa3u, 3a W3pa3sBaHe Ha €MOIMH M 3a Ch3/lIaBaHE Ha
arMocdepa. M3mon3BaHeTO Ha TEHTATOHUYHA W CBBP3aHU C Hes
XENTATOHWYHHU JIaJI0BE, € OT OCHOBHO 3HAYCHHE 3a OCHTypsBaHE Ha
pasno3HaBaeM ,,KHTAaHCKHU BKyC Ha My3uKara. Paznuunute nagose
MOXE Ja TOJACKa3BaT HIACHTUYHOCTTA WM JHYHOCTTA HA TEpPOsl.
3ByKOpEOUTe Ha 2yH M WibH MOXKE Ja TMOAXOXKIAT Ha CHIHHU, SPKH
MIEPCOHAXH, JIOKATO T€3H Ha /0 U 03/0€ YeCTO CE MU3IOJ3BAT 32 HeXKHU

WIIM MEJIAaHXOJIMYHH I'€POM.
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CrokoifHUTEe, CTAaOWIHHM MENOAWH B Jal 2yH MOXe Ja
n300pa3sBaT MHUPHH CHEHH. [VI3MON3BaHETO HA KuaHuH WA
MIPEMHUHABAHETO OT COMH Jaj B APYr MOXE J1a M3pa3u KOH(IHKT,
BBIIHEHHE, CKPBO U Ap. BucoknuTe perucTspu Ha 0jicu WIH 2yH MOXKeE
Jla TIpeaiaT TepondeH OyX WM AWHAMAYHY CUTyanuy. V3BuBamiy ce
MEJIOAMH B HUCBK PETHUCTBP B JIaJ /0 YECTO M3pa3siBaT Thra WIN
KOITHEX.

JeraiinHo 00sCHEHaTa KHTalcKara JIafioBa CUCTeMa, OasupaHa
Ha TIGHTaTOHWKA, Ha XCKCATOHWYHW W XENTATOHWYHH 3BYKOPEIH,
romara Jia ce aHaJIM3Hupa Kak Te3H JIaJI0BE CE MU3I0JI3BAT 3a Ch3/1aBaHe
Ha pa3MO3HABaEM ,,KHTAWCKM BKyC B HAI[MOHAJIHUTE OIEpH, 3a
XapakTepu3HpaHe Ha TEPOMTE W 3a M3pa3siBaHe Ha CIEHU(DUIHU
eMOoIMH 1 atMocdepa. SIpku OT TakaBa IIEJHA TOYKA Ca MPUMEPH OT
onepara ,,Jlxkuan JDxue“, B KOUTO MPEXOIUTE MEXKIY pa3IMyHU
TPaJULMOHHHN JIaI0BE (2VH, uoicu, 10) CE M3ION3BAT 3a MpelaBaHe Ha
BBTpEIIHATa PENIMMOCT Ha INIaBHaTa TrepouHs. JIpyr XapakrepeH
aHaIM3MpaH NpuMmep e apusra ,.bpar He naBa, IBeTATa HiIMA Ja
ubpdrar/“Brother Doesn’t Come, the Flowers Won’t Bloom” ot
omepara ,lIpe3 aBryct ocmanTyc Lb(TH HaBCAKBAE, B KOSTO
JIaJI0BUTE MPOMEHN MAPKHUPAT CMsSHA Ha ChCTOSHUS Ha BH3BHILIECHOCT,
HarpexeHue, KOnHex. Upes Te3u TEeXHUKH Ha N3TpaXk1aHe MeIoauATa
€ eIHOBPEMEHHO Oorara ¥ W3pa3sHuTelIHa, BBIUTBIIABAMKHA KAaKTO
HalpeXeHHEeTO B TeKCTa, Taka U eMOLMOHAIHATA ABIOOYMHA B HETO.

3.4. IlpunoxeHue Ha TPAaJULMOHHU MOAEIH PHUTBM IpU
Ch3/1aBaHE HA HALMOHAIHOTO B KUTACKU Oonepu

Banysn/bangiang (B 1K), usBecten cbuio karo "BapuaHT B
ctua 6an" WM "CTPYKTypa ¢ IMPOMEHIMBO TEMIO B CTWi OaH", ce
OTHAacs A0 CTPYKTypeH KOMIIOHEHT B KWTaiickaTa TpaJAULUOHHA

OIli€pHa MY3HUKa. ToBa e BUA TICCHE, IpPHU KOCETO HCETOBUTEC PHUTHM,
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METPYM U TEMIIO CE M3II0NI3BAT 3a Ch3/1aBaHE Ha ONPEACIICH HAYMH Ha
W3INBIHEHUETO. banysan € W3KIIOYUTETHO Oorar Ha XyJO)KECTBEH
n3pa3 ¢ JMPUYHHU, HAPATUBHU M ApaMaTndHu GyHKnuu. B cuctemara
OaHysH WMa PA3TUYHN PUTMHYHH THIIOBE (6aH) CBC CHEHUPUIHU
Opamarypruaan  (QyHKumu: JmpudHa (0aBeH Oax), HapaTHBHA
(ocHOBeH 6ar) n apamarudHa (0bp3 wiu cBoOoneH Oan). OCHOBHHTE
(YHKIMY - TUPUYHH U IpaMaTHIHHA, OOMKHOBEHO ca B HAYaJIOTO U B
Kpas Ha BOKaJHaTa 4acT.

AHanu3upaHu ca nOpuMmepu OT omepure ,,.bpakbr Ha Cs0
bpxeit*“ u ,YepBeH kopan“, KOUTO MOKa3BaT Kak T€3H TPaAULIMOHHHU
PUTMHYHH MOJENM C€ IIpWiIaraT 3a W3rpakJaHe Ha CLEHHUTE W
XapakTepuTe Ha OINEPHHUTE TepoH. SIphbK mpHMep 3a M3IOA3BaHE Ha
Goratute B3MOXXHOCTHU Ha OaHysH € 1 apusTa , [ nenaiiku Gopenmre
ce Xopa I10 CBeTa, BCHIKH ca ocBoboxeHn /" Looking at the Struggling
People of the World, All Are Liberated" or omepara "UepBeHara
reapaus Ha XOHXy".

3.5. WznonsBaHe Ha NPUHLIUIM HAa XapMOHHUATA B KHUTalCKU
orepu

[Ipunaranero Ha eBporneicKkaTa XapMOHHYHA CHCTEMa KbM
TPaJULIMOHHUTE KHUTAHCKM MEJIOAMM OCUTypsiBa OOTraTH W3pasHu
CpeAcTBa, TIOAYEpTaBaliKM KAaKTO XapMOHWYHATa Kpacora Ha
MEJIOANATA, Taka M J00aBsHKM MMOBeYe €MOIMOHAIHA ABIOOYMHA B
KuTalickara onepa. Upes XxapMOHHATA KOMIIO3UTOPUTE MOTaT SIPKO J1a
N3pa3aT eMOLMHTE HA TEPOUTE, Ja 3a/IBMIKAT CIOXKETa M Ja BIbXHAT
HOB JXMBOT Ha CJIMBAaHETO HA TPAJUIMOHHH M MOJAEPHU OIEPHH
CpeAcTBa M Taka Jla MOTHPCAT HOBM HAYMHU 3a M3pa3siBaHe Ha
HallMOHAJIHOTO. banmaHcupaneTto Ha TpagUIMOHHHUTE MEJIOIUYHH
XapaKTepUCTUKK Ha KMTalcKkaTa My3uKa ¢ XapMOHHYHATa KpacoTa Ha

3alaHaTa My3WKa OCTaBa MPCAU3BUKATCIICTBO NPU CH3AaBAHCTO Ha
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ChBpPEMEHHA KUTAMCKa OIepa.

Omnepure ,YepBenusar ¢enep”/"The Red Lantern" u
,,Birodenure nenepynu /,,Butterfly Lovers™ ca mpumepu 3a ycnenrHo
M3MO0JI3BaHE HAa XapMOHUATA C IEeT Ja 3aABJIO0YN EMOIMOHATHUS
WHTEH3UTET Ha My3HKaTa. BbB BTropara Hampumep 4pe3 cpecTara Ha
XapMOHUTA Ce MTOAYEPTAaBAT EMOIMOHATHUTE KOJIeOaHNS Ha TEPOUTE,
0CO0OEHO B CIICHH Ha Cpella U pasfsiia Ha IIABHUTE TIEPCOHAXKH.

3.6. Mznon3BaHe Ha TPaAULMOHHU KUTAWCKU MHCTPYMEHTH B
OTIEPHU NTPOM3BEICHUS

W3nom3BaHeTo Ha TEeMOPOBUTE BB3MOXXKHOCTH Ha TPAJUIUOHHH
WHCTPYMEHTH B KHTAiCKU OIIEPH € OIle €ANH HAYMH 32 IOCTUTAHE Ha
HAllMOHAJHM  XapakTepucTUKH. CrenuuKuTe HAa Pa3THIHHUTE
WHCTPYMEHTH [IONIBJIBAT H3Pa3HUTE CPEICTBA, W3IOJ3BAHH OT
KOMITO3UTOPHUTE W CH3JaBaT JIOKaJeH kojopuT. Cpen mpumMepuTe €
onepara ,,bsanara smus‘“/"The White Snake" (Bai Shé Chuan / ¥
1%). Ta neuenu Harpaga ,,[lymausp® 3a mysuxa (2011). KoMnosuTopsT
mpogecop dxoy Jlonr/Zhou Long crtaBa WbpBUSAT KUTAHCKH apTHCT,
TIOJTyYHMJI Ta31 MPECTIDKHA Harpasja.

3a TOBa CBOE NPOM3BEICHUE aBTOPHT € M30pall XapaKTEepHH 3a
KdTalicKkata  TPaAMIHOHHA  Omepa  O3uHO310  TEPKYyCHOHHHU
HHCTPYMEHTH - TOJISIM TOHT (0a 1yo/da [uo), MabK TOHT (csi0 yo/xiao
luo), wunenn (nao 6o/nao bo) m banyu (bangzi), Hapen ¢ APYTH.
CreniBaiiky NPUHIMIIATE HA OpPHAMEHTHpPAHE, PA3IMYHH ,,pUTMHU 32
roHr u 6apabann® (9 &% 1) ce nsnonssar B usiiata onepa. Hanpumep,
B ITBPBOTO JieiicTBHeE Ha ,,The Broken Bridge*/Pa3pymenust moct®,
kbaeTo raBHuTe repon Cy Cuan/Xu Xian u bait Hannn/Bai Niangzi
n3passBaT B3aMMHATa CH MPHUBBP3AHOCT KbM PaspymieHusT MocT Ha
3anasHoTO €3epo, KOMIIO3UTOPBT M3I0JI3Ba PUTMHUYHH CTPYKTYPH Ha

yAapHU HHCTPYMEHTH OT 03UHO310, N3pA3sIBalKH CHIIHUTE €MOLIMH Ha
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ZIBaMaTa Iepou, 3aCHiIBa ApaMaTH3Ma U Ch3/1aBa HAIMOHAJICH KOJIOPHT.

3.7. EcreTuka Ha My3HKaTa B KUTalCKaTa onepa

IIpe3 BrOpara mnonoBuHa Ha XX BEK €CTETUUYECKUTE
npenmounTanus B Kurail mpeTsprisiBaT MHOXKECTBO TpaHC(HOpPMAaLHH,
0COOCHO TOBJIMSHHM OT HPOMEHSLIMS C€ HCTOPHYECKH KOHTEKCT,
MOJIUTHYECKAa Ccpela W OOIISCTBEHM TeHIeHIMU. EcteTndeckure
TEHACHUNH CPeX KHTaHCKUTE KOMIIO3UTOPH M LIMpOKaTa IMyOJInKa ce
oopMAT B pe3ynTaTr M Ha KylITypHHs 00MeH Mexny Kurait u ayxnu
CTpaHH, COLMAJHO-IIOJUTHYCCKOTO pa3BUTHE B CTpaHarta U
HaBJIM3aHETO Ha 3aIlaIHOTO CHhBPEMEHHO M3KycTBO. Cpel nprMepHTe
3a XapakTepa Ha eCTeTHYSCKHUTE MPEIIIOYUTAHNUS B ONICPHUS JKaHp ca
,Uepsenara sxencka apmus“/"The Red Women's Army" (L1 4R T %,
hong se niang zi jun) wu ,,C60rom, Most Hanoxuuie“/ Farewell My
Concubine" (%i T 74, ba wang bie ji, 1989-2006).

B 3akirouenue me 0000, Y& H3CISIBAHETO HA HALIMOHAHUS
CTHJI B KUTajickara olepHa My3HKa OT BTOpaTa MOJIOBHHA Ha XX BeK
pa3KpuBa JUHAMHYEH IPOLIEC HA KYITYPEH CHHTE3 W WHOBALHH,
BUIIMH B OTJCIIHM €Tald Ha pa3BUTHE U KOHKPETHH TBOpOU. Upes
CB3HATEJHO M TBOPYECKO 3aMMCTBAHE, aJalTUPaHE U NPEOCMHUCIISIHE
KaKTO Ha 3alajJIHATe ONEPHU KOHBEHILMH, TaKa U Ha COOCTBEHOTO CH
0orato My3WKaJHO HACleJCTBO, KATAIICKUTE My3MKaHTH YCIIABAT Ja
CB3aJ1aT YHHKAIIHA, )KU3HECIIOCOOHA U COLIMAITHO 3HaYnMa GopMa Ha
HAalIOHAJIIHO OIIEPHO M3KYCTBO. TO3HM ONMT NpOABIDKaBa Jxa Oble
LIEHEH Pecypc M OCHOBA 3a I0-HATATBHIIHOTO Pa3BUTHE Ha JKaHpa B

CbBPEMCHHUSA CBAT, KAKTO IIOKAa3BaT Hail-HOBH OIICPpHU TBOp6I/I.

> Ha 6bIrapcku ToBa NpOM3BEIEHHE € TIPEBEK/IaHo olle Kato ,,CHorom,
CIIBTHUIIE MO,
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I'maBa 4. Kutaiicku HallMoHaJIeH CTHJI HA ONIEPHO MeeHe

UeTBbpTa IM1aBa ce KOHIIGHTPHUPA BPXY BOKATHOTO H3IThIHEHHUE
KaTo KJIIFOYOB €JIEMEHT Ha HAIIMOHAJHHA CTHJI B KUTaicKaTa orepa.
[Ipocnenssa ce eBoMIOIMATa My OT TPATUIMOHHHUTE (GOPMH IO
CBHBPEMEHHHUS CHHTE3 ChC 3aIlaJIHU NEBYCCKH TeXHUKH. [IpencTass ce
n3pabOTEHMAT B IPaKTHKaTa HOB METOJ 3a ITeeHe B KUTalCKaTa orepa
1 Ce aHANM3UPAT BAXKHU IOCTIKCHUS BBPXY KOHKPETCH MY3WKaJICH
MaTepHal.

4.1. XapaKkTepHUCTHKH HA TPAAUIIMOHHOTO HAMOHAIHO OIEPHO
nieeHe (xiqu)

Tyk me aHAIM3UpaM IEBYECKUTE XapaKTePUCTHKH B KUTalCKaTa
HaIOHAJTHA TPAAUIHOHHA OTIepa U TAXHATa CBBP3aHOCT C MY3HKaJTHH
1 KyATYpHU CHEIU(HUKH, 3aIIOTO T€ BIUAAT BEPXY KOMIIO3UPAHETO H
M3IBJIHEHUETO Ha OmepH, cb3naneHu B Kurail npe3 XX Bek.

