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MASTERING PERCUSSION INSTRUMENTS
OF THE EUROPEAN ACADEMIC TRADITION
BY CHINESE MUSICIANS
IN THE 20TH-21ST CENTURIES

Summary: The article focuses on music for percus-
sion instruments of the European academic tradition in
the context of Chinese musical culture. It observes the
dynamics of mastering this instrumentation by domes-
tic percussionists, both within the framework of sym-
phony orchestras being organised in the country and
in traditional creative bands. The typological similarity
between the formation principles of Chinese traditional
instrument orchestras and the Russian one created by
V. Andreev on the model and likeness of the symphon-
ic one, with the preservation of the functions of the
corresponding bands, is observed. Attention is drawn
to the improvement of drum kits based on the combi-
nation of traditional and European instruments in one
arrangement. The instruments gradually included in
the European orchestra are designated: a woodblock
(A f), aslit drum (#5F), Chinese cymbals (& $&), a gong
(/\€B), a tamtam (K %8). This enriched the timbre arse-
nal of modern musicians, giving them the opportuni-
ty to create original vivid sound effects and enhance
the expressiveness of music.

The contribution of outstanding Chinese compos-
ers and performers to the development of this art form
is revealed. Attention is drawn to the introduction of
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a combination of Chinese and Western percussion in-
struments into practice. The authors associate the in-
tensification of the described processes since the 1980s
of the 20th century with the new socio-political situa-
tion of the "era of openness”. During that time, cultural
exchange between countries intensified and percussion
instruments of the European academic tradition were
included in the educational programs of universities
with musical focus in a short period of time.

The emergence of talented virtuosos inspired world-
famous composers (Guo Wenjing, Wen Deqing, Liu Gang,
Tan Dun, Qi Zhang) to create works with tradition-
al musical poetics for percussion. It is suggested that
it is only the beginning of the journey, since there is
still relatively little music written by Chinese compos-
ers for European percussion instruments compared
to foreign ones. However, there are many optimistic
prerequisites for this art form development in all its
components: composition, performance creativity, and
music pedagogy.

Keywords: Chinese musical culture, percussion instru-
ments of the European academic tradition, instrumental
performance, interaction of Eastern and Western trends
in musical art.
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IlL. 1. Chinese woodblocks.

European percussion instruments (namely, fixed-
pitch instruments such as marimba, timpani, xylo-
phone, etc.; non-fixed-pitch instruments including
snare drum, cymbals, triangles, etc. [more on this:
1]) began to appear in China in the 19th century,
when the first symphony orchestras were formed.
In particular, the Shanghai Symphony Orchestra,
formerly the Shanghai Public Orchestra, founded in
1879, was one of the first to be established. In 1922,
it was renamed the Orchestra of the Shanghai Mu-
nicipal Administration of Industry and Commerce.
It was officially named the Shanghai Symphony Or-
chestra in 1956 [2, pp. 56-58]. Later, other sympho-
ny orchestras began to appear in China, including
the Harbin Symphony Orchestra (1908), the Cen-
tral Orchestra (1956) based in Beijing. Eventually
it was renamed the China Symphony Orchestra. In
1957, the Guangzhou Symphony Orchestra was or-
ganised — the only creative collective that has left
a "musical trace” on five continents of the world.
These symphony orchestras have an outstanding
team of musicians with excellent instrumental per-
formance skills, with a rich and diverse arsenal of
reproduced timbres.

Symphony orchestras not only contributed to
the spread of Western classical music tradition, but
also actively promoted the outstanding works of
Chinese composers. Owing to this, Western aca-
demic music began to sound in some large cities
of the country, and Chinese music — on Europe-
an concert stages. By studying European traditions,
some Chinese orchestra members with foreign ex-
perience were the first to become acquainted with
European percussion instruments. The principle of
organising a symphony orchestra was also applied
to the composition of traditional instruments, cre-

L. 2. A Chinese tom-tom.

ating an orchestra based on the model and likeness
of a symphony orchestra, highlighting the string,
brass, and percussion groups.

In order to assess the significance of the spread
of percussion instruments of the European academ-
ic tradition in China, one should pay attention to
the beginning of the academisation of traditional
ones. Studying the process of creating Chinese folk
instrument orchestras, Wan Yun believes that a cer-
tain influence was exerted by the activity of V. An-
dreev, who put together an orchestra of Russian
folk instruments based on the model and likeness
of a symphony orchestra, preserving the function-
al purpose of the bands. He writes that “the or-
chestra of Chinese folk instruments was formed in
the 20s of the 20th century on the wave of West-
ernisation that engulfed China, and, as a musi-
cal band of a new type in culture, it became its
bright representative phenomenon. Throughout
the century, the rapid development of both the or-
chestra and its various types testified to the reg-
ularity of the initiative of Chinese musicians, who
stood at the origins of the formation of the na-
tional orchestral culture. Following the orchestra
of Russian folk instruments created by V. Andreev,
the Chinese orchestra enters the space of world
culture and occupies strong positions: its musical
bands successfully tour, participate in festivals and
cultural events; “works performed by the Chinese
orchestra are a notable phenomenon in contem-
porary musical art” [3, p. 3].

During the 20th century, European percussion
instruments gradually became full-fledged mem-
bers of the orchestra of Chinese folk instruments,
and at the same time, some traditional Chinese per-
cussion instruments became full-fledged members
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the Danish National Symphony Orchestra.

of the European orchestra [more on this: 4] and
pop ensembles.

In the 1920s, woodblocks (photo 1) and Chinese
drums, called “Chinese tom-toms” (photo 2), were
added to the drum kit. Starting from the second half
of the 20th century, the percussion group has be-
come very numerous. The European orchestra of-
ten includes such traditional Chinese instruments
as a woodblock (AK#), a slit drum (#8¥), Chinese
cymbals ([ $8), a gong (/)\$%), and a tamtam (K$5).

The combination of Eastern and Western per-
cussion instruments from different countries and
regions greatly enriched the composers’ timbre ar-
senal by using various original sounds to coordinate
with other orchestral instruments, create diverse
sound effects, and enhance expressiveness [more
on this in 5, p. 269].

After the 1980s, China carried out socio-political
reforms and entered an era of opening up, which
immediately affected its culture and art. This peri-
od is called “new spring”; it became possible to get
acquainted with the culture and art of other coun-
tries. There are great differences in the content of
music between China and the West; however, there
must be something in common between them so
that Chinese and Western music can use the same
instruments.

With the widespread introduction of Western
music in China, percussion instruments of the Euro-
pean academic tradition have quickly entered into
professional teaching, performance, and composi-
tion in a short period of time. The continuous influx
of new types of European percussion instruments
and the introduction of Western percussion con-
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Il 3. Performance of Guo Wenjing's concerto The Rite of Mountains. Soloist Li Biao, conductor Fabio Luiz, and

certos have had a strong influence on the study,
performance, creation, and teaching of European
percussion instruments in China.

In creating works for European musical instru-
ments, composers studied the means of musical ex-
pression inherent in traditional genres of Chinese
music. "By looking closely and analysing the arche-
typal properties of the canonical structure <...>, the
author is encouraged to discover new means of ex-
pression that, without destroying it, will enrich it”
[cit. from: 6, p. 90], and also to think through ways
of synthesising them with modern composition tech-
niques inherent in Western music, which had to be
mastered in a shorter time frame.

In the 1990s, composer Guo Wenjing created
the play “Drama: a Composition for Small, Ordi-
nary, and Sichuan Cymbals and the Voices of Three
Performers” (M- A/NKR. SRRFIRR=MDREE
RYIEZ k). This piece combines elements of tra-
ditional Chinese opera percussion and uses tradi-
tional Chinese musical language to create a special
atmosphere. It does not use many percussion in-
struments; however, it maximises the acoustic ef-
fect of each by including the maximum number of
performance techniques. Such a bold experiment
has made this piece one of the most popular works
among percussionists; it is also of great value to
researchers of the processes occurring in modern
Chinese music.

Another composition by Guo Wenjing, The Rite of
Mountains (L z %%, photo 3), was commissioned by
Chinese percussionist Li Biao. The plot of this pro-
gram piece is based on a memorial poem written
in honour of the Wenchuan earthquake, and con-
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Il 4. Performance of Wen Deqing’'s composition “Kung Fu for Solo Percussion”.

sists of three parts. The main instrument of the first
part is marimba; of the second part — gongs; of
the third part — drums. The premiere of the work
took place in September 2009. The soloist is the re-
nowned contemporary percussionist, Li Biao, who
has since collaborated with the Danish National
Symphony Orchestra and toured Europe.

The percussion ensemble piece "Camel Bells
of the Western Regions” (P18 3¢ $%) was created
by composer Zhang Ji (5 ££). His creative inspi-
ration came from the lyrics by Liangzhou Ci (g
id), a poet of the Tang Dynasty. It uses about 20
percussion instruments in total, such as gongs,
wooden fish, timpani, cymbals, marimba, vibra-
phone, etc. It describes the scene of a camel car-
avan slowly approaching from afar through the
desert in the Western Region. The climax of the
music depicts the continuation of the slow for-
ward movement after the storm and the heroic
overcoming of natural disasters [more on this:
7, p. 37]

In 1994, Swiss-Chinese composer Wen Deqing
composed “Elegy for Vocal Trio of ‘Singing Poetry
Rhymes' and for Percussion Instruments” (FE5k—
=REIFASFTEH R =&F%), which caused a huge
resonance among European performers. It was the
first work for percussion by a Chinese composer to
appear in Europe. It expressed the rich meaning of
traditional Chinese art and immediately took an im-
portant place in the repertoire.

Another classical percussion work, “Kung Fu for
Solo Percussion” (B k—AIRF=FT T RIERZR M 1E)
(photo 4), composed by Wen Deging in 1998, imme-
diately made him famous. It is inspired by Chinese
kung fu, uses numerous percussion instruments,
and requires exceptional technical skills, extraor-
dinary physical fitness, and stage experience from
the performers.

Composer Tan Dun created concerts for new-
ly created percussion instruments, Water Music
(ill. 5) and Paper Music, in 1999 and 2003 respec-
tively. These are two highly innovative pieces. Wa-
ter Music uses water as the main instrument and
employs various methods to create sounds such as
dripping, flowing, and splashing water; Paper Music
uses mallets to strike and rub, and the sounds of
paper being crumpled and torn. Tan Dun’s bold in-
novation brings new auditory and visual experiences
to the audience. With the emergence of such instru-
ments, the experiment is in line with the trends of
world musical art dynamics in both the East and the
West, and in this way, brings them closer together.

In the 21st century, the development of Chi-
nese society and culture has positively influenced
the development of percussion instruments. The
economic boom has contributed to the change in
people’s social and cultural life, encouraging per-
cussion players to move forward. At the same time,
more and more composers and percussionists of
the younger generation have begun to try to cre-

105



Ill. 5. Performance of Tan Dun’s Water Music Concerto. Soloist Chen Yi, Geneva Symphony Orchestra,
Switzerland, 2021.

ate musical works for percussion instruments of the
European tradition.

Liu Gang, a famous percussionist and teacher in
China, created a percussion piece called “Cracking
Walnuts”, which makes full use of the special sound
of percussion instruments through various playing
techniques and methods. Moreover, there are char-
acteristic rhythmic elements to enrich the sound
effects of the piece, making it skilful and memora-
ble. The title of the piece is consonant with the in-
strumental tune "Rolling Walnuts” from Jiangzhou
Drum Music, a Western Chinese percussion piece
that echoes traditional Chinese ones. At the same
time, he also adapted and arranged “Sunshine Over
Tashkurgan” (PHEERBAEHZE/RT) for marimba.
The composer created an ensemble for percussion
instruments, “Yala" (F$u). It is a work in which the
main participants are the vibraphone and marim-
ba, accompanied by timpani and Chinese drums.

Thus, many of the composers’ works at the turn
of the 21st century combine Western percussion in-
struments (tom drums, snare drums, gongs, African
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Il 6. PAS 2024 Percussion Week poster.
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drums, etc.) with Chinese national ones, such as Bei-
jing gongs and Chinese drums. The sound effects
obtained with this combination are unique, which
makes the colourful timbre palette of the compo-
sition inimitable [more on this: 8, pp. 54-55].

In addition to the emergence of outstanding works,
the development of Chinese percussion art is also in-
separable from the active concert and educational
activities of percussionists. Numerous percussion art
festivals and percussion competitions have appeared
in China. It is worth mentioning the National Youth
Percussion Competition organised by the Shanghai
Percussion Association; the Percussion Festival of the
National Center for the Performing Arts in Beijing;
IPEA (International Percussion Education Association);
Percussion Festival in Shanghai; JINBAO; Percussion
Competition of the Tianjin International Music Festi-
val; PAS (Percussive Arts Society) Percussion Week in
Beijing (photo 6), and many others. These percussion-
related events and competitions provide percussion
students with a platform to showcase their talents and
communicate, promote the popularisation and devel-
opment of percussion instruments in China, as well
as help discover and cultivate outstanding talents in
the field of percussion instruments, allowing them to
have a wider space for development.

In 2002, China formed a band of 30 percussion-
ists from famous Chinese symphony orchestras, per-
cussion teachers, and students from the Central
Conservatory (in Beijing), Shanghai, Sichuan, Tian-
jin, and Shenyang. The percussion delegation par-
ticipated in the Berlin Percussion Festival in 2002.
It was the first time that China organised a band
to participate in an international percussion festival
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Il 5. The stage of the Percussion Festival: National Centre for the Performing Arts in Beijing.

and held the Oriental Charm Percussion Concert. To
present the country’s art, there were not only West-
ern instruments and classical music, but also tradi-
tional Chinese percussion instruments.

Li Biao, the famous Chinese percussionist, is the
first performer to give a solo concert in this percus-
sion festival. It is worth noting that Li Biao studied
at the Moscow State Tchaikovsky Conservatory for 7
years. He is currently the artistic director of the Per-
cussion Festival: National Centre for the Performing
Arts (ill. 7), which was successfully held in Beijing
from September 15 to October 7, 2024. At the sixth
Percussion Festival: National Centre for the Perform-
ing Arts, percussionists and percussion ensembles
from China, Brazil, Germany, Denmark, and other
countries performed outstanding concert programs.

American artist Robert Van Sice, known in China
as the "father of modern marimba”, led the Percus-
sion Collective in China in order to organise con-
certs and master classes in 2018. Robert Van Sice
has presented over one hundred marimba pieces
worldwide, conducted over 400 master classes in
25 countries, and regularly serves as a judge at in-
ternational competitions.

Other members of the Percussion Collective in-
clude performers cooperating with the Chamber
Music Society of Lincoln Centre and the Camera-
ta Pacific Chamber Orchestra, as well as renowned
faculty members from the Miami Frost School of

Music, Michigan State University, the University of
Massachusetts, and other universities. It can be de-
scribed as an unprecedented "all-star” percussion
ensemble. Robert Van Sice hopes that the Percus-
sion Collective can break traditions, subvert con-
cepts, and usher in a new era of percussion.