Cebp3aHocT ¢ TumnoBeTe poiu (hangdang). TpaaumuOHHOTO
neeHe B Kuraii e TICHO mu(epeHIMpaHo CIOpe TUMA PO — MBXK
(wvn), xeHa (Oar), MBX C U3PHUCYBaHO JHILE (03uH) WIH KIOYH (Y0y).
Bcesika pornst mMa cBOH yHHKaNleH TeMOBp, BOKAJTHA TEXHUKA U CTHI Ha
CICHHYHO MOBeNeHNe. Te3n XapaKTepUCTHKH CHINO Ce M3IIONI3BAT 3a
IpeJaBaHe Ha HAIIMOHATHOTO B HOBUTE KUTAHCKH OTIEPH.

Pernonannoct u Bpb3ka c e3uka. [onemure repuropun Ha Kurait
ca TIpenmocTaBKa 3a IosBaTa HAa MHOXKECTBO TPAIWIIMOHHU
MY3UKATHO-CIICHUYHU KaHPOBE. BCEKM jkaHp, OBIHSIH OT MECTHHUTE
JUATICKTH, KYJITypa U My3UKAIHO H3pa3sBaHe, MPUTEKABA PA3IUIHU
BOKQJIHM CTWJIOBE W METOOM 33 BOKAIHO OpHAMEHTHpAHE.
MenoguyHOTO pa3BUTHE € TACHO CBHP3aHO C TOHOBETE M TNIACHHUTE
3BYIIM Ha KuTaiickure Hepormudu. MenomusaTa cieBa TOHOBETE Ha

KUTaNCKUTE ﬁepornn(bﬂ, 3@ Jda C€ IHOCTUTHE CAHOBPEMCHHO
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pa3dupaeMoCT Ha TEKCTa W My3HKaJIHA KPacoTa (TOBa € MPHUHIUIBT
»ACHA JUKUMA W IwiaBHa Menomus™ / - IEJIE [d). TpaguuuonHoro
TIEEHE HE MPOCTO UMHUTHPA PEUEBH TOHOBE, A TH CTHIM3HPA.

Pesonanc um TeMObp (gongming yii yinseé / F:Ng 5 3% ).
AKXIEHTBT ce TmocTaBsi BbPXy OGOPMSHETO Ha 3ByKa M HEroBara
SICHOTa, KaToO 4ECTO CE€ M3I0JI3Ba ITIaBOB M HOCOB PE30HAHC, 32 1 CE
ch3mane cnenuuIeH TeMObp.

BokanHn TexHWKM W pUTBM. M3momsBar ce crenupuuHHA
TEXHUKH KaTo CMECBaHE Ha TPbAEH Iiac ¢ ¢aner (0coOeHO mpu
XKEHCKHUTE pOJIM), Oorara OpHAMEHTHKAa M KOHTPOJI HA JUIIAHETO.
PuTMUYHATA OpraHU3aIKs ce MOUMHsBa Ha cuctemara oanuu (F ),
KOSITO oOmpenessi TEMIOTO M (pasHpaHeTo B 3aBHCHMOCT OT
JpaMaTH9HaTa CUTyalusl.

WHcTpyMeHTaneH akOMIIaHUMEHT. TpaJilnOHHHUAT OPKECTBD €
pa3zierneH Ha MEJOAWYHA CeKIUs (VvHuaH) U yaapHa ceKuus (yuan),
Karo BCSIKA MMa SICHO OIpeieNneHH (QYHKIMM 3a IOJAKpena Ha
BOKAJIHATA JIMHMS U 32 Ch3/1aBaHe Ha JApaMaTyprudHa armocdepa.

4.2. 3auMcTBaHe OT 3alaJHOTO ONEPHO MEeHE B KUTAWCKU ONEepU

[Ipe3 Bropara nonoBuHa Ha XX Bek ¢ orBapsiHeTO Ha Kurai
3amaJHUTe BOKAJIHM TEXHHKH, OCOOCHO HTAIMaHCKOTO OEIKaHTO,
3ar04Bar Jja OKa3BaT CHIIHO BIMSHHE BbPXY KUTAMCKUTE MYy3HKaHTH.
Kurajickute mneBny, MHOTO OT KOWTO ydyaT B 4YyXOWHa WM B
pedopMHUpaHnTe KUTaliCKM KOHCEPBaTOPHH, BB3IPHUEMAT 3araJHUTe
METOJM 3a KOHTPOJ Ha [WINAHETO, pa3MIMpsBaHe Ha BOKAJIHUS
JIMana3oH, IOCTUraHe Ha TeMOPOBO pa3zHo0Opasne U Mo-HI0AaHCUPAHO
€MOIIMOHATHO M3pa3siBaHe.

3ananHara omepa ce (okycupa BbpXy NepdekTHaTa BOKasiHa
TEXHHWKa, MO-CIIEIHAIHO BBPXY NONOOpSBAaHETO Ha BOKaJIHAra

H3PasUTCIIHOCT Ype3 pas3IMYHU TCXHUKH. Tpa)II/IIII/IOHHaTa KUTaKicKa
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ormepa HaOmira Ha IPOM3HONIIEHHETO M HAa EMOIMOHAIHOTO
n3pas3sgBaHe, HO € CKJIOHHAa Ja ObA€ CPaBHUTEIHO OIPOCTEHA IO
OTHOIIICHNE Ha BOKAJTHUTE TEXHUKH. 3@ pas3iMKa OT TOBA, 3aMaJHOTO
omepHo OoOy4YeHHEe OTHaBa IO-TONSIMO 3HAYCHHWE Ha OOTaTCTBOTO U
pasHooOpa3uero Ha TeMOBpa.

4.3. HoB MeTopx 3a TIeeHEe B KUTAHCKN HAIIMOHAIHU OTIEpU

HoBusT MeTox 3a meeHe HE € Ch3AaACH IO CTPOTO TEOPETHUCH
ITBT, & CE Pa3BUBA ITOCTETICHHO Ype3 MMPAKTUKATA HA N3ITBIHUTEIH KaTo
JIu I'yiin u ¥V bucs. brarogapenne Ha cBOs TalaHT, yCHIIeHa paboTta u
KENaHHe 3a MOACPHM3AlMsA Ha KHUTalickara omepa Te yclsBar Ja
HaMepAT OallaHC, KaTo MpwIaraT HayYHUTE NPHUHIMIN Ha 3aragHara
BOKaJIHA TEXHHKa, 0e3 ma TyOsaT crernuduyHus TeMObp, AUKIUS U
€MOIIMOHAJIHA IPSIMOTA, XapaKTepHH 3a KUTalcKara Tpaauims. To3n
CHHTE3 IT03BOJISIBA HA MIEBIIUTE /1A CE CIPABAT C MO-CI0KHUTE BOKAITHA
M3UCKBAaHUs Ha ChbBPEMEHHATa OIIepa, KaTo CHIIEBPEMEHHO 3ara3Bar
HalMOHAJIHATa UASHTHYHOCT Ha 3BY4YEHETO.

To3n HOB MeTOJI 32 cMECBaHe Ha 3anajHU U KATAHCKH MEBYECKH
TEXHUKH HsAMa CIUH-CIMHCTBEH OCHOBATeN, a C€ € pa3BHBaJI
MIOCTETIEHHO 4Ype3 KOJNEKTUBHHUTE YCHIIMATA Ha Pa3IMYHU TEBLU U
MY3HKaJIHU niefaro3u. [Inonepure B Ta3n JeHOCT ca OMIM MPEeANMHO
KHTaWCKH TEeBIH, KOUTO Ca YUWIN B UyXXOMHA, yCBOSBAWKH 3alagHu
BOKAJIHW TEXHHUKH U OTIMTBAWKH C€ J1a TH MPUIIOKAT KbM Ch3/IaBAHETO
W W3IBIHEHHWETO Ha KuTalicka omepa. To3um mpomec € 0coOeHo
nHTeH3uBeH npe3 80-te u 90-te roquHu Ha XX Bek ¢ pa3BUTHE Ha
NoNUTHKHTE 32 peopmu B Knraid.

Upe3 aHanu3 Ha 3alUCHUTE HA U3BECTHU neBuM Karo JIu I'yitn u
VY bucs Moxe Aa yCTaHOBHM, Y€ T€ JEMOHCTpUpar (UH KOHTPOI
BBbpPXY TEXHHKHTE 3a 3alaJHOTO ONEPHO IEEHE, KaTO ChIIEBPEMEHHO

HUHTETpUpar TpaaulHUOHHHU KHUTAMCKH TOHAJIHU XapaKTECPHUCTUKU.
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Hanpumep, BbB BHCOKHTE CH TOHOBE T€ H3IONI3BAT TEXHHKH Ha
OenKaHTO, 3a Ia OCHTYPSIT SICHOTA U CTAaOMIHOCT HAa TOHOBETE; TOKATO
3a ma wu300pa3sBaT TparuyHd WA APaMaTHYHH CBCTOSHHS, TE
U3MON3BAT TPAAULINOHHH KHTAHCKH 3BYKOBH XapaKTCPUCTHKU U
puTBM, 3a Ja 3agbiI00YaT EMOLMOHAIHOTO BB3ACHUCTBHE U
IpaMaTH9HUS KOHQIUKT B oOpa3za Ha repos. Tasm KoMmMOMHAnus
NO3BOJISIBA HA W3IBIHCHWATA MM [a IPUTE)KAaBaT apTUCTHYIHATA
U3THHYCHOCT HA 3alaJHaTa olepa, Karo CHIICBPEMEHHO 3ala3Bar
€MOLIMOHATHOTO HANPSKEHNE HA TPaJUIMOHHATA KUTAlCKa omepa.

4.4. My3ukaneH aKkOMIIAHHMEHT Ha BOKalHATa My3HKa B
KUTAMCKHUTE OIIEPH

Bokanau popmu. @opMu KaTo apsi, pEYUTATHB, aHCAMOBII U XOP
ca BB3IPUCTH OT 3aMafHHUs MOJIEI, HO Ca aJanTHPaHu. APUHUTE YeCTO
BKJIFOYBAT MEJOAWH, OA3MpaHd Ha MCHTATOHWKA WM MEIOAUH OT
HAapoAHM TMecHH. PeuwmrarmBure abcopOupar pHTMHKATa |
HHTOHALMATA Ha TPaJUIMOHHATA MeloeKiamanus (Huenoait). XopbT
urpae 0CoGCHO BakHA POJISI B OIEPH C PEBONIOLHOHHA M COLMAJHA
TeMaTuKa, U3pa3siBaiiKi KOJICKTUBHATA BOJISL.

My3sukanen akomraHuMeHT. ChbBpeMEHHATa KHTalcKa orepa
M3I0JI3Ba [PEAUMHO 3alajicH CMM(POHUYEH OPKECTHDP, HO B HEro ca
WUHTErPUPAHH TPAJWIMOHHA KHTAHCKM HHCTpyMeHTH. Te He ca
OPOCTO YKpaIlleHHe, a Ce M3MOI3BaT 3a Ch3laBaHe Ha crenupuIeH
KOJIOPHT, 328 XapaKTepH3WpaHe Ha TepoH WM 3a MOJYepraBaHe Ha
pervoHanHa MPUHAAICKHOCT. To3u CMECeH OpKECThp MO3BOJISABA
oorato CUM(OHHYHO pPa3BUTHE, KAaTO CBHIICBPEMEHHO 3ara3Ba
pa3mno3HaBacM HAlMOHAJICH 3BYK.

[pencraBar ce KOHKPETHH MPUMEPU Kato apusta ,,CeBEpHHST
BaThp myxa“ (Bei Feng Chui / JLJXPX) ot ,,Momuuero ¢ Genure

KOCI/I“, B KOATO C€ M3II0JI3Ba CHGL[I/I(I)I/I‘IGH AKOMIIAaHUMCHT C
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TPaIMIMOHHN WHCTPYMEHTH 3a IIOJYepTaBaHE HA HALMOHATHMSA
xosoput. Onepara ,,Cecrpa Izsn*/“Jiang Jie “ ({1.41) e npyr npumep,
B KOWTO Ce aHaJIM3Wpa aKOMIAHMMEHTBT KbM apuAara ,,Oma 3a
uepBeHara ciuBa“/“Hong Mei Zan® (ZLHF4%).

AXOMITaHUMEHTBPT Ha BOKWJIHHTE IIApTHH B Olepara ce
NpeBphIla B HE3aMEHHM M CHJIHO H3Pa3UTEICH KOMIIOHEHT OT
IUIOCTHATA Xy[JO)KECTBEHA KOHIIETIIINS Ha Ollepara, CIy)KCHKH KaTo
€IHO OT KJIIOUYOBHTE IPOSIBIICHHS HA XyHOXXECTBCHATa CTOWHOCT Ha
KHTalcKaTa omepa W IOJYepTaBaiikKd THPCEHUSTA 3a CleHu(uieH
KNTalCKH HAYMH Ha ONIEPHO TECHE.

4.5. benexuTy NEBUM HAa KUTAWCKH HAlLlMOHAJIHU ONEPU OT
BTOpaTa 1noyioBuHa Ha XX BEK

Tasy 9acT OT H3CIEIBAHETO 3aBBPIIBA C IIPEICTaBSIHE Ha
OeJIe)KUTH TIEBIM OT BTopara nonoBuHa Ha XX Bek. Cpen Tiax ca YaH
KyH (ppBata m3nbiaauTenka Ha Cu Ap B ,,MoMu4eTo ¢ OeuTe Kocu*),
I'yo Jlanun (MaiicTop Ha CHHTE3a MEXAY TPaJAUIIMOHHA ¥ ChBPEMEHHA
TexHUKa) 1 YaH FOpkbH (M3BeCTHA ¢ poJsiTa cH B ,epBeHara reapams
Ha XoHxy“). Te3m meBuM ca NHOHEPH W OCHOBHH (GUTYpH B
YTBBPKJaBaHETO HA TO3W HOB HallMOHAJICH BOKAJIEH CTHII.

Kuralickara HanmoHanmHa omepa ce TpaHcopmupa H
MozaepHu3upa npe3 XX Bek. To3u nporec oTpassiBa He CaMo KyJITypeH
JIMAJIOT, HO M CTpaTerndecka €BOIONMS 3a 3aCHIIBAaHE Ha Iio0aliHaTa
1 3HaUMMOcCT. PaKTopH 3a ycIex BKII0YBAT 00pa3oBaresHu peopmu,
TBOPYECKM MHCTPYMEHTAlleH CHHTE3 M pONIATa Ha U3NBIHUTEIH
Bu3noHepn. To3m xuOpuaeH Mozpen OanaHcHpa KyATypHOTO
HACJIEICTBO CBbC CHBPEMEHHHUS H3Ka3, IOJaralilku OCHOBUTE 3a

Obely nHOBauKy B Hadyayioto Ha X XI Bek.
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I'naBa S. IlepcnekTHBHU 32 pa3BUTHE HA KUTAHCKOTO OIIEPHO

TBOPY€ECTBO

Ilera mmaBa pasmiexia NEpCHEKTUBUTE HA KHUTalickara ornepa,
Karo MpaBU CPaBHHUTEIICH aHAIM3 C OCHOBHH XapaKTEPHUCTHUKH OT
XKaHpa Ha 3amajgHara orepa. IIpeamer Ha aHanMM3 € Bpb3KaTa MEXIY
HallMOHAJIHOTO ®  mIobamHoto. (OdepraBaT ce  OCHOBHHTE
TIPEAN3BUKATEINICTBA MIPEJl )KaHPa ¥ Bb3MOKHH HACOKH 32 ITPEACTaBSIHE
1 pa3bupaHe Ha HAI[MOHAJIHOTO B ONEPHUS XaHP U HEHHUAT BT KbM
oIIle TT0-pa3Ho00pa3Ho pa3BuTHE B Hadanoro Ha XXI B.