In addition to the percussion majors offered by
conservatories and comprehensive universities in
China, music schools have also opened European
percussion courses, giving more people the oppor-
tunity to study [more on this: 9, p. 230].

The rapid development of the Internet has played
an important role in the spread of national music
culture. It is quickly becoming part of popular cul-
ture, influencing the aesthetic perceptions of the
younger generation around. The drum set, one of
the most popular musical instruments in China, has
become the first European percussion instrument
that many children have become familiar with.

The growing popularity of the drum set has ini-
tiated a competition and festival movement in this
direction. For example, at the National Youth Percus-
sion Competition, annually organised by the Shang-
hai Percussion Association, the drum set contests
often feature intense competition, with more than
300 people aiming for the top 11 places in the fi-
nals. As their studies advance, some students be-
gin to master percussion instruments using a drum
kit, and then familiarise themselves with other per-
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cussion instruments, completing the transformation
from a drum-only “drummer” to a full-fledged “per-
cussionist” playing a wider range of European aca-
demic and traditional Chinese musical instruments.

In the context of globalisation, cross-cultural ex-
changes have had a profound impact on the cre-
ation of popular music. They not only break down
the boundaries of geography and culture, but also
allow musicians to interact with and understand the
musical poetics of different cultures.

In addition to the competition and festival move-
ment, foreign students are also an important link
between China and the West in the exchange of per-
cussion instruments: famous performers Li Biao (2=
&), Lin Zhe (#1&%), Fan Ni G&4%), Hu Shengnan (#f £
%), Zhang Xi (5K7&), Yu Le (£&/R), and others stud-
ied abroad. They not only became successful per-
cussionists on stage, but also actively promoted the
educational programs they designed on percussion
instruments to fill some gaps in both Chinese and
European education. During their studies abroad,
they interacted and collaborated with musicians and
music teachers from different cultures. Through their
study and research of percussion instruments, they
brought back to China the advanced teaching and
performance methods they learnt abroad, improv-
ing the quality of domestic percussion instruments.
They widely perform musical works with Chinese fla-

vour and elements, created by Chinese composers
for European instruments, promoting the interaction
and mutual influence of Chinese and foreign cul-
ture, "allowing the Western world to better under-
stand Chinese music and hear the sounds of China”
[10, p. 57]. Numerous modern Chinese percussion
works have been arranged for European percus-
sion instruments, which immediately brought the
cultural exchange between musicians of the East
and West to a new level.

Today, traditional Chinese percussion instruments
and European ones borrowed from the sympho-
ny orchestra score often interact with each other
within the same piece. The timbre characteristics
of the music and the visual range become richer,
providing increased public attention, enhancing the
attractiveness of percussion instruments, and posi-
tively influencing the development of Chinese per-
cussion technique. However, there is still relatively
little music written by Chinese musicians for percus-
sion instruments compared to foreign ones. With
the gradual increase in the phenomena of economic
and cultural globalisation, the processes of mutual
learning, familiarisation, integration, and promotion
of instrumental performance on percussion instru-
ments of the European academic tradition have ris-
en to a new level. It can be hypothetically assumed
that we are only at the beginning of this path.
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OCBOEHUE YAAPHbIX MHCTPYMEHTOB
EBPOMENCKOW AKAAEMUNYECKOW TPAAMLIN
MY3bIKAHTAMU KUTAS B XX=XXI BEKAX

AHHOmMayuA: CTaTbA NOCBALLEHa My3blke ANA yAap-
HbIX UHCTPYMEHTOB €BPOMENCKON akageMnUeckom Tpa-
AVLIMM B KOHTEKCTE KUTANCKOMN My3blKaNbHOW KYAbTYpbl.
B Hel HabatogaeTca AMHAMMKA OCBOEHUA AAaHHOTO UH-
CTPYMEHTapWs OTeYECTBEHHbIMU NMEPKYCCUOHUCTaMU
Kak B paMKax MosBAAIOLNXCA B CTpaHe cMMdOHUYe-
CKMX OPKECTPOB, Tak U B TPAANLMOHHbIX TBOPYECKMX
KonekTnBax. Habntogaercs TMMOAOrMYECKOE CXOACTBO
NpVHUMNOB GOPMUPOBaHUSA OPKECTPOB KUTAaMCKMX
TPaAWLMOHHBIX UHCTPYMEHTOB C PYCCKUM, CO3JaHHbIM
B.B. AHapeeBbiM No obpa3uy 1 nogobuto cMMPoHm-
Yeckoro, ¢ coxpaHeHnem GYHKLMIA COOTBETCTBYHOLLNX
rpynn. ObpalaeTcs BHUMaHWE Ha YCOBEPLUEHCTBOBA-
HWe yAapHbIX YCTaHOBOK Ha OCHOBE COYEeTaHuA Tpa-
OVLIMOHHbBIX Y €BPOMENCKUX UHCTPYMEHTOB B OAHOM
KOHCTPYKLMW, 0603HaUEHbI MHCTPYMEHTBI, MOCTEMNeH-
HO BK/ItOYaEMble B EBPOMNENCKUI OPKeCTP: AepeBaHHas
kopobouka (K f), weneson 6apabaH (#§F), kutan-
ckne Tapenkn ($E), ronr (/\§8), Tam-Tam (K48). dT10
oboraTtnio TeMHpOBLIV apceHan COBPEMEHHbIX aBTO-
pOB, AlaBas UM BO3MOXHOCTb CO3JaHUS OPUTMHaIbHBIX
KPaCOUHbIX 3BYKOBbIX 3QPEKTOB M yCUIMBas Bblpasu-
TENbHOCTb MY3bIKW.

PackpbliBaeTcs BK1aZ BbI4AFOLLMXCS KUTAWCKUX KOMMO-
3UTOPOB Y UCMONHWTENEN B Pa3BUTUE JaHHOTO BUAA WC-
KyCCTBa, 0b6paLLaeTcs BHYMaHWeE Ha BBeJEHVE B NMPaKTUKY

CoYeTaHUA KATaNCKMX 1 3anagHblX YAAPHbIX MHCTPYMEHTOB.
WHTeHcndumkauma onmcoiBaembix npoteccos ¢ 1980-x ro-
£oB XX cToneTvs aBTopamMu CBA3bIBAETCA C HOBbIMMW COL{MO-
NOJINTUYECKOM CUTyaLMeElN «3MOXMN OTKPbLITOCTU», KOrAa
YCUAWACA KyNbTYPHBIA B3aUMOOBMEH MeXay CTpaHaMu
N yAapHble MHCTPYMEHTbI EBPOMNENCKON akaseMmn4eckom
TPaAWLIMM 32 KOPOTKUI CPOK BblAN BKIOUEHbI B 06pa3o-
BaTe/IbHble MPOrPamMmbl By30B My3blKaabHOro Npodus.

MosBneHVe TanaHTIMBbIX BUPTYO30B MHULMNPOBANO
N3BECTHbIX B MMpe KOMMN0o3nMTopoB — [0 BaHbL3MHa, BaHb
[sumHa, Jro TaHa, Tan AyHa, YxaH L, — Ha co3paHme
COUYMHEHUN C TPAANLMOHHOM MYy3biKalbHOW MO3TUKOWN
409 yAapHbIX. Bbicka3biBaeTca NpeanosioxXeHne o ToMm,
4YTO 3TO ML Ha4ano MyTW, NOCKOJIbKY MY3bIKYW, HaMm-
CaHHOW KUTalCKMMK aBTOpamMu A/ eBPONenckux yaap-
HbIX MHCTPYMEHTOB, MO CPaBHEHWIO C 3apybeXKHbIMU, BCe
ele CpaBHUTE/IbHO He MHOTO, OAHaKO CyLLeCTBYeT MHO-
>KeCTBO MPEeANOChINOK A8 ONTUMUCTUYHOIO MPOrHo3a
pa3BUTUA AaHHOTO BMAA UCKYCCTBA BO BCEX €r0 COCTaB-
NAOLLMX: KOMMO3UTOPCKOM, UCMONHNTENBCKOM TBOpYe-
CTBE N My3blKaNbHOW negaroruke.

Knrodessle cn108a: kumalickas My3eIKaa6HAsA Ky/bmy-
pa, yoapHsele uHCmpymMeHmeol egponelickoli akademuyeckoli
mpaduyuu, UHCMPYMeHMaabHoe UCNOHUMENLCMBO, 83a-
umodelicmeue 80CMOYHbIX U 3anadHbIx meyeHuUl My3bi-
Ka/bHO20 UCKYCCMEa.
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EBponeiickue yaapHble MHCTPYMEHTbI (@ MIMEHHO:
¢ GMKCMPOBAHHOM BbICOTON 3BYKa, Takme Kak mMa-
pumba, AnTaBpbl, KCMNODOH U T. 4.; 6e3 dukcnpo-
BaHHOW BbICOTbI 3BYKa BKJIOUAtOT Masblil HapabaH,
Tapenku, TpeyronbHukm u 1. 4. [O6 3T0M Noapo6-
Hee —1]) ctanm npoHukatse B Kutan B XIX Beke,
koraa 6bin obpa3oBaHbl NepBble CUMPOHMNYE-
Cckue opKecTpbl. B yacTHOCTU, O4HMM M3 NEPBbIX
6bin co3aaH LaHxanckuii cumdoHmnYeckmin op-
KecTp paHee 6bi1 LLlaHXackMM O6LLEeCTBEHHbIM
OpKecTpoMm, co3gaHHbiM B 1879 rogy. B 1922 roay
OH 6bin1 NepenmeHoBaH B OpkecTp LLlaHxanckoro
MYHULIMMaAbHOIO YNpaBAeHMs NPOMbILLUJEHHO-
cTn n Toprosaun. B 1956 rogy oH noayumn odunum-
anbHoe Ha3BaHue LaHxacknin cumboHnyecknin
opkecTp [2, c. 56-58]. MNo3xe B Kntae ctanm no-
ABNATBCA U ApYyrve cMMPOHMYECKMNe OpPKeCTpsbl,
B TOM umncne XapbuHckmn cumdoHnyeckmin op-
kecTp (1908 r.), LleHTpanbHbIi opkecTp (1956 r.)
6asvpoBaBwunincsa B MeknHe. MNo3xe oH 6biA Ne-
penmMeHoBaH B Kutarcknii cuMmpoHmnyeckuii op-
kecTp. B 1957 6b1n opraHmsoBaH lNyaHuUXoycKuii
CUMGOHNYECKNI OPKECTP — E4MHCTBEHHbIV TBOP-
YeCckM KONNEKTUB, OCTaBMBLUNI A0 CUX MOP «MY-
3blKaJibHbIN CNef» Ha NATU KOHTUHEHTaxX MUpa. OTu
cMMdOHMYeckme OpKecTpbl 061a4atoT BblAatoLLel-
€A KOMaHAOW MY3bIKaHTOB C NPEBOCXOAHbIM Ma-
CTEPCTBOM MHCTPYMEHTa/IbHOMO UCMOJHUTENLCTBA,
c 6boraTbiM 1 pa3HOOBpPa3HbIM apceHanomM BOCMpo-
N3BOAUMBIX TEMOPOB.

CMPOHNYeCKMEe OPKeCTpbl He TOIbKO CNOCob-
CTBOBa/IM TPAHCMUCCUN TPAAWLMK 3anafHON Knaccu-
YeCKOW My3bIKW, HO U aKTUBHO NponaraHanupoBanu
BblAaOLLMECs MPOU3BEAEHMNN KUTANCKUX KOMMO3MUTO-
poB. brarogapsa 3ToMy 3anagHas akagemuyeckas my-
3blka Hayana 3By4aTb B HEKOTOPbIX KPYMHbIX ropoAax
CTpaHbl, a KTalcKas — Ha eBPOMenCcKnx KoHLepT-
HbIX 3CTpagax. HekoTopble KUTaickMe OpPKeCTPaHThI
€ 3apy6exKHbIM OMbITOM NEPBbIMN NMO3HAKOMUANCH
C eBPOMNenckuMmM yaapHbIMU UHCTPYMEHTaMK, U3y-
Yas eBpornernickme Tpagmumn. NMpuHUMn opraHmsa-
uMm cuMPoHMUYeckoro opkectpa bbi1 NpUMeHeH
Tak>Xe K COCTaBy TPaAULMOHHbIX MHCTPYMEHTOB,
co34aB opKecTp no obpasyy n nogobuo cnmoo-
HWYECKOTO, BblAENNB CTPYHHYHO, yXOBYIO 1 yaap-
HYHO Tpynnbl.

YTobbl OLEHNTb 3HaUYeHNEe PacNpPOCTPaHEHNS
YAapPHbIX UHCTPYMEHTOB €BPOMENCKON akaje-
MuYeckon Tpaanumn B Knutae ciegyet obpatutb
BHMMaHMe Ha Hayano npouecca akajeMmnsaumnm
TpaaMuMoHHBbIX. BaHb FOHb, ccneays npouecc cos-
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JaHNs OPKECTPOB KMTaNCKMX HAPOAHbBIX UHCTPY-
MEHTOB, NnojaraeT, YTo onpejeseHHoe BANAHNE
okasana pgeatenoHocTb B. B. AHagpeeBa, ckomno-
HOBAaBLLEro OPKeCTP PYCCKMX HAPOAHbIX MHCTPY-
MEHTOB Mo 0bpa3uy 1 Nogobmto cMMGOHNYECKOTO,
coxpaHuB GyHKLMOHaNbHOE Ha3HayeHure rpynn. OH
MULLET O TOM, UTO «OPKECTP KUTANCKMX HAPOAHbIX
WHCTpyMeHTOB obpa3zoBascs B 20-x rogax XX cTo-
NeTus Ha BOJHe BeCcTepHM3aLuuu, oxeatusLen Kun-
Tal, M Kak My3blKalbHbIN KOANEKTUB HOBOTO TMMa
B KY/bType CTan eé ApK1UM penpe3eHTaTMBHbIM fB-
neHneM. CTpemMnTeNIbHOE Pa3BUTUE Ha MPOTAXEHNN
CTONEeTUS Kak caMOro opkecTpa, Tak 1 ero pa3Hoo-
6pa3HbIX BUAOB, CBUAETENbCTBOBANO O 3aKOHOMep-
HOCTM MOYMHA KUTANCKMX MY3bIKAHTOB, CTOABLLNX
Yy UCTOKOB pOPMUPOBAHUS HaLMOHa bHOM opKe-
CTPOBOW Ky/nbTypbl. Bcnes 3a opkecTpoM pycckmx
HapOAHbIX MHCTPYMEHTOB, cO3AaHHbIM B. B. AHgpe-
€BbIM, KNTalCKWIA OPKECTP BbIXOAWUT B MPOCTPaH-
CTBO MMPOBOU KyJbTYpbl M 3aHUMAET NPOYHbIe
NO3ULMK: ero KONNEKTUBbI YCMEeLWHO racTpoamnpy-
0T, y4acCTBYHOT B pecTnBaNsix U KyAbTypHbIX aK-
LM1sAX; MPOU3BEAEHMA, UCMONHAEMbIE KUTAUCKUM
OpPKecTpoM, — 3aMeTHOe fiBJeHNEe B COBPEMEH-
HOM My3blKaJlbHOM McKyccTBe» [3, c. 3].