5.1. CpaBHHUTeNEH aHaJIW3 Ha TBOPYECKUTE KOHLEMIUHK Ha
KNTAWCKH M 3aMaiH OTIepH

IMpuwmmku u pasnuku. Y kwraiickara, u 3amajgHaTa omepa ce
OCHOBaBaT Ha CHHTE3a MEXKAY My3HKa M Jpama, KaTo H3II0I3BaT
cxomHM BoKamHH (opmu  (como, aHcamObBN), QYHKIUH Ha
WHCTPYMEHTAJHUS ChCTaB (IPEIOHs, CHIIPOBOA) U ChOTBETCTBAIIN
cTpyktypu. Haii-o0mo Moxe &a ce 1ocodn, 4e passiuKUTe IpH
Ch3JaBaHe Ha KUTAWCKM aHaJOr Ha oOlepa ¢ HaMOHAIHU
XapaKTepUCTUKH IPOU3THIAT OT PA3IMYHUS KYJITYPEH U HCTOPUIECKU
KOHTEKCT. Kuralickure omepu 9ecTo depmsaT TeMH OT MecTHara
UCTOPHS M PEATHOCT, I0KATO 3aMaHNATE B IPOIBIDKUTEIICH IEPHO]] OT
UCTOpHATA CH C€ pa3BUBAaT NOJ BIMSHHETO Ha MHTOJOTHUAITA,
XpHUCTHUSIHCKaTa KyATypa, eBpoIlelickara NCTOPHUS U B MO-KbCEH eTarl
0Tpa3sBaT ChBPEMEHHOCTTA. 3aTOBa, 3a Jla ce pa3depe ChIIHOCTTa Ha
orepHus xaHp B Kutail M HeroBute cnenuQuKH, ce MpOoCIesIBaT
NIPWINKA ¥ Pa3IMK{ Ha BOKaJHAaTa My3WKa B 3alajHaTa onepa W B
KHTalcKaTa HAaI[MOHAJIHA OTlepa Ha HKOJIKO HUBA.

Boxanun u uHCTpyMeHTanmHu ocobenoctd. Kuralickara omepa

n3nomsBa  crnenuUYHM  BOKAIHH  (OPMH  KaTo  HueHbOau
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(MenofekIaMarys), KOUTO Ca Pa3IMYHUA OT 3aMajHHs PEUUTATUB, U
UMa CBOSI CIIO)KHA CHCTEMa 3a HAYMHU Ha TMeeHe (JIMPUYHO,
MOBECTBOBATENIHO, JPAMAaTHYHO). MHCTPYMEHTAIHUAT CBHCTaB B
TpaJUIMOHHATA KUTaiicKa orepa, pas3zesieH Ha ybHuaH (MEeJIOIuYHA) U
yuan (ymapHa) CEKOWH, CBIIO C€ OTINYaBa 3HAYUTEIHO OT
CTaHAAPTHHUS CUM(OHHYICH OPKECTHpP, KATO yNIApPHHTE UHCTPYMEHTH
MMAaT KIJIF0Y0Ba POJISl B TUPHIKUPAHETO HA JEUCTBHETO M Ch3IABAHETO
Ha CIEHHUYHa aTMocdepa.

5.2. Bpb3ka MexIy HAIMOHAIHHSA W TIOOANHHS XapakTep Ha
KUTalcKara onepa

3ana3BaHe Ha HAIMOHAJIHUS Xapakrep. B wu3cieaBaHeTo ce
MOAYepTaBa, Ye HALMOHAIHHUAT XapakTep € POICH OT MHUCHATA 3a
criaceHHe Ha CTpaHaTa M € B OCHOBara Ha pa3BUTHUETO |
MOMYNISPU3UPAHETO HA KUTalickara omepa. 3a ja Obje ycHemiHa Ha
CBETOBHATA CIICHA, KUTalicKaTa orepa TpsA0Ba 1a MpeACTaBH UMEHHO
CBOSITA HAI[MOHAJIHA YHHUKAIHOCT, 8 He Ja Obje MPOCTO UMHTAIIUS.
[MpeacTaBsHETO HA HAMOHAIHOTO B KUTAWCKUTE Orepu obave He e
KOHCTAHTHO, a Ce pa3BHBa U OTpa3siBa [IPOMEHHUTE B OOLIECTBOTO U
HAIMOHAIIHOTO Ch3HaHME. HalMOHANHOTO B KHUTalickara orepa
n3pa3sBa yxa Ha KUTalcKaTa TpaJAullMOHHA KyATypa.

Ilpu ch3naBaHe HAa HAMOHAIHA MY3HMKa HIMa CTaHIAPT, KbM
KOWTO J1a ce npuabpikame. OTKpUBaHe U MPUIIAraHe Ha HAIIMOHATHOTO
B H3KYCTBOTO caM0O o cebe CH € CIIOKEH MpoleC, Thil KaTo B
KyATypaTa ce OCBIICCTBSIBAT MPOLIECH HA aKTHBHO B3aHMOJICHCTBUE H
WHTETpalus Ha Pa3HOOOpa3HW MY3HWKAIHH JOCTWXKEHUsS. Pa3muanu
HAIIMOHAJHU KYITYPHH KOHOTAIlUM C€ IMOSBAT B HCTOPUYCCKHTE
MIEPUOM OT Pa3BUTHETO Ha OOIIECTBOTO, a HAIIMOHATHUTE CTPEMEKHU
ce MPOMEHSAT. 3aTOBa, OIIEPHUTE TBOPIIH TPSIOBa /1a UMAT SICHO ¥ TOYHO

pa361/1paHe 3a C'BBpCMGHHI/Iﬂ JKHMBOT, aKO HCKar naa OTpaBHT
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HAIIMOHAJIHOTO B TBOPOWTE CH, T.€¢ HAMOHAIHOTO € TACHO CBHP3aHO
CBhC CBBpPEMEHHOTO. Te TpsOBa ma MoraT Ia OTroBapsAT HAa HOBHTE
M3MCKBAaHUS Ha BPEMETO, aKO MCKAT Jla OBJaT MPUETH OT XOpaTa U HEe
TpsiOBa /1a Ce OTKBCBAT OT PEaHUS )KUBOT B OOIIECTBOTO.

To3u HaumH Ha paboTa 3a Ch3IaBaHE HA HAIMOHAJHH IO IyX H
W3pa3HH CPEJCTBA OTIEPH Ce OTKpHBA B ,,byps mo peka SAua3p Ha Ap
Hue ¢ peBOIIOLMOHEH KOJIOPUT, KOWTO MPEACTaBsl CILIOTEHOCTTa Ha
kuTaiickara Haus. Omepara "Momudero ¢ 6ennute KocH" MpencTaBs
[0 BEJNWKOJICIICH HAa4YWH TPAJWIMOHHATA HAIMOHATHA KyNTypa H
M3KYCTBO ¥ W3TIACKBA KHUTAliCkaTa oOIlepa Ha HOBa BHCOTA,
MPEeBPBIIAKI CcE€ BBB BaXXHO MJOCTIDKCHHE B pA3BUTHETO Ha
kuTaiickata omepa. [lo-KbCHO TOpeAWIIa OT KHTAHCKH OIECPHU
mpousBeneHus karo ,Jlmy Xyman“, ,,CBarbara Ha Cs0 bpxeit”,
,lleceH Ha crenta®, ,YepBeHara reapaus Ha XoHXy* u ,,Cectpa 311,
3aMMCTBAT BaYKHU IOCTIDKEHHS B Ta3W IOCOKa Ha TpPEICTaBSHE Ha
HAIIMOHATHOTO. Taka 4pe3 UCTOPUIECKH HATPYIIBAaHUS U OOHOBSIBaHE
KHATalicKaTa KyATypa HacleAsBa KYJITYPHH XapaKTCpUCTHKH U THU
BIUINTA TI0 Pa3IMYeH HAYMH B OTIEPHUTE TBOPOH.

KocMonomutHOCT M OTBOpPEeHOCT. B epara Ha mmobanm3anusTa,
KHTalickaTta omepa TpsOBa Oa ObIe OTBOpEHA W TOJNEPAHTHA KBM
qyKITUTE KYJITYPH, ]a YCBOSIBAa Half-MOOPOTO OT TSX U J1a TO MHTETpUpa
ChC COOCTBEHATa CH Tpagunus. To3u KyITypeH OOMEH € B3aUMCEH U
oborarsBam. ,,OTBOpeHaTa Ky/ITypa“™ U3UCKBa €IMH BUJ KyJITypHarTa
MIEPCIICKTHBA KbM CBETA H TS TPIOBa HE caMo Jia ce POKyCHpa BEPXY
MpeIMMCTBaTa Ha TPaJuLMOHHATa KyATypa, HO U BbPXY ChbBPEMEHHHU
TeHJEHIMH 33 Pa3BUTHE, KOUTO Ja ca B KpaKk C TEHACHUMSITA Ha
CBETOBHO KYJATYPHO Pa3BUTHUE U IOPU J1a Ca BOJCIIH.

VYerexbT Ha KHTAaWCKU OICPHH IIEBIM HAa MEKIyHAPOIHH

KOHKYPCH OT 80-1e TOAWHU HacaM U YCHCIIHUTE raCTPOJIM Ha OICPpU
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kato ,,COorom, MOsi HaJOXKHHUIIE™ JOKAa3BaT, Y€ KUTAHCKOTO OIIEPHO
M3KYCTBO € JOCTHTHAJI0 BHCOKO HMBO W MOXe Ja ObIe MpHueTo u
OIICHEHO B CBETOBeH Mamial. ToBa yBennyaBa ONEpHOTO BIUSHHUE HA
Kuraii mo cBera u BUIUMOCTTa Ha 3HAYUMH KUTAWCKHA ONIEpHU TBOPOU
W TaJaHTIMBU U3ITBJIHUTEIIN.

5.3. IlpenusBukarencTBa MNpU Ch3JAaBAaHETO Ha KHUTalCKa
HaIFOHAJIHA oIepa

Pa3zHoOOpazHa myOJmKa. Enno oT OCHOBHHUTE
MIPEIM3BUKATEIICTBA € HEOOXOAMMOCTTa oOllepaTa Ja OTroBaps Ha
€CTCTUYCCKHUTE TPENMOYUTAHUS HA PA3IMYHH TPYIH IMyOInKa — OT
MacOBHSI 3pUTEI, KOWTO I[CHH JIECHOPa30UpaeMuTe MPOM3BEACHUS, 10
WHTETCKTYallIUTe, KOUTO TBPCAT IO-IBJIOOKH HAIMOHANHH W
XyAOKECTBEHH NocaaHus. Ch3JaBaHETO Ha OTIepa € TACHO CBBP3aHO C
myOnmuKaTa W C OMNpeIeNieH COLHAlleH AacleKT Ha TPIIOKCHHE WU
BB3MPUATHE Ha My3HKaTa. Pa3nnyHara KyATypHA W COIHAlIHA Cpeaa,
My3UKaJHaTa IIOATOTOBKA W TIO3HAHHE Cca NPEANOCTaBKa 3a
onpeneneHu npeamnodntanus. [lopagn ohopMIHETO HA pa3THIHHTE
TPyNH ayIUTOPHH, CH3AaBaHETO Ha OINEPH BOAW JIO H3IION3BaHE Ha
pasHooOpa3nu ctwioBe U popmu. ToBa € eqHa OT MPUIMHHTE 3a
pa3HOO0Opa3HOTO pa3BUTHE HA Olepara M OMpPEACTCH palHOHAJICH
MOAXOA TIPH CH3JABAaHETO ¥, 3a Ja MOXe TS Ja OTIOBOPH Ha
WHTEPECHUTE U IMOJrOTOBKATA HA PA3ITUYHU IPYIH OT CIYIIATENH.

ABTOpPCKH MOJEI—KOJIESKTHBHO TBOpUYecTBO. ChBpeMeHHATa
omepa ce Ch3JaBa OT aBTOpP C WHIMBUAyaJleH H3Ka3 (KOMIIO3HTOP),
KOETO IMO3BOJISIBA JIa C€ U3MO0JI3BA YHUKAJIEH XYJI0’)KECTBEH MOYEPK, 32
pa3iMKa OT TPAaIWIMOHHHS KHTAicKu Tearbp (cuyro), B KOUTO
MY3UKaJTHO-TEATPATHUAT MPOAYKT € IO/ HA KOJIEKTUBHO TBOPYECTBO
U Ce € pa3BUBaJl B pPe3ylTaT Ha HATPYNBAaHUSA OT MHOTO MOKOJIECHHUS.

Topa mocTaBs mo-roasaMa OTIOBOPHOCT BbPXY CBbBPEMCHHHS TBOPEIL,
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KOWTO TpsiOBa Ja YJIOBH HAIIMOHAIHOTO Ch3HAHHE HA CBOETO BpeME M
J1a TO M3pasd 10 MHAUBUIYaJIeH HAdlH.

bpremo pa3sBurue Ha KuTaiickara omnepa. bpaemero Ha
KHTalickaTa olepa W3WCKBAa CMEIH HOBOBBBEICHUS W OTKa3 OT
KOHCEPBAaTHBHH ¥ €IHOCTPAHUMBHU IMOAXOAW. TBopmmTe TpsiOBa na
“MaT IBI00KM KOPCHH B HAI[MOHAIHATA KyJITypa, HO U Jla TOTJIeTHAT
KBM CBETa, 3a J1a Ch3aBaT IMPOM3BEICHHUS, KOUTO Ca STHOBPEMEHHO

KUTaNCKH 110 AYX U YHUBCPCAJIHU 10 BLSHGﬁCTBHe.

3akiaroueHnne

3aKIIOYEHUETO Ha JucepTanusaTa 0000maBa, 4e pa3sBUTHETO HA
HauuoHanHara onepa B Kurail npe3 XX Bek € TpyAeH, HO yCHeleH
MIPOLIEC Ha ThPCEHE U YTBbPKJaBaHE Ha CHHTE3 MEX/IY TPAJHUIUOHHO
U CBBPEMEHHO, CBOE M 4UyX10. Tol € ommcaH MeTad)OpHIHO KATO
IpEeCHYaHe Ha peKara upe3 ONWIIBaHe Ha KaMbHHUTE". ABTOPBT Ha
H3ciieaBaHeTo U3ThkBa 50-Te u 60-Te roguan Ha XX BEK KaTo ,,3JIaTHa
epa““ Ha jkaHpa, KOTaTro Ca Ch3/aJICHH TOISIM OpOH TOMyJISIpHH H
TpallHO yTBbpAWIM ce mnpousBeneHus. Cpen Tiax ca ,Jlny Xynan®,
,depsen kopan®, ,YepBenara reapaust Ha XoHxy“ u ,,Cectpa I3gH".
ToBa ca TBOpOW, CB3JaJeHNW BBIPEKH TPYAHUTE HKOHOMHYECKH
yCIIOBUSI, BB3NPHETH KaTro MOJEIHM 3a YCIEIIHO H3pa3sBaHe Ha
HAallMOHAJIHOTO B CHHTE3 C IIPUBHECEHH EBPOINEHCKH TEXHUKH |
XKaHpPoBOCT. HanuoHamHOTO ce TbpcM B  CHHTE3a MEXKIY
TPaJUIIOHHOTO KUTAaICKO ¥ IPUBHECEHOTO U aJallTUPAHOTO 3aMaHo.
HanuonanHoTto ce mposiBsiBa B TeMUTe U B croxeture. Cb3nasar ce
XapaKTepUCTUKU HAa HOBHUTE IepOM M HOBOTO BpeMe. YCBOSIBAT ce
My3UKaJIHU U3Pa3HU CPEACTBA Ha 3aMaJHUTE OIEPHH KaHPOBE U KbM

TiX C€ ,Z[O6aB$IT CHCHI/Iq)I/IKI/I, npoustTuvamu oT 0CO0OEHOCTHTE Ha
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KATAHCKUS €3WK W XapaKTepHUTE My HHTOHAIMH. Taka BB3HUKBA
naeaTa Ha HOBHS METO] 32 OIIEPHO TICCHE.