EBponelickve yaapHble MHCTPYMEHTbI B Teye-
Hue XX cToNneTns NOoCTerneHHo CTaHOBUAWCH MOA-
HOMpPaBHbLIMWU YYaCTHUKaAMWN OPKEeCTpa KUTalCKnx
HapOAHbIX MHCTPYMEHTOB, U B TO >Ke BpeMsA, He-
KOTOpble yAapHble KUTackme TPaauLMOHHbIE UH-
CTPYMEHTbI CTa/Iv NMOJHOMNPABHbIMU YYaCcTHUKAMMU
eBponenckoro opkectpa [06 3Tom nogpobHee —
4], a TakXKe 3CTpasHbIX aHcambnen.

B 1920-e rogbl kK yaapHoOW ycTaHOBKe f06aBu-
nmck kopoboukmn (Pomo 1) n kutanckne bapaba-
Hbl, MOAYYMBLUME Ha3BaHNE «KUTANCKNIA TOM-TOM>»
(®omo 2). Tpynna yAapHbIX, HA4YMHas CO BTOPOM
nofoBuHbI XX BeKa, CTafa O4eHb MHOTOYNCIEHHON,
B €BPOMENCKMI OPKECTP YacTo BXOAAT Takme Tpa-
AVLIMOHHBIE MHCTPYMeHTbl Kntas Kak fepeBsiHHas
Kopobouka (AR &), weneson bapabaH (#F), ku-
Tavickne Tapesnku (e 58), roHr (/\§%), Tam-Tam (K55).

KomburHaums BOCTOUHBIX U 3anajHblX yaap-
HbIX MHCTPYMEHTOB M3 Pa3HbIX CTPaH M PernoHoB
3HauMTeNbHO oboraTuia TeMOPOBLI apceHan
KOMMNO3UTOPOB, UCMOJb3Yss MHOXECTBO Pa3HOO-
6pa3HbIX, OPUTMHaNbHbIX 3BYKOB ANA KOOPANHA-
LMK C APYTMMUN OPKECTPOBBIMU MHCTPYMEHTaMMU,
CO3JaHNsA KPaCOYHbIX 3BYKOBbIX 3GdEKTOB U yCu-
NeHuns BblpasntenbHocTM [06 3ToM nogpobHee —
5, c. 269].

Mocne 1980-x rogos B Knutae 66111 npoBeseHsbl
coumo-nonmTnyeckme pepopmbl U HacTynmaa ano-
Xa OTKPBITOCTM, UTO CPa3y OTPa3nIOCh Ha KynbType
N UCKYCCTBE. OTO BPeMA Ha3blBalOT «HOBasA BECHa»,
nosiB1AaCb BO3MOXHOCTb 3HAKOMCTBA C KyAbTypOiA
N NCKYCCTBOM Apyrux ctpaH. Mexay Kntaem n 3a-
NafoM CyLLeCTBYOT 60obLUME Pa3nymns B CoAepka-
HUW MY3bIKW1, HO MEXAY HUMW JOJIXKHO BbITb YTO-TO
obLee, UTOHObI KMTACKan 1 3anagHas My3blka MOr-
NN 33feCTBOBaTb O6LWMIA MHCTPYMEHTapUA.

C WMPOKUM pacnpocTpaHeHNEM 3amnagHON My-
3blku B KnuTae yaapHble MHCTPYMEHTbI €BPONenCKon
aKafieM14ecKkor TpaauLmMm 3a KOPOTKNIA Nepnog
BpemMeHM HbICTpO BOWAM B NpodeccmoHanbHoe 06-
y4yeHure, NCNOSHUTENBCTBO U KOMMNo3unumio. Henpe-
PbIBHbIN NPUTOK HOBbIX TUMOB EBPOMNENCKUX YAAPHbIX
WHCTPYMEHTOB M 3HaKOMCTBO C 3anajHbIMUK pas3-
HOBWUAHOCTAMMW KOHLLEPTOB ANS YAAPHbIX MHCTPY-
MEHTOB OKa3a/jv CU/bHOE BAUSHWE Ha U3yUeHWe,
NCMOJIHEHWE, CO3jaHne N 0byyeHne Ha eBponew-
CKUX yAapHbIX MHCTPyMeHTax B KuTae.

Co3gaBas COUMHEHWA ANA eBPOMENCKNX My3bl-
KaNbHbIX MHCTPYMEHTOB, KOMMO3UTOPbI N3yYanu
cpeacTBa My3blkaibHOW Bblpa3nuTebHOCTM, CBOW-
CTBEHHbIE TPAAMLMOHHBIM XaHpaM KUTaNCKON My-
3blKW, «<BCMATPUBasACh, aHaNN3MPYya apxeTununyeckmne
CBOWCTBA KAHOHNYECKOWN CTPYKTYpbl <...> aBTop Mo-
6y>KaaeM K OTKPbITUHO HOBbIX CPEACTB Bblpa3uTesib-
HOCTW, KOTOpPblE, He pa3pyLunB, oboraTaT ee» [LnT.
no: 6, c. 90], a Takxxe NpoAyMbIBas MyTU NX CMHTE3a
C COBPEMEHHbIMUN TEXHUKaMU KOMMO3ULLNK, CBOW-
CTBEHHbIMW MYy3blke 3anaga, KoTopble NPULLNOCh
ocBamBaTb B bosee cxaTble CPOKM.

B 1990-x rogax komno3nTop o BaHbL3WH co3gan
nbecy «/lpama: COUMHEHWNE ANA ManeHbKMX, O6bIYHbIX
W CblYyaHbCKMX TapEIOK U FOJI0COB TPEX UCMONHUTENEN
(B—H/ VR, SRRF IR B = ADRFBENR ST ).
JT0 Npown3BeseHne coyeTaet B cebe aneMeHTbl Tpa-
AVLMOHHOW KMTaNCKON ONepHOM NepKyccmMm 1 1c-
NoAb3yeT TPaANLNOHHBIA KNTAUCKUA My3blKasbHbIM
A3bIK, BOCCO3aBas ocobyto atmocdepy. OH He nc-
NONb3yeT MHOXECTBO YAapPHbIX MHCTPYMEHTOB,
a MaKCUMU3NpyeT akycTnyecknin agpdekT Kaxaoro
3a cyeT BK/IIOYEHNe MakCMManbHOro Yncaa ncnon-
HUTENbCKNX NPUEMOB. TakoW CMeNbI 3KCNePUMEHT
cZenan NpousBeseHe O4HMM U3 CaMblX NONYyAsp-
HbIX CpPeAn YAapPHWUKOB, a TakXke nMeeT 6oabLuyro
LEHHOCTb 414 UccnegoBaTenier NpoLeccoB, NPOUC-
XOAALLMX B COBPEMEHHOM My3blke KuTas.

Apyroe counHenmne o BaHbL3nHa «Ob6psg B ro-
pax» (L z %%, The Rite of Mountains) (®@omo3) 6bin

3aKa3aH KMTalcKnm nepkyccnoHmctom Jm bso. Cro-
>K€THOM OCHOBOW 3TOM NMPOrpaMMHON Mbeckl CTa-
10 MemMopuanbHOe CTUXOTBOPEHME, HanMCcaHHOe
B UeCTb 3eM/IeTPsICEHUS B BaHbUyaHb, 1 COCTOUT U3
Tpex yacTtei. OCHOBHbIM MHCTPYMEHTOM MepBo Ya-
CTW ABNAETCA. Mapumba — BTOpas YacTb — FOHIW;
TpeTbs YacTb — HapabaHsbl. Npembepa Npounssese-
HWs cocTtoanack B ceHTA6pe 2009 roga, connct —
N3BECTHbIV COBPEMEHHbIN NepKyCcCUOHKCT Jn bso,
KOTOPbIV NOCAE 3TOro COTPyAHMYaN ¢ JaTckuMm Ha-
LMOHaNbHbIM CUMGOHNYECKNM OPKECTPOM W ra-
cTposanposan no Eepone.

CounHeHne 4ns aHcaMbs yAapHbIX UHCTPYMEH-
TOB «Bepbaroxxbn KONOKONA 3aNaAHbIX PerMoHOB
(F183E5%)» 6b1N10 CO34aHO KOMMO3UTOPOM YxaH
Li3m (5i ££). Ero TBOpUECKoe BAOXHOBEHMWE UCXOAUN0
OT TekcToB cTuxoB JIsHuxoy Lin (M 1E) nosta gu-
HacTuu TaH. B COBOKYMHOCTM MCNONb3YEeTCA OKON0
20 yaapHbIX MHCTPYMEHTOB, TakuMe Kak: FOHru, ae-
peBsAHHbIE PbIOKK, IMTaBPbI, Tapesku, Mapmba, Bu-
6padoH n T.4. B HEM onuncbiBaeTCs cLeHa MeANeHHO
npubamxatroLLerocs usianm kapaBaHa sepbatoos
no nycTbiHe B 3anagHoOM pernoHe. B kynbMuHaumm
MY3blKM M3006paxXeHO NPOAOIKEHNE MEANEHHOTO
ABVDKEHUA Briepes noc/e WTopMa U repomyeckoe
npeojoaeHne NPUPOAHbIX KaTakan3mMoB [06 3TOM
nogpobHee — 7, c. 37]

LLIBeiLlapcko-KMTaNCKMiA Komnosutop Baxb [3-
unH B 1994 rogy Hanucan «2nermio Ans BOKaabHOIo
TPWO «pacneBatoLwero pudmMbl CTUXOB» U YAaPHbIX
nHcTpymenToB (EH—HEB A SHHE ZEH)>,
Bbi3BaBLUEE OrPOMHbIA PE30HAHC CPEAM eBPOMeN-
CKMX UCNOAHUTENEN. DTO NepBOe NpousBeaeHmne
KWTalCKOro KOMno3mTopa AAs yAapHbIX, MOSABUB-
weecs B EBpone. OHO Bblpasuno 6oraTblil CMbICA
TPaAWLIMOHHOIO KUTaMCKOro NCKYCCTBa M Cpasy 3a-
HAI0 BaXHOE MeCTO B pernepTyape.

Elle oAHO knaccmyeckoe NepkyccMoHHOe Npo-
nssegerve «KyHr-dy — anq yaapHbix cono (Ifjk—
AR ERIRFERME)» (pomo 4), HanmcanHoe
BaHb [3umnHom B 1998 rogy, cpasy caenano ero 3Ha-
MeHUTbIM. OHO BAOXHOB/IEHO KMTAUCKUM KYHT-dy,
Ncnonb3yeT 60/bLLIOE KONNYECTBO YAaPHbIX MHCTPY-
MEHTOB 1 TpebyeT OT NUCMONHUTENEN NCKAOUNTENb-
HO BbICOKMX TEXHUYECKNX HaBbIKOB, He3aypsAHOM
bu13nyeckon NOAroTOBKN U CLLEEHMYECKOTO OnblTa.

Komnoswutop TaH [lyH co3gan KOHUEpPTb! And
BHOBb CO3/laHHbIX YAapHbIX MHCTPYMEHTOB «Bo-
AHasa Mysbika» (@omo 5) n «bymaxHasa My3bika»
B 1999 n 2003 rogax cOOTBETCTBEHHO. TO ABE Ypes-
BblYalHO MHHOBALMOHHbIE Nbecbl. «Water Music»
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MCNoab3yeT BOAY B KaUeCTBE OCHOBHOIO UHCTPYMEH-
Ta M UCMOAb3YyeT Pas/inyHble METOAbI A8 CO3AaHMNS
3BYKOB, TaKMX Kak KamnaHue, Te4eHue 1 naeck Boabl;
«Paper Music» ncnonb3yet MONOTOUKM ANS YAapOB
N TPEHWUS, 3BYKM MHYLLENCS U pBYLLelcs Bymaru.
Cmenoe HoBaTopcTBO TaH [lyHa npuHOCKT 3puTe-
NIIM HOBblE C/IYXOBble U BM3YyasibHble BeyaT/eHus,
a caM 3KCMepuMeHT € NoaBAeHNeM Nog06HOro nH-
CTPYMEHTapma HaXOAUTCA B pyc/ie TEHAEHLUUA An-
HaMWKM MUPOBOFO My3bIKaJlbHOTO UCKYCCTBa Kak Ha
BocToke, Tak 1 Ha 3anage, 1 B 3TOM COAMXKAET UX.

B XXI Beke pa3BuTme obuiectsa u KyabTypbl Ku-
Tasi NO3UTUBHO MOBAMUANO Ha Pa3BUTUE YAAPHbIX
WHCTPYMEHTOB, @ 3KOHOMMUYECKUIA B3/IET CNOCO6-
CTBOBa/l U3MEHEHUIO COLNANbHON U KYNbTypPHOW
KM3HWU NtoZel, YTo Nobyanno UCNoNHUTeNEl Ha
yAapHbIX MHCTPYMEHTax ABuUratbCs Bnepes. B 1o xe
Bpems Bce H60/blle KOMMO3UTOPOB U MepKyCcCMo-
HWCTOB MOIOAOrO MOKONIEHUA CTanu MbiTaTbCA CO3-
faBaTb My3blKa/bHble MPOV3BEAEHNA ANA YAAPHbIX
WNHCTPYMEHTOB €BPOMENCKON TpaanLmm.

o TaH, N3BECTHBIV NepKYyCCUOHUCT U negaror
B Kutae, co3gan npounsseseHne AN yaapHbIX UH-
CTpyMeHTOB «Pa3bunBas rpeLkmne opexm», B KOTOPOM
MOJIHOCTBIO MCMONb3yeT 0coboe 3ByYaHue yaap-
HbIX MHCTPYMEHTOB C MOMOLLIbIO Pa3NYHbIX TEXHUK
1 METOAO0B UrpPbl, @ TakXXe UCMO/b3yeT XapaKTepHble
PUTMUYECKUE 3NEMEHTbI A5 ObOoraLLeHNs 3BYKOBbIX
3ddeKTOB Npomn3BeAeHNs, UTO AenaeT ero UCKyc-
HbIM ¥ 3anoOMWHatoWwmMMcsa. HazBaHue npounssese-
HWS CO3BYYHO C MHCTPYMEHTAIbHbIM HaWUTrPbILLEM
«KaTawmecs rpeukme opexm» 13 Li3aHuxxoyckomn
6apabaHHOWM My3bIKM, 3aNagHO-KUTAUCKMM nep-
KYCCMOHHbIM NPOU3BEAEHNEM, MEPEKINKAOLLUMCS
C TPAaAVLMOHHBIMU KUTaNCKUMU. B 3TO e Bpems oH
TakxXe asanTvpoBan u nepenoxun «ConHue cBetnt
B Tawkyprare (FAHFBRIEEHE/RT)> 4na Ma-
puMbbl. Komno3nTtop co3gan aHcambab ans yaap-
HbIX MHCTPYMeHTOB «fna (FEFI)» — npounsBeseHve,
B KOTOPOM OCHOBHbIMW Y4YaCTHUKaMM ABAAIOTCA BU-
6padoH 1 MaprMba B CONPOBOXAEHUN UTABP U KN-
Tanckmux 6apabaHoB.