[onutraeckure peopmMu BOAIAT KbM OOHOBSIBAHE U Pa3lBET HA
KHTaiickata KyaTypa B kpas Ha 70-Te u ipe3 80-Te roguau Ha XX BeK.
Cpen pesynraTute € OCBOOOXKIaBaHE OT HICONOTHYCCKH IOTMHU.
OtBapsiHeTo Ha KuTaif KbM CBETa MO3BOJISIBA HA TBOPLIHUTE IO-IIHPOK
JOCTBII IO pa3IMYHHA MOIENM Ha 3amagHarta omepa W Haii-
pasHOOOpa3sHH KOMIIO3WIIMOHHM TeXHUKH. I[Ipe3 To3m eram
KOMITO3UTOPHUTE JEMOHCTPHPAT MO-TOJIIMO yMEHHE B paboTara ch ¢
€BPONCHCKH OTIEPHH MOIEIN M TEXHUKH, KaTO CHIIEBPEMEHHO C TOBa
TBPCAT CHBPEMEHHOTO H3pa3siBaHE Ha KHUTAHCKHUS AyX, a HE CaMo
TUPEKTHO IIUTHUpaHe M XapMOHU3MpaHe. To3W mepuon B KHTaiickara
orepa € CBbP3aH C MHAWBUAYAIN3AIN M HHTSPHAIIOHATN3AIII, OIIIe
M0-CUIHO u3paszeHu npe3 90-te ronuHu Ha XX Bek. Te3u TeHAeHIUN
npoab/bkaBar B Hayasnoto Ha XXI Bek. IlocoueHu B u3cienBaHETO
crennUKA Ha HAaIlMOHAJHATA KUTAiCKa orepa ca W3pa3eHH SPKO B
MIPeJCTaBUTEIHHU MPOM3BEICHISI OT TO3H IEPHON KaTo ,,/lvBa 3eMs‘ Ha
J3un Csu u ,,Mapko ITono* Ha Tan dyH.

OCHOBEH HU3BOJ| OT M3CJIEIBAHETO €, Y€ HAI[MOHAIHHUAT CTHI B
KHTaiickata omepa ce (opMHpa UYpe3 TBOPUECKH CHHTE3 MEKIY
TPaIUIIIOHHOTO KHUTAHCKO M TIPUBHECCHOTO M aJIallTHPAaHO 3amajlHO
M3KyCTBO. TO3M CHHTE3 ce MpPOsIBSIBAa HA HIKOJIKO HUBA.

Temarnano. OmnepuTe 4epmsaT CIOKETH W 00pa3dW Ha TePOH OT
KHTalickata UCcTOpus, (GOJIKIOP U CHBPEMEHHOCT, OTpa3siBaliKu JyXa
Ha BPEMETO U HALIMOHAJIHUTE CTPEMEXKH.

My3ukaaHu w3pa3Hu cpeactBa W Qopmu. YcBosiBaT ce
CTPYKTypHUTE ()OPMHU Ha 3amajHaTa orepa (apus, peYNTaTHB, XOPOBH
HOMEpa, Ap.), U W3MOJI3BaHE Ha CUM(POHUYEH OPKECTHP, HO TE Cce

M3IBJBAT C MY3UKAJTHO CHbABPIKAHUC, NPOU3ZTUYAIIIO OT KUTaKcKara
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TpaguLUsl — HAPOJHH MEJIOIUH C JIOKAJTHH XapaKTepUCTHUKH,
crnenu(UIHN J1aoBEe, METPOPUTMH M TEMIIA, XapaKTepeH TeMOpoB
KOJIOPHT.

Boxkamnro. Pazpaboten e ,,HOB METOZ 3a OTIEPHO IMEeeHe™, KOMTO
ChUECTaBa HAyYHWTE NPHUHIUIM HA 3alajHaTa BOKAJIHA TEXHHUKA C
WHTOHAIIHOHHUTE OCOOCHOCTH HA KHUTAHCKHUS €3UK M H3Pa3sHHUTE
CpencTBa Ha TPAaJULUMOHHOTO meeHe. Tol € pe3ynarar OT OHmUT U
HAaTPyNBaHWUS B M3IIBJIHHUTENICKATAa INPAKTHKAa Ha MHOTO IIEBIU C
MO3HAHMS U YMEHHUS KakTO B TPaJMLIMOHHHUTE >KaHPOBE, Taka M B
OTIEPHHUSL, 3aMMCTBAH OT €BpOIIeiicKaTa My3HKalIHa KYJITypa.

Wncrutynmonanuo. [locremeHHO ce ch3maBaT WHCTUTYLNH,
KOUTO JAa TOATOTBAT HEOOXOAMMHTE MY3HWKAJIHH KaapH 3a
W3IBIHEHUETO Ha ONepu. 3aeTHO C TAX CE Ch3aBaT U APYTH, KOUTO
Jla TIOATIOMAaraT OPTaHM3MPAHETO M TPEACTaBSHETO Ha OIEPHHU
MIPE/ICTABICHUS.

[TpousBeneHusTa, OTroBapsIIN HA TO3H MOJEI, C€ OTINYABAT C
SICHO W3pa3eH HAIMOHAJIECH XapakTep W CHIHO EMOLMOHAIHO
BB3JIEHCTBHE, KOETO UM TI03BOJIABA Ja TIPEU3BUKAT CHIICH PE30HAHC
y mybnukata. [loctmkeHusara Ha meBou kKarto ['yo JlanwH m Yan
HOmxbH, KouTo PopMHpaT YHHKAJIEH CTHI HA IIECHE, Ca KIIOYOBH 3a
ycriexa Ha JKaHpa.

Jucepranumsara CHCTEMaTHYHO TIPOCIeNsiBa KaK KHUTalickaTa
HallMOHAJIHA Ollepa, CTHIIBAKM BBbPXY OCHOBAaTa HAa HALMOHAIHHTE
My3UKaJHU TPagULUd U TBOPYECKH YCBOSBAalKM KOHLEMLIMUTE U
TEXHUKHTE Ha 3allajHara omepa, ycmssa aa Qopmupa yHHKaleH
apTUCTUYEH CTUJ C KMTAHCKU XapaKTEPUCTHKHU M JyX Ha BPEMETO.
To3u mpouec Ha KyaTypHa TpaHcopMmanusi ¥ MHOBAIMS HE CaMmo
U3ACHSBA UCTOPHUYECKUTE MOCTHKEHUS HA JKaHpa, HO U MPEJoCTaBs

LIEHHU YypolH 3a 6I>ZIGIIIOTO Ppa3BUTUC Ha HAIMOHAJIHOTO U3KYCTBO B
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CBHBPEMEHHHS ITI00aTN3UPaH CBAT.

IIpuHocu Ha TUCePTALMOHHUS TPy

JycepTalluOHHUAT TPYH, Ype3 CHCTEMAaTHYHO H3CIICABAHE Ha
HCTOpPHUATA, TEOPHUATA, My3HKAIHATA OHTOJOTHA W HM3ITBIHUTENICKATa
MpakTHKa Ha KWTafickara omepa, MpeACcTaBs BceoOXBaTHA W
3apJI00UCHA aHAIMTHYHA paMKa 3a M3Y4aBaHETO M 3a pa30oMpaHeTo
Ha HeHHUs HaIMoHaNeH cTiil. OCHOBHHUTE TIPUHOCH Ha U3CIICIBAHETO
morar fa 0p1at 0000IIEHN B CIEIHOTO:

1. UsrpaxnaHe Ha WHTETpaTHBHA W MHOTOM3MEpHA aHAIUTHYHA
pamka 3a pa3OupaHe Ha HAIMOHAIHOTO (HAIIMOHAIHUS CTHJI) B
KHTaiicKara omepa.

Hacrostmusr tpyn HaaxBepis (parMEHTApHUTE WIH YHCTO
KOHIIENTYaJTHA IUCKYCHH B TIPEAUIIHN H3CICIBAHIS, KaToO 32 IbPBU
pT WM3TPAXKAA CHCTEMaTHYHA aHAMTHYHA paMKa, OOCIMHsBAIIA
YETHPH KITFOYOBH ACTIEKTA: ,,ACTOPUYECKH MPOM3XOA —> TCOPETHIHA
JIe(UHAUS — OHTOJIOTHICH aHAJIN3 Ha My3HWKaTa — U3IIBIHUTEICKA
mpaktuka“. Tasm paMka chUYeTaBa MaKpPOHUCTOPHUYCCKHS HapaTHUB
(I'taBa 1) ¢ MukpoaHanmm3a Ha My3uKanHUTe TeXHUKH ([1aBu 3 u 4) u
cBBbp3Ba KynTypHaTa Teopus ([aBa 2) ¢ KOHKpeTHaTa XyJI0)KeCTBEHA
npakruka ([maBu 3 u 4). ToBa He caMO TPeIOCTaBs SICCH TEOPETUICH
OpT 3a pa3dHpaHeTO HA CBHIIHOCTTa HA  HAINMOHAJIHHUTE
XapaKTepUCTUKN Ha KHWTalicKaTa orepa, HO W mpemiara padoTena u
BB3MPOM3BOIMMA  M3CIIEJOBAaTeliCKa MapagurMa 3a  Objelu
MPOYYBaHUS,  3allbJIBAWKK  CBIICCTBYBAllla  METOAOJIOTHYECKA
Mpa3HUHA B Ta3W O0JACT.

2. 3anbpnOovyeH OHTOJIOTHMYEH aHaJM3 Ha ,,HAI[OHAJIHOTO
KOHCTpyHpaHe B KHTaliCKaTa OIEpHa My3HKa OT BTOpAara ITOJIOBHHA

Ha XX Bek.
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OcHoBHara gacT Ha niciensanero (ImaBa 3) HaBmm3a ,,BTpE B
My3HKaTa®“, KaTo CUCTEMAaTUYHO NpOciensBa Kak KUTaiickara omepa,
o, BIFSIHAETO Ha 3alagHara OIlEpHA IIapaaurMa, TBOPUYECKU
M3II0JI3BA KITFOUOBH MY3HUKAJIHH €JICMEHTH KaTo TPaAUIIHOHHH JTaJ0Be,
METPOPUTMHYHH MOJENHW, TPHHIWON Ha XapMOHH3aIUsA U
OpKecTpaIysl ¢ TPaTUIMOHHW MHCTPYMEHTH, 32 Ja M3TPagdl CBOSATA
YHHUKallTHA HalWOHAJHA WACHTUYHOCT. TO3M MPHHOC MpPEeMEecTBa
(oKyca Ha H3CICOBAHETO OT TEMAaTHKAa M CIOXKCTH, IPEICTAaBSIIH
HAIIMOHAIHOTO KBM ,,KIICTHYHOTO HBO Ha My3HKallHaTa ThKaH. Upes
aHalTN3 Ha KOHKPETHH HOTHU MPUMEPH, HACTOSIIUAT TPYH ACTAHITHO
pa3skpuBa My3WKaJHATa TEXHOJOTHS H €CTETHUCCKUTe M300ph Ha
KHTaHCKUTE KOMITO3UTOPH B TIpolieca Ha ,,CHHTe3 Mexny M3Toka u
3anana®, mpeaoCTaBsiiKu NMPENU3HU EMIIMPUYHU JTOKa3aTelICTBa 3a
MY3UKQTHUS aHAJN3 U 3HAYUTEITHO 3aIbJI00UaBaiiki pa3dupaHeTo 3a
CBITHOCTTA Ha KHTACKOTO OTIEPHO TBOPYECTBO.

3. IlpaBu ce IPUIOCTHO TEHEAJNOTHYHO TIPOCIEAsBaHE W
TEOpETHYHA KOHIENTyalu3alisl Ha ,HOBHS METOA 3a OIEPHO
neeHe™ (,,HOBYS HAIIMOHAJICH BOKAJICH CTIIT ‘) B KUTAMCKaTa omepa.

Hacrosmmoro m3cnensane (Imasa 4) ce pokycupa BEpXy sApOTO
Ha OIMEPHOTO M3KYCTBO — BOKAJTHOTO HM3ITBJIHEHHUE, KaTO W3BHPINBA
CHUCTEMAaTHYCH Tperiea Ha (OpMHpAHETO M Pa3BUTHETO HA ,,HOBHS
HalMoHaleH BokaneH ctun® (FGRHTIE V). Aranussr MpOoCIeIsIBa
KaKTO TPUEMCTBEHOCTTa OT TPAJAWIMOHHATA KHUTaliCka omepa H
(donKIOpHATa TECEH, Taka W 3aUMCTBAHETO W AJaNTHPAHETO Ha
OCJKaHTO OT 3amagHOeBpoOIeiickaTa My3uKa. T03M IPUHOC BHACS
SICHOTa OTHOCHO JIBJITOTOJMIIHUTE Je0aTH OKOJO BOKAJIHHS CTHI B
KuTaiickata omnepa. ToH SICHO TOKa3Ba, 4e ,,HOBUST HALMOHAJIEH
BOKaJieH CTWI He € NpOCTO ,.ciauBaHe Ha M3Toka u 3amaga“, a

CaMOCTOSITEJIHA BOKaJIHA CHUCTEMa ChC COOCTBEHa ECTETHYECKa
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cTOHHOCT, (popMupaHa B cremuUICH HCTOPHUECKH M KYIATYpEH
KOHTEKCT 4pe3 MpPaKTHIECKUTE THPCEHUS HA HIKOJKO ITOKOJICHUS
aptuctd. ToBa oOcuTypsiBa COINMIHA TEOPETHYHA OCHOBA H
HCTOPHYECKH OPHEHTHD 32 BOKAJIHATA MEAArOTHKa, H3IIbIHUTEJICKATa
MIPaKTHKa ¥ 00yYCHHUETO Ha OTIEPHU NEBIIH.

4. [Ipeqarane Ha MEePCIEKTHBHA TEOPETUIHA Pe(ICKCH BBPXY
II'BTHILATA 3@ PAa3BUTHE HA KUTalckaTa onepa npe3 XXI Bek.