N1ak, MHOr1e 13 ux pabot KOMNo3MTOPOB pybe-
xa XX-XXI| cToneTuii coueTtatoT 3anajHble yAapHble
NHCTPYMEHTbI (TOM-b6apabaHbl, Manble 6apabaHbl,
roHrn, appukaHckme 6apabaHbl U T.4.) C KUTAACKK-
MW HaUMOHANbHbIMW, Takne KaK NeKMHCKME TOHTU
n kuTarickme bapabaHbl. 3BykoBble 3P PeKTbl, NO-
JlyyaeMble Npu TaKOM COYeTaHUM, YHUKa/bHbI, UTO
Aenaet KPacouHyro nNanauTpy TeMOpoB COUMHEHUS
HenosTopuMoi [O6 aTom nogpobHee — 8, ¢. 54-55].
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Pa3BuTMe KMTaNCKOro yAapHOro UCKYCCTBa, No-
MMMO MOSABAEHWNS BblJaOLLNXCSH MPON3BEAEHUN,
HeoTAeNMMO TakXe OT aKTUBHOW KOHYepmHo-
npocgemumesibckol AeSTeNbHOCTN NepPKyCCUOHU-
ctoB. B Kutae nosBmnocb 60sbllioe KONMNYECTBO
becTBanen yaapHoOro nckyccrea v KOHKypCoB yaap-
HbIX UHCTPYMeHTOB. CTOUT yNoMsHYTb «HauuoHanb-
HbIN MOJIOAEXHbIA KOHKYPC YAAPHBIX MHCTPYMEHTOB»
opraHun3oBaHHbIN LLlaHxaiickon accounaumen yaap-
HbIX MHCTPYMeHTOB; PecTuBaib YAapPHbIX UHCTPY-
MeHTOB HaLunOoHaNbHOro LieHTpa UCNONHNTENbCKUX
nckyccts B MekuHe, «IPEA (International Percussion
Education Association); PecTnBanb yAapHbIX UHCTPY-
MeHTOB» B LLaHxae; LsnHb Bao (JINBAO); KoHkypc
yAapPHbIX MHCTPYMEHTOB MeXayHapoAHOro Mys3bl-
KanbHOro dpectnBans B TaHbL3WHE; Hepens yaapHbIx
nHctpymeHTtoB PAS (Percussive Arts Society) B lMe-
KuHe (@omo 6) n MHOTUeE Apyrue. 9T MeponpuUaTUA
N KOHKYPCbI, CBA3aHHblE C YAapHbIMU UHCTPYMEHTa-
MW, MPeAOCTaBAAIOT CTyAeHTaM-NepKyCCMOHNCTaM
naathopmy AnA AEMOHCTPaLMM CBOUX TalaHTOB
1 obLeHns, cnocobCTBYHOT NONYAspU3aLLIUMK 1 pas-
BUTUIO YAApPHbIX MHCTPYyMeHTOB B KuTae, a Takxke
NMOMOratoT OTKPbIBaTb M pa3BMBaThb BblgaroLimecs
TanaHTbl B 06/1aCTV yAapHbIX MHCTPYMEHTOB, MO-
3BONIAA UM NoNy4nTb Boslee LWNMPOKOe NPOCTPaH-
CTBO AN151 Pa3BUTUA.

B 2002 rogy Kutaii cpopmumposan rpynny un3 30
NepKYCCMOHUCTOB U3 U3BECTHbIX KUTaNCKUX CUM-
bOoHMYeCcKMX OPKeCTPOB, a TakxXe npenojasaTesnein
YAapPHbIX MHCTPYMEHTOB U CTYAEHTOB KOHCEpBaTo-
pui LleHTpanbHol (B MekuHe), LaHxalickon, Coluy-
aHbCkoW, TAHbLU3MHbCKOM W LLsHbAHCKONM. Jeneraums
yAapHbIX MHCTPYMEHTOB NMpuHaAna yyactue B «bep-
NMHCKOM decTmBane ygapHon My3sbiku» 2002 roga.
D70 6bI7 NepBbIN pas, korga Kutar opraHmsosan
rpynny Ans yyactus B MexayHapoAHom ¢decTusa-
Nle yaapHbIX MHCTPyMeHTOB 1 nposen «KoHuepT
YAAPHbIX MHCTPYMEHTOB BOCTOYHOIO O4apOBaHUs»,
B KOTOPOM MCMONb30BaINCh HE TOJIbKO 3anaAHble WH-
CTPYMEHTbI U Kaccuyeckme My3bikaabHble Npon3Be-
JEHMNA, a TakKe TPaAWLIMOHHbIE KMTaCKMe yaapHble
WHCTPYMEHTbI, NPeACTaBUBLUNE UCKYCCTBO CTPaHbI.

3HaMeHUTbIN KUTANCKNIA MEPKYCCUOHUCT Jln
Bsio — nepBbIN NCNONHUTENb, AABLUNIA CONbHbIN
KOHLLepPT B pamMKax 3Toro ¢pectusans yAapHON My3bl-
kn. Ctout oTmeTuTb, Uto JIn bao npoyunnca B Mo-
CKOBCKOW rocyAapCcTBEHHOW KOHCEPBATOPUM UMEHU
M. V. Yahkosckoro 7 net. B HacToALee BpeMs OH
ABNAETCA XYA0XECTBEHHbIM pyKoBoamMTenem «Pe-
CTMBaNA yAapHbIX MHCTPYMEHTOB HaumoHanbHOro

LleHTpa UCNONHUTENLCKUX NCKYCCTB» (Pomo 7), KO-
TOPbIV € ycnexom npowwen ¢ 15 ceHTsbpsa no 7 ok-
136ps 2024 roaa B MekunHe. Ha wectom dectusane
yAapHbIX MHCTPYMeHTOB HaunoHanbHOro LieHTpa
NCMONHUTENBCKMX UCKYCCTB NEPKYCCUOHUCTbI U aH-
cambau yaapHbIx MHCTpyMeHTOB 13 Kutas, bpasu-
nnu, TepManumy, JlaHnn 1 Apyrux cTpaH BbICTYNUAN
C 3amMeyvaTe/IbHbIMW KOHLLEPTHBIMW NPOrpaMmamMu.

AMepurKaHCcKnin ncnonHutenb Pobept BaH Caic,
n3BecTHbIN B KnTae kak «OTew, COBPEMEHHOM MapuM-
6bl», BO3rNaBW NEPKYCCUOHHYHO rpynny «Percussion
Collective» B Kutae gns npoBeseHuns KOHLLEPTOB
n Mactep-knaccos B 2018 roay. Pobept BaH Caiic
npeactaBua bonee cta NPOU3BeAEHNIN MapMbbI Mo
Bcemy mMupy, nposen 6onee 400 mactep-knaccos
B 25 CTpaHax v peryaspHoO BbICTynaeT B KauecTse
CYZAbW Ha MEXAYHapPOAHbIX COPEBHOBaHMAX.