B3 ocHOBa Ha XONMCTHYHMS aHAlW3 Ha HCTOpHATa |
HacTosIIeTo, B m3cuensanero (IaBa 5) ce pasmiekaa B IbpI00YHHA
OCHOBHOTO  IIPEAM3BHKAaTEJICTBO TMpeX KWTaiickara omepa —
JIUaJIeKTHYecKaTa Bpb3Ka MEXY ,,HAIHOHAIHOTO U ,,TI00AITHOTO .
[Ipennarar ce KOHCTPYKTHBHH PAa3CHKACHUA 3a OBICIIOTO pa3BUTHE
Ha KHUTaickarta omepa. M3ThkBa ce, ue OBJCIICTO HA XKaHpa HE € B
UMHTAIMATa Ha 3amaja Wik B KOHCEPBAaTHBHOTO INPUABPKAHE KbM
TpaguLusTa, a B CIOCOOHOCTTA, IPH 3ala3BaHEe HA CHEIU(PHUKHA Ha
KHTalcKara KyaTypa, 1a c€ M3IO0I3BaT JOCTHKEHHUATA Ha CBETOBHUS
MYy3HKaJIeH TeaTsp. Ta3u pediekcus npeaocTaBs BakeH TEOPETHIEH
OPHEHTHP W HHTENICKTyaJHa IOJKpena 3a CHhBPEMEHHUTE OIEPHHU

TBOPpLU, KPUTUIU U CH3AATCJINM HA KYJITYPHU IMOJIUTUKH.
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Introduction

China's musical culture has a history spanning thousands of
years. The Chinese national opera of the 20th century emerged under
the influence of Western musical culture but also integrated
indigenous traditions. Landmark works such as Li Jinhui's children's
musicals and the opera The White-Haired Girl (I17E %) paved the
way for the formation of an opera with a clear national style,
reflecting Chinese aesthetic tastes.

Significant differences exist between modern European opera
and traditional Chinese theater regarding cultural connotations,
artistic form, and structure (composer individuality versus the
presentation of character types). In China, the term "opera"
encompasses both the Western-style genre geju and traditional
genres such as Jingju, Yueju, Huangmei, and others. Following its
introduction to China, Western opera gradually adapted, with its
creators forging their own path defined by national aesthetic
characteristics.

The object of study in the dissertation is Chinese opera,
created from the interaction between the European opera genre
and traditional Chinese musical-stage genres.

The subject of study in this work constitutes the artistic
characteristics of the national element in Chinese operatic works
within the context of Chinese history during the second half of the
20th century.

The aim of the research is to analyze the musical means of
expression used in the composition of Chinese national operas in

order to investigate the characteristics of the national musical style



and the path of the formation of national opera in China during the
second half of the 20th century.

The tasks resulting from this aim include reviewing the
literature, investigating musical characteristics, analyzing singing
styles and instrumental accompaniment, studying the development
of Chinese opera through specific works, and highlighting the
contributions of distinguished performers.

The dissertation employs a complex of methods:

Bibliographic — for the analysis of scholarly sources, databases,

and audio-visual materials.

Historical — for tracing the formation and stages of

development.

Culturological — for investigating the opera within its cultural

and social context.

Comparative analysis — for comparing data and characteristics

between Chinese and European genres.

Analysis and synthesis — for analyzing and systematizing

specific features and examining specific works.

Analysis of musical models — applying Prof. Ju Qihong’s "four

main parts" method for the analysis of composition, form, and

dramaturgy.

Chapter 1. Historical Development of Chinese Opera

The first chapter outlines the main periods in the historical
development of Chinese opera and focuses on its development
during the second half of the 20th century. Political and artistic

processes are presented. Key operatic works and composers are



identified. Their development and transformations are traced. The
characteristics of selected operatic works are presented.
1.1. The Era of the Creation of Chinese Opera

Chinese opera, created and adapted based on the Western
model, first emerged in the 1920s, beginning with children's
musicals that were positively received in China. This period paved
the way for the creation of Chinese operas. Children's musicals were
a special and easily accepted form, chosen by Li Jinhui for the
purpose of popularizing the new literary language.

In 1935, the opera The Yangtse River Tempest (3¥ 1.3 X,
¥), representative of the era, was created, dealing with the theme of
the anti-Japanese struggle. Its creators relied on their own real-life
experiences to compose it. Upon its performance, The Yangtse River
Tempest evoked a strong resonance among the people of China. This
practice of "drama plus singing" later evolved into the structure of
the opera. From the mid-1930s, a group of musicians settled in
Chongqing and Shanghai and began experimenting with different
methods of composing national operas; subsequently, the works
Peach Blossom Garden (MAtJi) and Shanghai Song (L2 HK)
emerged. Most of these works were based on the experience of
Western opera and aimed to address the issue of musical dramaturgy.
The work Autumn by Huang Yuanluo was the most influential and
successful of all works from this period. The primary aim of these
works was to broaden the path of Chinese opera with the aid of
Western compositional methods. As mentioned above, the
achievements made in the search for ways to create a national
Chinese opera contributed significantly to the development of this art
form and actively promoted the gradual maturation and refinement

of Chinese opera.



1.2. Historical Stages of Development

Initial Period (1920s — 1930s): The initial emergence of
Chinese opera dates back to the 1920s, beginning with the
children's song-and-dance plays created by Li Jinhui. This period is
also considered the beginning of Chinese opera, and Li Jinhui
himself is honored with the titles of founder and pioneer of Chinese
opera. Therefore, children's song-and-dance plays are widely
recognized as the earliest form of Chinese opera. They are a special
artistic form designed to encourage and promote the new national
language, which is easily grasped by children through the
integrated use of music, dance, language/words, stage performance,
and other elements. Li "focuses on popular culture... creating new
plays with songs and dances that reflect the contemporary spirit and
can be understood by ordinary people. Thus, the use of this
self-created method of portraying a children's story becomes the
new national opera, which most faithfully inherits the tradition of
literary and dramatic creativity"'.

Period of Dissemination (1940s — 1960s): In November
1943, the "Decision on the Implementation of the Party’s Literary
and Artistic Policy," issued by the Propaganda Department of the
Central Committee of the CCP, emphasized that drama, within the
base areas, was "among all departments of literary and artistic
work... the most necessary and feasible for development."
Furthermore, it stated: "Spoken drama and opera (which are art
forms combining drama, literature, music, dance, and even visual

art, encompassing various new, old, and local forms), with content

! Dictionary of Chinese Music. People's Music Publishing House, 1985
1985, h[E & R N R RREL 1985 4ERR.
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reflecting the feelings and will of the people, and in forms that are
easy to perform and understand, have already proven themselves
today as powerful weapons for mobilizing and educating the
masses to persist in the War of Resistance and to develop
production. They must be widely promoted in various localities and
among the troops"?.

Yangge was originally a folk art popular in the rural areas of
China. The cultural troupe of the Lu Xun Academy of Arts adopted
the Yangge form in Brother and Sister Reclaiming Wasteland (5.4k
FF3i%), but abandoned the clown characters and flirtatious elements
often found in the old Yangge, replacing them with new images of
peasants and scenes of joyful labor. The new Yangge drama
includes speaking, singing, and dancing; it is lively and highly
expressive. With plots that are primarily short and concise, it was
welcomed by the peasants. The initial success of the new Yangge
demonstrated that this reformed genre could effectively express the
new social life and new thoughts and feelings. Mao Zedong said:
"The peasants are the main audience of the Chinese cultural
movement at the present stage." He also stated: "The so-called
popular literature and art, if separated from the 360 million peasants,
would it not largely become empty talk?"3

Based on existing Yangge scripts, their plots and themes
were quite diverse. The "New Yangge" movement emerged

simultaneously with the Great Production Movement. Consequently,

2 National Index of Newspapers and Periodicals. "Opera" Section, 1955—
1998, 1955-1998 . (&=[E#RFIR T Y HRIERH 55 4F— 98 4.

3 ‘Wang Yuhe. History of Modern Chinese Music, People's Music Publishing
House, February 1984. VEGAL (HEEIACE 5D AR5 A
1984 42 H 58 1 hi.



the promotion of productive labor became a common theme in
many early Yangge plays. Brother and Sister Reclaiming Wasteland
(also translated as Brother and Sister Farming) (1943), known as
"the first new opera of the Yamgge period," depicts enthusiastic
labor scenes from the Great Production Movement in the border
regions through song and dance, presenting an honest and simple
brother and a straightforward and bold sister. Such works were
typically characterized by simplicity, vividness, and vitality,
effectively preserving and promoting the strengths of energy and
freshness inherent in Yangge as a folk art created by peasants. Some
works focused on maintaining and developing the combination of
song and dance characteristic of Yangge, such as Husband and Wife
Learn to Read (by Ma Ke) and Planting Trees (by He Jingzhi).
However, many playwrights absorbed elements from other
theatrical genres, incorporating them into their own works. They
not only assimilated the strengths of Yangge but also drew upon the
merits of other local theatrical genres and folk arts, blending them
to create a new national opera. Practice also proved that the "New
Yangge" movement opened a broad path for the creation of new
opera in China. This innovative and lively form of open-air
song-and-dance drama changed the direction of development of
Chinese operatic art and directly led to the birth of the large-scale
opera The White-Haired Girl (1945).

Period of Revival (1980s — 1990s): Following the Reform
and Opening-up of China to the world, operatic creativity
diversified. Various types of opera, musicals, and experimental
works emerged. Significant works include The Savage Land by Jin
Xiang (1987), which integrates modern techniques, as well as the
operas of Tan Dun (Marco Polo, 1996; The First Emperor, 20006),
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which achieved international acclaim. Works such as Daughter of
the Party and Unyielding Soul returned to the national opera scene.

In 1987, the opera The Savage Land (Yuanye), with a libretto
by Wang Fang and music by Jin Xiang, premiered at the China
National Opera and Dance Drama Theater. Through the unfolding of
Qiu Hu's plot for revenge and the destruction of his romance with
Jinzi, the historical roots of the characters' tragedy are revealed. The
musical language boldly employs national, romantic, and certain
modern means of expression, striving to integrate them organically.
In the vocal parts, a declamatory, recitative style is used as the
primary mode of expression, thereby aligning musical development
with dramatic progression and enhancing the music's function in
developing the plot and characters. The use of ensembles and a
chorus that participate directly in the dramatic conflict, reflecting the
characters' inner conflicts and struggles on multiple levels, breaks
with previous conventions. Symphonic development drives the
intensification and resolution of conflicts; several conflict-driven
ensembles vividly portray the clashes between the characters'
different emotional and psychological states, forming the musical
climaxes of the dramatic conflict.

A crowning achievement is the opera Marco Polo (Méké
Bolud/ % A] -3 %") by Tan Dun (i#Jf). For this opera, Tan Dun was
named one of the "10 most important musicians in the international
music scene" by The New York Times and won the prestigious
Grawemeyer Award for Music Composition (1998). The German
magazine Opernwelt named him "Composer of the Year." In his
opera The First Emperor (Qin Shihudng/Z54f 2), the title role was
performed by the world-renowned tenor Placido Domingo. His opera
Tea (Cha/%%) had three separate productions: at the Santa Fe Opera
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Festival in the USA, the Stockholm Festival, and the Neue Oper
Wien in Vienna. Tan Dun's works are known for the fusion of
Eastern and Western elements, often characterized by their
experimental nature and cross-cultural influences.

1.3. Historical Development and Representative Works

Early works: The Sparrow and the Child (Li Jinhui), Storm on
the Yangtze (Nie Er).

Golden Era: The White-Haired Girl (He Jingzhi, Ding Yi), The
Red Guards on Honghu Lake (Zhang Jing'an, Ouyang Qianshu).

Stage of new explorations: Song of the Grassland (Jin
Zhengping, Luo Zongxian), which demonstrates the use of Tibetan
folk melodies in an operatic context.

Various creative models emerged. Three main approaches
developed: 1) based on traditional music (Sister Jiang, The Red
Guards on Honghu Lake); 2) integrating elements from local genres
(The Marriage of Xiao Erhei, Red Coral); and 3) adopting Western
compositional techniques (Song of the Grassland, Ayiguli). Other
significant works include Third Sister Liu, Spring Thunder, Two
Generations, and Gada Meilin.

The new opera of the period (1919-1944) was influenced, on
the one hand, by the new society, and on the other, by the necessity
to respond to the anti-aggression struggles of the time. Here are some
examples that illustrate different trends in the creation of Chinese
operas. On the one hand, works such as Li Jinhui's children's opera
The Sparrow and the Child (W % 5 /N#%) made a valuable
contribution by advocating the spirit of science and democracy, and
by popularizing and utilizing national artistic forms. On the other
hand, works such as Nie Er's Storm on the Yangtze and Xian
Xinghai's Production by the Army and the People (R KAF?),
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among others, demonstrate that the period of their creation was
inextricably linked to the resistance against foreign invaders during
the Anti-Japanese War. This period was constructive, as Chinese
composers absorbed the experience of Western operatic art while
exploring traditional artistic forms and applying their characteristics.

The new operas of the 1919—1944 period were influenced, on
the one hand, by the new society, and on the other, were created to
respond to the needs of the times. First, for example, Li Jinhui's
children's opera The Sparrow and the Child contributed to promoting
the spirit of science and democracy, as well as to the popularization
of national art forms. Second, new operas created against the
backdrop of resistance to foreign invaders — such as Nie Er's Storm
on the Yangtze and Xian Xinghai's Production by the Army and the
People — were developed in the context of the struggle against
foreign aggressors. By absorbing the advanced experience of
Western operatic art, their exploration of national art forms proved to
be constructive.

In the early 20th century, as a pioneer of operatic creation in
China, Li Jinhui composed twelve works — such as the
aforementioned children's opera The Sparrow and the Child — which
resonated strongly throughout China. Storm on the Yangtze, created
by Nie Er and Tian Han in 1934, also represents a drama
synthesizing acting and singing. This structural form of opera
became more common in subsequent works within the genre. From
the 1930s onwards, Shanghai and Chongqing became the leading
regions for opera creation. Composers working in these two cities
explored operatic expression through multiple channels, and their
efforts resulted in the emergence of a large number of outstanding
operatic works, such as Xi Shi (Fijii) by Chen Gexin (1935) and
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Peach Blossom Garden (BE4£Ji) by Chen Tianhe (1939) and other
works. All these works are based on the elements and principles of
Western operatic creation, with the primary goal of making Chinese
national operas more distinctive and dramatic. Rural Songs
(Néngcein Qu/ {&ATHIY ) by composer Xiang Yu (and others), as
well as Production by the Army and the People by composer Xian
Xinghai, also resonated well with audiences. The Yangge genre,
stemming from the "Yan'an Yangge Movement," became even more
widely popularized than previous traditional opera works. Brother
and Sister Farming by composer An Bo features both singing and
dancing forms; it provided a fruitful foundation for the emergence of
the opera The White-Haired Girl by He Jingzhi and Ding Yi. This
latter work is crucially important in the assimilation of the operatic
genre and the establishment of Chinese national opera. At the same
time, The White-Haired Girl demonstrated the path for the future
development of Chinese opera.

It can be concluded that Chinese musicians were proactive in
seeking ways to create Chinese national operas, while
simultaneously accumulating new creative experience. By utilizing
themes, patterns, and characteristics from Chinese musical and
dramatic arts, they created a hybrid form of musical-stage art that
combines elements of Chinese culture, enriched by the specifics of
European operatic art. Thus, the assimilation of the foreign is
achieved, enriched by the native. This approach allowed musicians
to gradually establish an operatic genre with national characteristics,
while enabling the audience to find grounding in their own culture
when perceiving new musical principles.

1.4. The Development of Chinese Opera — Characteristics
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During the 1980s and 1990s, trends toward polarization
emerged in the development of the opera genre in China. These can
be identified as:

"Refined trend": The development of serious opera with high
aesthetic goals.

"Trend of vulgarization" (or popularization): The creation of
popular musicals modeled after Broadway.

Challenges included adapting the Chinese language for operatic
singing, balancing public tastes with artistic depth, and improving
visual and auditory appeal through the use of the orchestra and choir.

In the New Era (the 1980s and 1990s), these polarizing trends in
operatic composition were the result of changes in the environment
in which opera existed, as well as developments in artistic concepts
and audience tastes.

As noted, one is the "refined trend," characterized by a pursuit
of what is defined as serious opera and the achievement of a higher
aesthetic level as the primary artistic goal.

The other is the "trend of vulgarization" (democratization),
which uses American Broadway musicals as a framework for
developing indigenous popular musicals in China. The earliest
achievements in this direction in the early 1980s include Our
Modern Youth by Liu Zhenqgiu (FATIARKIFEREN), The Years of
Wind and Flow by Shang Yi (X i -4), and Legends of Friendship
and Love by Xu Ke (&ZiH 5 Z 1 [1)4£ ). Since then, works of this
type continued to be created throughout the 1980s and 1990s,
numbering no fewer than one hundred new pieces, though few of
them were successful.

The historical development of Chinese opera in the 20th century

is a process of assimilating Western models and techniques and their
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adaptation and integration with elements of the Chinese musical
tradition that represent Chinese cultural identity. The result is the
formation of a unique national opera genre, marked by significant
creative exploration and achievements, especially in the second half

of the century.

Chapter 2. Study of the National Characteristics of Chinese
Opera

The second chapter provides the theoretical framework for
understanding "national style" in music and analyzes the main
characteristics of the Chinese musical tradition that form the basis of
national opera. The national specifics of Chinese opera are outlined.

2.1. On the National Style in Chinese Music

The concept of "national style" in music and the arts represents
a complex of characteristic features that reflect the cultural identity,
historical heritage, and aesthetic values of a specific people or nation.
It is an artistic expression that bears the distinctive marks of a
particular cultural tradition, manifested through specific means of
expression, forms, themes, and compositional techniques.

In the broadest sense, "national style" in art and music refers to
a series of characteristics considered unique and representative of the
art of a specific nation or ethnic group. These characteristics usually
stem from the specifics of:

Folk Heritage. Melodies, rhythms, modal structures,
instruments, and forms from folk music, dances, and rituals are
utilized. Folk traditions are often regarded as the "soul" of a nation

and the authentic source of national characteristics.
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Language. The intonational, tonal, and rhythmic characteristics
of a given national language can exert a profound influence on the
melody and phrasing of music, especially in vocal genres.

Historical Narratives and Mythology. Plots, themes, and images
related to national history, legends, heroes, and key events are often
reflected in art.

Philosophical and Aesthetic Traditions. Specific worldview
systems, religious beliefs, and aesthetic norms developed within a
particular culture form the basis of artistic thinking and expression.

Sociocultural Context. Historical periods of national revival,
struggles for independence, or the quest for cultural self-awareness
often intensify interest in the formation and establishment of a
national style.

In the European context, the issue of national style acquired
particular significance during the 19th century with the rise of
national movements. This was a time of conscious integration and
conceptualization of folklore elements in the works of a number of
composers. In doing so, they aimed to create music that reflected
national identity. A similar process and discussion regarding national
style unfolded in Bulgaria and other European countries in the early
20th century, as noted in the study.

In Asian cultures, the concept of national style has its own
specificity. In Japan, for example, following the Meiji period (1868—
1912), there was a conscious effort to preserve traditional musical
forms such as Gagaku and Nogaku, alongside the assimilation of
Western musical techniques. Composers such as Yamada Kosaku
and, later, Takemitsu Toru worked to create a Japanese national style
that integrated traditional Japanese elements into a contemporary

musical language.
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In Korea, particularly after the liberation from Japanese
occupation (1945), a movement for "national music" (kugak)
developed, aiming for the revival and modernization of Korean
musical traditions in opposition to Western and Japanese influences.

In China, the concept of national style minzu fengge (IJXH)
has deep historical roots, but it acquired particular significance
during the 20th century in the context of modernization and cultural
transformations. According to Liu Chingchih, Chinese national style
in music represents "a synthesis between traditional Chinese musical
elements and contemporary compositional techniques, which reflects
Chinese cultural identity and aesthetic values"*

2.2. National Characteristics in Chinese Opera

Chinese opera is unique primarily because it inherits many
elements from traditional genres with a centuries-old history,
combined with the charm of Chinese singing. Furthermore, Chinese
opera utilizes forms from traditional music, enriched with new
European elements. The content of the operatic performance also
expands, enriching the portrayal of the character types. Thus, the
tension of the stage action in Chinese opera corresponds to a greater
extent to the requirements of dramaturgical development.

I will outline some of the fundamental characteristics of
Chinese traditional music that are of significant importance in the
creation of new national music in China, and specifically in the
composition of works in the opera genre.

Pentatonic Scale and Modal System. One of the most

fundamental characteristics of Chinese music is the use of the

4 Liu, C. A Critical History of New Music in China. Hong Kong: Chinese
University Press, 2010. 2010 1 EFr& RHLAI L. &l P CRE b
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pentatonic scale system. The Chinese pentatonic scale (wishéng
yinjié | FHFE M) consists of five basic tones: Gong (&), Shang
(7)), Jue (F1), Zhi (#0), and Yu (Fl), which approximately
correspond to Do, Re, Mi, Sol, and La in Western music. A
characteristic scale is built upon each of the aforementioned tones.
This system not only determines the melodic structure but also
reflects ancient Chinese cosmology. According to it, the five tones
correlate with the Five Elements, the Five Directions, and other
aspects of the traditional worldview.

Melodic Structure and Ornamentation. Chinese music is
predominantly = monophonic, emphasizing linear = melodic
development rather than vertical structure and harmony. Melodies
are often characterized by smooth, wave-like movements with
gradual ascending and descending tones. An important characteristic
is the abundant use of ornamentation (zhudngshi yin | ZEUH¥),
including various types of glissando, vibrato, trills, and other
embellishments, which lend the music a special expressiveness.

Timbral Diversity and Instruments. The Chinese musical
tradition attaches special significance to timbre (yinsé / & ff).
Unlike Western music, where harmonic structure often dominates in
certain historical periods, in Chinese music, linear development is
fundamental, and the timbre of the instrument or voice constitutes a
key expressive means. Traditional Chinese instruments are classified
by the material from which they are made, according to the "Eight
Sounds" system (bayin / J\ ).

Rhythmic Structures. Rhythmic structures in Chinese music are
often characterized by flexibility and fluidity. Unlike the strict
metrical organization of much Western art music, Chinese music can

employ free rhythm (sdnbdn / #{ #X ), especially in solo
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improvisational genres. In ensemble music and accompaniment for
opera or dance, regularly repeating rhythmic structures (dingbdn /
JEMR) are used. An important concept in the music is "breath" (gi /
X), which determines the natural flow and phrasing, often following
the breathing of the performer or the text in vocal music.

Philosophical and Aesthetic Principles. Chinese music is deeply
interconnected with the philosophical traditions of Confucianism,
Taoism, and Buddhism. Confucianism views music as a means for
moral education and social harmony. Taoism contributes ideas of
naturalness, spontaneity, and unity with nature. Buddhism adds
meditative aspects and the concept of transcendence.

During the first half of the 20th century, Western culture
invaded China fiercely. Internal and external forces compelled China
to begin changing. Musicians did not shy away but actively
participated in self-improvement and the development of musical
culture. In this situation, the survival of the so-called Chinese operas
(traditional musical-stage genres) became very difficult. Therefore,
the social theme of "development and innovation of opera" became a
primary focus for musicians in the country for a period of time.

In the process of its development, Chinese national opera
followed and applied many methods for creating works, including
improvements to the dramatic form; however, unfortunately, these
methods were not accepted by the majority of people. The
appearance of the opera The White-Haired Girl revived Chinese
opera, and due to its combination of Chinese and Western musical
means of expression, Chinese national opera opened a new chapter
in innovation.

While it is mentioned that there is no clear academic definition

for traditional Chinese singing, it must be noted that modern Chinese
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singing, employed in operatic composition, is strongly influenced by
the technical concept of bel canto — that unique method of operatic
singing established in Italy during the 17th century. In Italy, it is
called bel canto, and upon its introduction to China, it was similarly
understood as beautiful singing. Translated into Chinese, it carries
the meaning of "beautiful singing method" (Méishéng changfi | 3%
FEIEYE). This singing method requires singers to possess specific
skills to achieve vocal resonance and attain a distinct vocal result. It
aims to achieve the characteristics of a soft and coherent sound. The
sound must be natural, and the timbre must sound beautiful. The
initial onset of sound is deep, and portamento is utilized. Continuous
sound requires maintaining a stable tone, which should possess an
even crescendo or decrescendo and include decorative sounds (rich
ornamentation). The requirements for musical performance involve
maintaining flexibility and softness in singing to enhance emotional
expression, as well as ensuring accuracy in the high register so that
the sound creates a powerful impact.

The characteristics of bel canto can be observed, for example,
in the works of famous Italian opera composers. These
characteristics must meet the following requirements: an innate soft
voice, which is very important for maintaining the uniformity of
singing within a register after long-term, continuous training.
Furthermore, achieving a perfect interpretation of coloristic quality
in sound production is of crucial importance. Listening to the
interpretation of works by outstanding singers can contribute to this.
Singers must be capable of mastering vocal skills, perfecting the
characteristics of bel canto, and analyzing the various requirements

to achieve the specificities of bel canto.
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The national style of Chinese opera is a complex and
multi-layered artistic system that is simultaneously rooted in the rich
soil of traditional Chinese musical culture and has absorbed the
essence of Western operatic art. This unique art form embodies the
fundamental characteristics of Chinese music: the pentatonic scale,
distinctive melodic structures and ornamentation, rich timbres and
instrumental configurations, flexible rhythmic organization, and deep
philosophical foundations and aesthetic principles.

The developmental history of Chinese opera demonstrates that
truly successful works, such as The White-Haired Girl, have endured
precisely because they found a balance between Chinese and
Western elements. They preserve the essence of traditional Chinese
music while simultaneously adopting expressive techniques from
Western opera. This "new method of operatic singing" is not simply
an imitation of Western bel canto, but a creative fusion of various
vocal techniques based on an understanding of and respect for
national musical traditions, thereby forming an operatic idiom with

national characteristics.

Chapter 3. Study of the National Style of Chinese Opera
Music in the Second Half of the 20th Century

The third chapter provides an in-depth analysis of the specific
musical means and compositional approaches through which the
national style in Chinese opera was constructed during the second
half of the 20th century. This process is presented as a conscious
adaptation of Western operatic models and the realization of their

creative synthesis with Chinese musical traditions. Important
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operatic works are presented. Examples from significant Chinese
national operatic works are cited.

3.1. Adapting Chinese Opera to Western Opera

The opera The White-Haired Girl is a vivid example of the
adaptation of Chinese opera to the Western opera genre. On the one
hand, it contains specific operatic elements; on the other, this results
from the integration and innovation of multiple elements and their
synthesis with characteristics of traditional Chinese genres. By
combining "national opera and Western opera into one," it
demonstrates the path for the creation of Chinese national opera and
establishes the prospective direction of its development.

The opera The White-Haired Girl represents an important
milestone in the creation and establishment of the national style in
Chinese music; therefore, I will present it as a model that is followed
and developed.

Questions such as "How do we develop Chinese national
opera?" have periodically arisen among the creators of this relatively
new opera genre in China. The models of such operas, studied by
generations of musicians, provide us with valuable experience. This
experience is utilized by the author in this text for an in-depth
analysis and understanding of the stylistic characteristics of
traditional Chinese musical-dramatic genres and the innovative
practice of Chinese national opera, in order to comprehend the
contributions to its development.

The opera The White-Haired Girl is a major achievement in
modern Chinese culture. Through a synthesis of the native and the
foreign, the opera charts a path for the creation of subsequent
operatic works in China. As the playwright Zhang Geng states: "If,

in a certain sense, the new opera is characterized by the use of
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operatic forms and progressive viewpoints to express contemporary
life, then local musical dramas can be regarded as its
comrades-in-arms."

Motifs from the Hebei Bangzi musical-dramatic genre of Hebei
Province find extensive application in the music of the opera The
White-Haired Girl; it can be said that this work contributed to
bringing this local genre to a wider audience. An example of such
musical borrowing is found in the third scene of the third act of the
opera. There, the protagonist Xi Er is forced to flee the oppression
and atrocities in her hometown and escape into the wild forest. Her
strong belief in revenge sustains her, and she sings "I Want to Live,"
expressing her rebellious spirit. Another example in The
White-Haired Girl, in a scene requiring intense dramatic tension, is
the aria "The North Wind Blows." In it, a melody from a popular
folk song is used to build the character of the protagonist. This
approach of synthesis set the direction for the development of the
genre and inspired subsequent works such as Liu Hulan.

Since the aforementioned local musical genre originates from
Hebei Province, its music is cherished by the people in Beijing,
Tianjin, and Hebei, and holds widespread influence in Inner
Mongolia and parts of the Northeast. Thus, it became one of the most
influential types of musical drama in North China and parts of
Northeast China. Therefore, the incorporation of musical elements
from this local genre into the new operatic art likely played a
significant role in the widespread dissemination of the opera The
White-Haired Girl.

The White-Haired Girl occupies a pivotal place in the history of
opera development in China, setting the direction for finding a

unique path of development with Chinese characteristics. Following
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its success, operas with similar themes were created in succession,
such as Liu Hulan (“Liu Hulan“ Luo Zongxian, Chen Zi / {XIJ#{>%)
%R, BRER) and Red Leaf River ("Chiye River", Liang Hanguang /
(AR ) FESE). Another of these subsequent operatic works —
Brother and Sister Farming by An Bo — is referred to by opera
historians as a culmination in the development of opera in China.

The opera Liu Hulan, which premiered in 1948, is based on a
true story and is a classic Chinese revolutionary opera (1947).
Initially, it was a five-act play. A decision was made to adapt this
play into an opera, and its performance was very successful. It was
inspired by the opera The White-Haired Girl. 1t tells the heroic story
of Liu Hulan (1932-1947), a young female member of the
Communist Party from Shanxi Province. During the War of
Liberation, facing coercion and incitement from the Kuomintang
army, the 15-year-old Liu Hulan remained unyielding. To protect her
comrades and the secrets of the Communist Party, she ultimately
sacrificed her life heroically. The opera focuses on Liu Hulan's
transformation from an ordinary village girl into a steadfast
revolutionary fighter and her heroic sacrifice, extolling her
revolutionary integrity and spirit of self-sacrifice.

The opera Brother and Sister Farming has become a classic in
the history of Chinese revolutionary literature and art, thanks to its
reflection of the characteristics of the era, its rich ethnic style, and its
vibrant artistic form. It not only successfully fulfilled the propaganda
objectives of a specific historical period, but, more importantly,
utilized a path that combined foreign theatrical concepts (in the
broad sense of drama) with Chinese local folk art forms (such as
Yangge). This provided valuable experience and a model for the

development of Chinese national opera and even for the broader
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development of national theatrical art. An in-depth study of this
work helps us understand the context of modern and contemporary
Chinese literary and artistic development, as well as the complex
relationship between art, society, and politics.

3.2. Use and Recreation of Folk Songs and Musical Images in
Chinese Operas

The use of folklore and elements of traditional music is
characteristic of the creation of national musical cultures. The search
for the "national" passes through various stages—quoting folklore
material, arranging folklore, utilizing characteristic modes,
metre-and-rhythms, and methods of sound production, and the
authorial re-creation of essential elements of traditional culture.

Since the opera genre was introduced to China, through the
relentless efforts of many Chinese creators, a new form of opera has
gradually emerged. It is based on local Chinese stories and
incorporates folk songs, traditional Chinese genres, and other local
musical elements. It utilizes Chinese texts and dialogues, combining
national singing with bel canto. This new type of opera, which aligns
with the aesthetic interests of the Chinese nation and is used to
convey national emotions, is what we know today as national opera.
It is precisely upon this foundation that subsequent contemporary
operatic works are created. They serve as important evidence of the
accumulated experience and the long-term development along the
charted path. Therefore, I will outline some of these subsequent
operatic works.

For example, the opera Shanhai Qing (Love between the
Mountain and the Sea / 11i§#; with music by Weidong Meng and
lyrics by Ming Yi, premiered in 2022). It employs direct citation of

folklore material, adaptation and arrangement of folk music, the use
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of characteristic modes, the application of specific rhythmic patterns
and meters, and vocal techniques or instrumental styles. The story of
Shanhai Qing takes place in Ningxia, located in northwest China.
Therefore, the opera's creative team chose the most representative
traditional music of Ningxia, known as Hua'er ({£)L), which is
called the "soul of the Northwest." Hua'er integrates elements from
the folk songs of Shanbei and other musical elements, forming a
highly innovative musical language that vividly portrays the customs
and landscapes of the vast northwest of China. Director Wang
Xiaodi stated in an interview: "During the creative process, we used
Hua'er as the foundation of the entire opera, expressing the most
sincere emotions in the most authentic way." "Tears Flooded My
Heart" (Lé&ihuahua bd xin yanle / JHIEAEELLHE 1) is the earliest
Hua'er song recorded using modern notation. This song was
arranged by Wang Luobin, known as the "father of Northwest folk
songs." It appears five times in the opera. Based on the pentatonic
Zhi mode, the song utilizes a descending perfect fifth interval with a
sighing tone and includes several sorrowful melodic elements. These
characteristics add a sense of separation and sadness to this
unpretentious melody of the Northwest. During the production
process, the opera's creative team also invited Salina, a
representative bearer of the intangible cultural heritage of Hua'er
from Ningxia, to perform the song. They asked her to recreate the
sensation of singing while standing in the Helan Mountains, rather
than performing in the manner of a professionally trained singer.
Zhao Tiechun, who was at that time the Vice President of the
National Centre for the Performing Arts (NCPA), mentioned in the
special program Da Xi Kan Beijing ("Grand Theatre in Beijing" / X
AL Y), dedicated to the opera Shanhai Qing, that the power of
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Hua'er lies in its simplicity, sincerity, and unrefined nature. As a
result, when Hua'er appears in the opera, the strong essence of the
music of the Loess Plateau is immediately felt. Furthermore,
composer Meng Weidong relied entirely on folk music to create
several emotionally captivating and regionally enriched songs. For
instance, the aria "Hua'er San Chang" ("Three Performances of
Hua'er" / {¢£JL=M8), performed by Shuihua (7K{£), appears three
times in the opera, highlighting Shuihua's shifting emotions
throughout different periods of the dramatic action. This piece
incorporates the melodic characteristics of Ningxia Hua'er, adopting
the lyrical form of the genre, in which each structure is four lines
long with an alternating pattern of even and odd lines. During the
performance, padding words (intercalary words) are included to
complement the Hua'er, such as "Y1 chang hua er yo" (When singing
Hua'er, oh) and "YT nian san bai liu shi ri yo" (Three hundred and
sixty days a year, oh). These padding words (inserts), especially the
sound "yo," create an immersive experience for the audience, making
them feel as if they are standing in the Gobi Desert in the vast
Northwest.

The opera Yimeng Mountain (Yimeng Shan / J75¢111), written
by Wang Xiaolin and Li Wenxiu with music composed by Luan Kai,
was premiered in 2018. This opera combines both the spirit of the
times and local artistic characteristics, focusing on the use of ethnic
folk musical materials in its composition. It incorporates a large
number of elements from Shandong folk songs, making a significant
contribution to the expression of the national through the local in
Chinese opera. The song "Yimeng Shan, Forever Parents" (Yimeng
Shan, Yongyuan de Die Niang /JT521l, 7KIZHIZUR) appears in

Scene 6 and serves as the final aria of the opera. In terms of musical
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composition, it utilizes musical elements from the Shandong folk
song "Yimeng Mountain Tune" (Yimeng Shan Xiaodiao / 75 1L1/]\
), which recurs periodically throughout the opera. As it is a widely
known song that praises the Yimeng Mountain region, its melody
resonates deeply with the audience, leaving an unforgettable
impression.

In opera, many of the arias are characterized by asymmetrical
structures in the text. In terms of rhythm, the structure is relatively
regular (symmetrical) — with short phrases, often following a
question-answer pattern. The melodies make extensive use of
repetition, with subtle variations introduced each time the theme is
repeated.

Yimeng Mountain is a revolutionary opera with strong local
ethnic characteristics from Hubei Province. It can also be regarded as
a model work in which ethnic musical elements are successfully
integrated into the national opera, showcasing the rich regional
musical heritage of Hubei.

Since the beginning of opera creation in the last century, free
creativity has been encouraged by the cultural and artistic movement
"Hundred Flowers." It was established in China in 1956 to promote
open debate and the development of diverse ideas, forms of art, and
creative expression, as well as to allow creators to present different
opinions. The movement supports diversity and innovation and aims
to foster social and cultural progress through variety. Perhaps this is
why one of the outcomes is that the operas created in the 1950s and
1960s feature a range of themes, as reflected in the titles of some of
their parts: "The North Wind Blows," "Red Headband," "Deep Snow
Over Nine Winters," "Ode to the Red Plum," "Embroidered Red
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Flags," "Water Descends from the Mountains," and "Waves on
Honghu Lake."

3.3. Use of Characteristic Traditional Modes in Chinese Operas

The foundation of traditional Chinese music, particularly the
music of the Han ethnic group, is primarily built on pentatonic scales
(H 7l / wisheng didoshi). This is an essential and
representative characteristic of Chinese music. As mentioned earlier,
the pentatonic scale and its sequence consist of five tones: gong,
shang, jue, zhi, and yu. Each of these tones can serve as a
fundamental tone, and thus, five different pentatonic scales are
formed. For example, the gong mode has the fundamental tone gong,
corresponding to the note do, and its sequence would be CD E G A
(C) in Western notation.

Hexatonic and hexatonic scale (7S H 7 / liushéng didoshi)
are formed by adding an auxiliary or passing tone ({ii& / pianyin)
to the basic pentatonic scales. The most common pianyin are bianzhi
(21, a fourth relative to gong) or biangong (“ZF / a minor
seventh relative to gong). These additions bring color and a certain
degree of musical tension. For example, adding bianzhi can create a
brighter but somewhat unstable feeling, while adding biangong leads
to softness or melancholy.

Heptatonic and heptatonic scale (- i3\ / qisheéng diaoshi)
are formed by adding two pianyin to the pentatonic tones. Heptatonic
scales are richer and more complex, but the pianyin tones usually
remain subordinate to the five basic pentatonic tones. Different
heptatonic combinations provide a variety of colors and emotional
sensations.

Although the pentatonic system serves as the common

foundation for much of Chinese music, its usage varies significantly
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across different regions, ethnic groups, and genres, showcasing local
color. For example, Southern music (e.g., Jiangnan Sizhu | {174 %
7T) is characterized by smooth, graceful, and delicate melodies. It
often uses the yu or jue modes in pentatonic or heptatonic forms.

Chinese opera (both contemporary works inspired by Western
opera and traditional xigu) uses these modes as a primary tool for
shaping musical imagery, expressing emotions, and creating
atmosphere. The use of pentatonic and related heptatonic modes is
crucial for providing the music with a recognizable "Chinese flavor."
Different modes can hint at the identity or personality of a character.
For example, the gong and shang modes may suit strong, bold
characters, while the yu and jue modes are often used for gentle or
melancholic characters.

Calm, stable melodies in the gong mode can depict peaceful
scenes. The use of pianyin (passing tones) or the transition from one
mode to another can express conflict, excitement, sorrow, and more.
High registers of zhi or gong can convey a heroic spirit or dynamic
situations. Winding melodies in a low register in the yu mode often
express sadness or longing.

The detailed explanation of the Chinese tonal system, based on
pentatonic, hexatonic, and heptatonic scales, helps analyze how these
modes are used to create a recognizable "Chinese flavor" in national
operas, characterize the heroes, and express specific emotions and
atmospheres. Notable examples from this perspective can be found
in the opera Jian Jie, where transitions between different traditional
modes (gong, zhi, yu) are used to convey the inner resolve of the
main heroine. Another characteristic example is the aria "Brother
Doesn’t Come, the Flowers Won'’t Bloom" from the opera "In August,

Osmanthus Blooms Everywhere”, where changes in modes mark
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shifts between states of elevation, tension, and longing. Through
these melodic construction techniques, the music is both rich and
expressive, embodying not only the tension in the lyrics but also the
emotional depth within them.

3.4. Application of Traditional Rhythm Patterns in Creating the
National Element in Chinese Operas

Bangiang (WEAK), also known as the "variant in the Ban
style" or "structural pattern with varying tempo in the Ban style,"
refers to a structural component in traditional Chinese opera music.
It is a type of singing in which rhythm, meter, and tempo are used to
create a specific performance style. Bangiang is rich in artistic
expression with lyrical, narrative, and dramatic functions. In the
bangiang system, there are different rhythmic types (ban) with
specific dramaturgical functions: lyrical (slow ban), narrative (main
ban), and dramatic (fast or free ban). The primary functions — lyrical
and dramatic — usually appear at the beginning and end of the vocal
section.

Examples from the operas The Marriage of Xiao Erhei and Red
Coral have been analyzed, showing how these traditional rhythmic
models are applied to build the scenes and characters of the operatic
heroes. A vivid example of using the rich possibilities of bangiang is
the aria "Looking at the Struggling People of the World, All Are
Liberated" from the opera "The Red Guard of Honghu."

3.5. Use of Harmony Principles in Chinese Operas

The application of the European harmonic system to traditional
Chinese melodies provides rich expressive means, highlighting both
the harmonic beauty of the melody and adding greater emotional
depth to Chinese opera. Through harmony, composers can vividly

express the emotions of the characters, drive the plot forward, and
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breathe new life into the fusion of traditional and modern operatic
elements, seeking new ways to express national identity. Balancing
the traditional melodic characteristics of Chinese music with the
harmonic beauty of Western music remains a challenge in the
creation of contemporary Chinese opera.

The operas The Red Lantern and Butterfly Lovers are examples
of successful use of harmony to deepen the emotional intensity of the
music. In the latter, for example, harmony is employed to emphasize
the emotional fluctuations of the characters, particularly in scenes of
meeting and parting between the main protagonists.

3.6. Use of Traditional Chinese Instruments in Opera Works

The use of timbral possibilities of traditional instruments in
Chinese operas is another way to achieve national characteristics.
The specific qualities of different instruments complement the
expressive means employed by composers and contribute to the local
color of the performance. One example of this is the opera The White
Snake (Bai Shé Chuan /| Fk¢f%), which won the Pulitzer Prize for
Music in 2011. Composer Professor Zhou Long became the first
Chinese artist to receive this prestigious award.

For this work, the composer selected traditional Chinese
operatic percussion instruments, such as the large gong (da Iuo / K
), small gong (xiao Iuo / /N¥), cymbals (nao bo / #4%K), and
bangzi (¥ F ), among others. Following the principles of
ornamentation, various "gong and drum rhythms" (lué gii dicn | %%
T¥ 45 are used throughout the opera. For example, in the first act of
The Broken Bridge (Zhué Hui Da Qido / ##r), where the main
characters Xu Xian and Bai Niangzi express their mutual affection
for the Broken Bridge on West Lake, the composer employs

rhythmic structures from traditional percussion instruments of the
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Jingju (Peking opera) style. These rhythms express the strong
emotions of the two characters, intensifying the drama and creating a
distinctly national flavor.

3.7. Aesthetics of Music in Chinese Opera

In the second half of the 20th century, aesthetic preferences in
China underwent numerous transformations, especially influenced
by the changing historical context, political environment, and
societal trends. The aesthetic trends among Chinese composers and
the general public were also shaped by cultural exchanges between
China and foreign countries, the socio-political development in the
country, and the introduction of Western contemporary art.
Examples of the nature of these aesthetic preferences in the opera
genre include The Red Women's Army (Hong Se Niang Zi Jun | 414
UR¥ %) and Farewell My Concubine® (Ba Wang Bie Ji | %7 .73 1,
1989-2006), which reflect the evolving cultural landscape in China.

In conclusion, I will summarize that the study of the national
style in Chinese operatic music from the second half of the 20th
century reveals a dynamic process of cultural synthesis and
innovation, visible in the various stages of development and specific
works. Through conscious and creative borrowing, adaptation, and
rethinking of both Western operatic conventions and their own rich
musical heritage, Chinese musicians have succeeded in creating a

unique, viable, and socially significant form of national operatic art.

> In Bulgarian, this work has also been translated as "Farewell, My

Companion."
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This experience continues to be a valuable resource and foundation
for the further development of the genre in the contemporary world,

as demonstrated by the latest operatic works.

Chapter 4. Chinese National Style of Operatic Singing

Chapter Four focuses on vocal performance as a key element of
the national style in Chinese opera. It traces its evolution from
traditional forms to the contemporary synthesis with Western singing
techniques. The chapter presents a newly developed practical method
for singing in Chinese opera and analyzes significant achievements
using specific musical examples.

4.1. Characteristics of Chinese Traditional National Operatic
Singing (Xigu)

Here I will analyze the vocal characteristics in traditional
Chinese national opera and their connection to musical and cultural
specifics, because they influence the composition and performance
of operas created in China during the 20th century.

Connection to role types (hdngdang). Traditional singing in
China is strictly differentiated according to the role type — male
(sheng), female (dan), painted-face male (jing), or clown (chou).
Each role has its own unique timbre, vocal technique, and style of
stage presence. These characteristics are also used to convey the
national identity in new Chinese operas.

Regionality and Connection to Language. The vast territory of
China has led to the emergence of numerous traditional
music-theater genres. Each genre, influenced by local dialects,
culture, and musical expression, possesses distinct vocal styles and

methods of vocal ornamentation. Melodic development is closely
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tied to the tones and vowel sounds of the Chinese characters. The
melody follows the tones of the characters to achieve both textual
clarity and musical beauty (this is the principle of "clear diction and
mellow melody" / FIEfE[H, zi zhéng qgiang yuan). Traditional
singing does not simply imitate speech tones but stylizes them.

Resonance and Timbre (gongming yii yinseé / JEME L& ).
Emphasis is placed on sound production and clarity, often utilizing
head and nasal resonance to create a specific timbre.

Vocal Techniques and Rhythm. Specific techniques are used,
such as mixing chest voice with falsetto (especially in female roles),
rich ornamentation, and breath control. The rhythmic organization
follows the banshi ($R3X) system, which determines the tempo and
phrasing according to the dramatic situation.

Instrumental Accompaniment. The traditional orchestra is
divided into a melodic section (wénchdng) and a percussion section
(wuchang), with each having clearly defined functions to support the
vocal line and create a dramatic atmosphere.

4.2. Borrowing of Characteristics from Western Operatic
Singing in Chinese Operas

In the second half of the 20th century, with the opening up of
China, Western vocal techniques, especially Italian bel canto, began
to exert a strong influence on Chinese musicians. Chinese singers,
many of whom studied abroad or in reformed Chinese conservatories,
adopted Western methods for breath control, expanding vocal range,
achieving variety of timbres, and more nuanced emotional
expression.

Western opera focuses on perfect vocal technique, particularly
on enhancing vocal expressiveness through various techniques.

Traditional Chinese opera emphasizes pronunciation and emotional
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expression but tends to be relatively simple in terms of vocal
techniques. In contrast, Western operatic training places greater
importance on the richness and diversity of timbre.

4.3. A New Method of Singing in Chinese National Operas

The new singing method was not created through a strictly
theoretical path but developed gradually through the practice of
performers like Li Guyi and Wu Bixia. Thanks to their talent, hard
work, and desire to modernize Chinese opera, they managed to find a
balance by applying the scientific principles of Western vocal
technique without losing the specific timbre, diction, and emotional
directness characteristic of the Chinese tradition. This synthesis
allows singers to handle the more complex vocal demands of
contemporary opera while preserving the national identity of the
sound.

This new method of blending Western and Chinese singing
techniques does not have a single founder but has developed
gradually through the collective efforts of various singers and music
educators. The pioneers in this field were primarily Chinese singers
who had studied abroad, mastering Western vocal techniques and
attempting to apply them to the creation and performance of Chinese
opera. This process was particularly intensive during the 1980s and
1990s with the development of China's reform policies.

Through an analysis of the recordings of famous singers like Li
Guyi and Wu Bixia, we can establish that they demonstrate fine
control over Western operatic singing techniques while
simultaneously integrating traditional Chinese tonal characteristics.
For example, in their high notes, they use bel canto techniques to
ensure clarity and stability of the tones; whereas to portray tragic or

dramatic states, they use traditional Chinese sound characteristics
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and rhythm to deepen the emotional impact and the dramatic conflict
in the character's portrayal. This combination allows their
performances to possess the artistic sophistication of Western opera
while preserving the emotional tension of traditional Chinese opera.

4.4. Musical Accompaniment of Vocal Music in Chinese
Operas

Vocal Forms. Forms such as the aria, recitative, ensemble, and
chorus have been adopted from the Western model but have been
adapted. Arias often include melodies based on the pentatonic scale
or tunes from folk songs. Recitatives absorb the rhythm and
intonation of traditional melodic recitation (nianbai). The chorus
plays a particularly important role in operas with revolutionary and
social themes, expressing the collective will.

Musical Accompaniment. Contemporary Chinese opera
predominantly uses a Western symphony orchestra, but traditional
Chinese instruments are integrated into it. These are not merely for
ornamentation but are used to create specific color, to characterize
heroes, or to emphasize regional affiliation. This mixed orchestra
allows for rich symphonic development while preserving a
recognizable national sound.

Specific examples are presented, such as the aria "The North
Wind Blows" (Bei Feng Chui / JbXWWK) from The White-Haired
Girl, in which specific accompaniment with traditional instruments
is used to emphasize the national color. The opera Sister Jiang (Jiang
Jie / {I4H) is another example, in which the accompaniment to the
aria "Ode to the Red Plum" / Hong Mei Zan (Z#%%) is analyzed.

The accompaniment of the vocal parts in the opera becomes an
indispensable and highly expressive component of the overall artistic

concept of the opera, serving as one of the key manifestations of the
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artistic value of Chinese opera and highlighting the search for a
specific Chinese way of operatic singing.

4.5. Notable Singers of Chinese National Operas from the
Second Half of the 20th Century

This part of the study concludes with a presentation of notable
singers from the second half of the 20th century. Among them are
Wang Kun (the first performer of Xi'er in The White-Haired Girl),
Guo Lanying (a master of the synthesis between traditional and
contemporary techniques), and Wang Yuzhen (famous for her role in
The Red Guards of Honghu Lake). These singers are pioneers and
key figures in establishing this new national vocal style.

Chinese national opera transformed and modernized during the
20th century. This process reflects not only a cultural dialogue but
also a strategic evolution to enhance its global significance. Success
factors include educational reforms, creative instrumental synthesis,
and the role of visionary performers. This hybrid model balances
cultural heritage with contemporary expression, laying the
foundation for future innovations at the beginning of the 21st

century.

Chapter 5. Perspectives for the Development of Chinese

Operatic Creation

Chapter Five examines the prospects for Chinese opera by
conducting a comparative analysis with key characteristics of the
Western opera genre. The subject of analysis is the relationship
between the national and the global. It outlines the main challenges
facing the genre and possible directions for presenting and

understanding the national within the operatic genre, as well as its
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path towards even more diverse development at the beginning of the
21st century.

5.1. Comparative Analysis of the Creative Concepts of Chinese
and Western Operas

Similarities and Differences. Both Chinese and Western opera
are based on the synthesis of music and drama, using similar vocal
forms (solo, ensemble), functions of the instrumental ensemble
(prelude, accompaniment), and corresponding structures. In general,
it can be stated that the differences in creating a Chinese analogue of
opera with national characteristics stem from the different cultural
and historical contexts. Chinese operas often draw themes from local
history and reality, whereas Western operas, for a long period of
their history, developed under the influence of mythology, Christian
culture, and European history, and at a later stage, reflected
modernity. Therefore, to understand the essence of the operatic genre
in China and its specifics, the similarities and differences in the vocal
music of Western opera and Chinese national opera are traced on
several levels.

Vocal and Instrumental Features. Chinese opera uses specific
vocal forms like nianbai (melodeclamation), which are different
from the Western recitative, and has its own complex system of
singing styles (lyrical, narrative, dramatic). The instrumental
ensemble in traditional Chinese opera, divided into wenchang
(melodic) and wuchang (percussion) sections, also differs
significantly from the standard symphony orchestra, with percussion
instruments playing a key role in conducting the action and creating
the stage atmosphere.

5.2. The Relationship between the National and Global
Character of Chinese Opera
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Preserving the national character. The study emphasizes that the
national character was born from the mission to save the country and
is at the core of the development and popularization of Chinese
opera. To be successful on the world stage, Chinese opera must
present precisely its national uniqueness, not just be an imitation.
However, the representation of the national in Chinese operas is not
constant; it evolves and reflects the changes in society and national
consciousness. The national in Chinese opera expresses the spirit of
traditional Chinese culture.

When creating national music, there is no standard to which we
must adhere. Discovering and applying the national element in art is
in itself a complex process, as culture undergoes processes of active
interaction and integration of diverse musical achievements.
Different national cultural connotations appear in various historical
periods of societal development, and national aspirations change.
Therefore, opera creators must have a clear and accurate
understanding of contemporary life if they want to reflect the
national in their works, meaning the national is closely linked to the
contemporary. They must be able to meet the new demands of the
times if they want to be accepted by the people, and they should not
detach themselves from the real life of society.

This method of creating operas that are national in spirit and
means of expression is found in Storm on the Yangtze River by Nie
Er, which has a revolutionary flavor and represents the unity of the
Chinese nation. The opera The White-Haired Girl magnificently
presents traditional national culture and art, pushing Chinese opera to
new heights and becoming an important achievement in its
development. Later, a series of Chinese opera works such as Liu
Hulan, The Marriage of Xiao Erhei, Song of the Grassland, The Red
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Guards of Honghu Lake, and Sister Jiang borrowed important
achievements in this direction of representing the national. Thus,
through historical accumulation and renewal, Chinese culture
inherits cultural characteristics and weaves them in various ways into
operatic works.

Cosmopolitanism and openness. In the era of globalization,
Chinese opera must be open and tolerant towards foreign cultures,
absorbing the best from them and integrating it with its own tradition.
This cultural exchange is mutual and enriching. An "open culture"
requires a kind of cultural perspective on the world, and it must not
only focus on the advantages of traditional culture but also on
contemporary development trends that are in step with, and even
lead, the trend of global cultural development.

The success of Chinese opera singers in international
competitions since the 1980s and the successful tours of operas like
Farewell My Concubine prove that Chinese operatic art has reached
a high level and can be accepted and appreciated worldwide. This
increases China's operatic influence around the world and the
visibility of significant Chinese opera works and talented performers.

5.3. Challenges in the creation of Chinese national opera

Diverse audience. One of the main challenges is the need for
opera to meet the aesthetic preferences of different audience groups
— from the mass viewer, who values easily understandable works, to
intellectuals, who seek deeper national and artistic messages. The
creation of an opera is closely related to the audience and to a certain
social aspect of the music's application and perception. Different
cultural and social backgrounds, as well as musical training and
knowledge, are prerequisites for specific preferences. Due to the

formation of different audience groups, the creation of operas leads
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to the use of diverse styles and forms. This is one of the reasons for
the varied development of opera and for a certain rational approach
in its creation, so that it can meet the interests and preparedness of
different groups of listeners.

Authorial model vs. collective creation. Contemporary opera is
created by an author (composer) with an individual voice, which
allows for the use of a unique artistic style, unlike traditional Chinese
theater (xiqu), where the musical-theatrical product is the fruit of
collective creation and has evolved as a result of accumulations over
many generations. This places a greater responsibility on the
contemporary creator, who must capture the national consciousness
of their time and express it in an individual way.

Future development of Chinese opera. The future of Chinese
opera requires bold innovations and a rejection of conservative and
one-sided approaches. Creators must have deep roots in the national
culture but also look to the world to create works that are

simultaneously Chinese in spirit and universal in their impact.

Conclusion

The conclusion of the dissertation summarizes that the
development of national opera in China during the 20th century was
a difficult but successful process of searching for and establishing a
synthesis between the traditional and the contemporary, the native
and the foreign. It is metaphorically described as "crossing the river
by feeling the stones." The author of the study highlights the 1950s
and 1960s as a "golden era" for the genre, when a large number of
popular and enduring works were created. Among them are Liu
Hulan, Red Coral, The Red Guards of Honghu Lake, and Sister

Jiang. These are works created despite difficult economic conditions,
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adopted as models for successfully expressing the national spirit in
synthesis with imported FEuropean techniques and genre
characteristics. The national element is sought in the synthesis
between the traditional Chinese and the imported and adapted
Western. The national is manifested in the themes and plots.
Characteristics of the new heroes and the new era are created.
Musical expressive means of Western opera genres are mastered, and
specifics arising from the peculiarities of the Chinese language and
its characteristic intonations are added to them. Thus, the idea of the
new method of operatic singing emerges.

Political reforms led to the renewal and flourishing of Chinese
culture in the late 1970s and throughout the 1980s. Among the
results was the liberation from ideological dogmas. The opening of
China to the world allowed creators broader access to different
models of Western opera and a wide variety of compositional
techniques. During this stage, composers demonstrated greater skill
in their work with European operatic models and techniques, while
simultaneously seeking a contemporary expression of the Chinese
spirit, rather than just direct quotation and harmonization. This
period in Chinese opera is associated with individualization and
internationalization, which became even more pronounced in the
1990s. These trends have continued into the early 21st century. The
specifics of national Chinese opera mentioned in the study are
vividly expressed in representative works from this period, such as
Savage Land by Jin Xiang and Marco Polo by Tan Dun.

A main conclusion from the study is that the national style in
Chinese opera is formed through a creative synthesis between
traditional Chinese art and imported and adapted Western art. This

synthesis manifests on several levels:
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Thematic: The operas draw plots and characters from Chinese
history, folklore, and contemporary life, reflecting the spirit of the
times and national aspirations.

Musical expressive means and forms: The structural forms of
Western opera (aria, recitative, choral numbers, etc.) and the use of a
symphony orchestra are adopted, but they are filled with musical
content derived from Chinese tradition — folk melodies with local
characteristics, specific modes, metro-rhythms and tempos, and a
characteristic timbral color.

Vocal: A "new method of operatic singing" has been developed,
which combines the scientific principles of Western vocal technique
with the intonational peculiarities of the Chinese language and the
expressive means of traditional singing. It is the result of experience
and accumulations in the performance practice of many singers with
knowledge and skills in both traditional genres and the operatic
genre borrowed from European musical culture.

Institutional: Institutions are gradually being established to train
the necessary musical personnel for the performance of operas.
Along with them, others are created to support the organization and
presentation of opera performances.

Works that correspond to this model are distinguished by a
clearly expressed national character and strong emotional impact,
which allows them to provoke a strong resonance with the audience.
The achievements of singers like Guo Lanying and Wang Yuzhen,
who formed a unique singing style, are key to the genre's success.

The dissertation systematically traces how Chinese national
opera, building on the foundation of national musical traditions and
creatively assimilating the concepts and techniques of Western opera,

succeeded in forming a unique artistic style with Chinese
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characteristics and the spirit of the times. This process of cultural
transformation and innovation not only clarifies the historical
achievements of the genre but also provides valuable lessons for the
future development of national art in the contemporary globalized

world.

Contributions of the dissertation

Through a systematic investigation of the history, theory,
musical ontology, and performance practice of Chinese opera, the
dissertation presents a comprehensive and in-depth analytical
framework for the study and understanding of its national style. The
main contributions of the study can be summarized as follows:

1. Construction of an integrative and multidimensional
analytical framework for understanding the national element
(national style) in Chinese opera.

This work goes beyond the fragmented or purely conceptual
discussions in previous studies by constructing, for the first time, a
systematic analytical framework that unites four key aspects:
"historical origin — theoretical definition — ontological analysis of
the music — performance practice." This framework combines the
macro-historical narrative (Chapter 1) with micro-analysis of
musical techniques (Chapters 3 and 4) and connects cultural theory
(Chapter 2) with concrete artistic practice (Chapters 3 and 4). This
not only provides a clear theoretical path for understanding the
essence of the national characteristics of Chinese opera but also
offers a workable and reproducible research paradigm for future
studies, filling an existing methodological gap in this field.

2. In-depth ontological analysis of the "national construction" in

Chinese opera music from the second half of the 20th century.
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The main part of the study (Chapter 3) delves "inside the
music," systematically tracing how Chinese opera, under the
influence of the Western opera paradigm, creatively uses key
musical elements such as traditional modes, metro-rhythmic patterns,
principles of harmonization, and orchestration with traditional
instruments to build its unique national identity. This contribution
shifts the focus of the research from themes and plots representing
the national to the "cellular" level of the musical structure. Through
the analysis of specific musical examples, this work meticulously
reveals the musical technology and aesthetic choices of Chinese
composers in the process of "synthesis between East and West,"
providing precise empirical evidence for musical analysis and
significantly deepening the understanding of the essence of Chinese
operatic creation.

3. A comprehensive genealogical tracing and theoretical
conceptualization of the "new method of operatic singing" ("new
national vocal style") in Chinese opera.

This study (Chapter 4) focuses on the core of operatic art —
vocal performance — by systematically reviewing the formation and
development of the "new national vocal style" (FJEHTPETE). The
analysis traces both the continuity from traditional Chinese opera
and folk song, as well as the borrowing and adaptation of bel canto
from Western European music. This contribution brings clarity to the
long-standing debates surrounding the vocal style in Chinese opera.
It clearly shows that the "new national vocal style" is not simply a
"fusion of East and West," but an independent vocal system with its
own aesthetic value, formed in a specific historical and cultural
context through the practical explorations of several generations of

artists. This provides a solid theoretical foundation and historical
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reference for vocal pedagogy, performance practice, and the training
of opera singers.

4. Proposing a forward-looking theoretical reflection on the
paths for the development of Chinese opera in the 21st century.

Based on the holistic analysis of the past and present, the study
(Chapter 5) examines in depth the main challenge facing Chinese
opera — the dialectical relationship between the "national" and the
"global." Constructive reflections are offered for the future
development of Chinese opera. It is emphasized that the future of the
genre lies not in imitating the West or in conservatively adhering to
tradition, but in the ability, while preserving the specifics of Chinese
culture, to utilize the achievements of world musical theater. This
reflection provides an important theoretical reference and intellectual
support for contemporary opera creators, critics, and cultural

policymakers.
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