Cpeav gpyrux uneHoB «Percussion Collective»
NCMOJHWTENN, COTPYAHMYatoLWme ¢ OBLLecTBOM Ka-
MEPHOW My3bIKN JIMHKOIbH-LEHTPa U TUXOOKeaH-
CKMM KamepHbIM opkecTpom Camerata, a Takxe
N3BECTHble MpenosaBaTenn My3blKaJlbHOW KOH-
cepBaTopun Manamu ®pocTt, YHnBepcuTeTa WraTa
Mwuunran, MaccauyceTckoro yHusepcureTta n gpy-
TMX YHUBEPCUTETOB. MOXHO OXapakTepusoBaTb Kak
becnpeueseHTHbIN aHcaMbJ1b YAapHbIX MHCTPYMEH-
T0B «Bce 3Be3zbl». PobepT BaH Calic HageeTcs, UTto
«Percussion Collective» cmoxeT cniomatb Tpaguumm,
HWCNPOBEPIHYTb KOHLLENUUN U OTKPbITb HOBYIO 3pY
YAaPHbIX MHCTPYMEHTOB.

B sononHeHue K crieLpanbHOCTAM MO Urpe Ha yaap-
HbIX MHCTPYMEHTaX, Mpeg/iaraeMblM KOHCEPBaTOPUAMM
1 obeobpazoBaTenbHbIMY yHMBEpCUMTETaMM Kntas,
My3blKa/IbHbl€e LLIKOJIbI Tak)Ke OTKPbIIM eBponenckme
KypCbl Urpbl Ha YAAPHBIX MHCTPYMEHTaXx, NpesoCTaB-
nas 60bLUEMY KONNYECTBY NHOAEN BOSMOXHOCTb UX
n3yuerus [06 aTom nogpobHee — 9, c. 230].

bbicTpoe pa3suTne VIHTepHeTa Cbirpano BaXKHYHO
pOab B pacnpoCTpaHeHUW HaLMOHaNbHON My3bl-
KaNbHOM KyNbTypbl, OHa BbICTPO CTAaHOBUTCA Ya-
CTbHO MaCCOBOW KY/bTypbl, BAUAS Ha 3CTETUYECKNE
npeAcTaBAeHMA MONOAOrO MOKONEHMA BOKPYT. ba-
pabaHHas yCcTaHOBKa, OAUH U3 CaMbiX MOMYASPHbIX
My3blKaabHbIX MHCTPYMeHTOB B KuTtae, cTana nep-
BbIM €BPONENCKMM YAAPHbIM MHCTPYMEHTOM, C KO-
TOPbIM MO3HAaKOMWUANCh MHOTUE AETW.

Pactywas nonynsapHocts 6apabaHHOWN yCTaHOBKM
NHULNNPYET KOHKYPCHO-PecTMBaNbHOE ABUXEHNE
B J]aHHOM HanpasieHun. Hanpumep, Ha Hauwno-
HaNbHOM MOJIOZEXHOM KOHKYPCe YAapHbIX MHCTPY-
MEHTOB, eXerofHo opraHusyemom LLlaHxalicko

accoumaument yaapHbIX UHCTPYMEHTOB, COPEBHO-
BaHWA No 6apabaHHbIM YCTaHOBKAM 4acTo AEMOH-
CTPUPYHOT XECTKYH KOHKYPEHLMIO, B KOTOpoK 6onee
300 uenosek 6oproTcs 3a 11 Ayuwmnx mect B dmHa-
ne. Ctatyc urpbl. Mo Mmepe npogonaxeHunsa obyye-
HWA HEKOTOpPbIe CTYAEHTbl HAYMHAIOT U3ydaTb Urpy
Ha yAapHbIX MHCTPYMEHTaX C MOMOLLbIO YAapHOM
YCTaHOBKMW, @ 3aTeM BCTYMNarOT B KOHTAKT C ApYyru-
MW YAapHbIMU MHCTPYMEHTaMK, 3aBepLuas npespa-
LWeHWe 13 «bapabaHLymka», UrparoLLero ToNbKO Ha
yZlapHOW YCTaHOBKE B MOJHOLLEHHOrO «yjapHuKa»,
BNajeroulero 6onee WMPOKMM apCceHaNoM eBpO-
NencKmMx akasemMnyeckmx u TpaguLMOHHbIX KUTal-
CKUX MY3bIKalbHbIX MHCTPYMEHTOB.

B ycnoBuax rnobannsaymm MexkynbTypHble
0o6MeHbI oKkazann rnybokoe BAUSHWE Ha cO3haHune
nonyasapHOn My3bikn. OHM He TOIbKO pa3pyLuaroT
rpaHunLbl reorpadum n KyabTypbl, HO U MO3BOAAIOT
My3blKaHTaM KOHTaKTMPOBaTb U MOHUMAaTb My3bl-
KaNbHYH MO3TUKY Pa3HbIX KyabTyp.

MoMUMO KOHKYPCHO-bEeCTUBaNbHOIO ABUXEHUS,
MHOCTPaHHbIe CTYAEHTbI TaKXKe SABAAOTCA OAHUM U3
Ba>XXHbIX CBA3YHOLMX 3BeHbeB Mexay Kutaem u 3a-
nagomM B obMeHe yaapHbIMU MHCTPYMEHTaMK: 13-
BecTHble ucnoaxHutenu fin bao (Z=RE), Jinub Yxa
(#REE), Pan Hu GEHR), Xy WaHHaHb (B AEE), YUxaH
Cwv (5k38), 1O Nle (&R /R) v gpyrve yumaucs 3a rpa-
HUuen. OHM He TOIbKO CTaun akTUBHBIMU NepKyC-
CUOHMNCTaMU Ha CLeHe, HO 1 aKTUBHO NMpoABUranu
CNPOEeKTMPOBaHHbIe MMK 0bpasoBaTeNbHble NPO-
rpaMMbl, MOCBALWEHHbIE UTPE Ha YAAPHbIX UHCTPY-
MeHTaXx, YTo6bl 3aMONHUTL HEKOTOPbIE MPObebl Kak
B KMTaANCKOM, TaK 1 eBponenckoM obydveHuun. Bo
Bpems y4yebbl 3a rpaHuLen oHn obwanunce u co-
TPYAHWYaAAN C My3blKaHTaMu U NpenojaBaTensamm
MY3bIKM U3 pa3HbIX KyAbTyp. baarogaps nsyyeHuto
N U3YUYEHUIO YAAPHBIX UHCTPYMEHTOB OHU NPUBE3N
B KnTain nepesoBble MeToAbl 0ByyeHUs 1 ncnosn-
HEHWSA, N3YUYeHHble 3a pyHexKoMm, yayylumB Kave-
CTBO OTEUECTBEHHbIX YAapHbIX MHCTPYMeHTOB. OHU
MOBCEMECTHO WCMOJHAOT My3blKaJlbHble MPOMN3-
BeAEeHMA C KNTalCKUM KOJNOPUTOM N 31EMEHTa-
MW, CO34aHHble KNTaNCKUMU KOMMO3UTOpPaMU ANs
€BPONENCKMX MHCTPYMEHTOB, CNOCOBCTBYS B3au-
MOJAENCTBUIO U B3aUMOBJIMAHUIO KUTANCKOM U 3a-
pybHexXHOW KynbTypbl, «NO3BOAA 3aMajHOMy MUPY
Jlyyllle MOHATb KUTaNCKYH My3blKy W yC/bILWaTh 3BY-
kn Kutasa» [10, c. 57]. bonblioe konmyecTso cospe-
MEHHbIX KUTaNCKUX YAapPHbIX Npon3BeseHnin 6b110
apaH>XMpPOBaHO ANA €BPOMNENCKUX YAAPHbBIX UH-
CTPYMEHTOB, YTO Cpa3y BbIBENO KY/bTYPHbIV B3au-
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MOOOMeH Mexay My3blkaHTamu Boctoka v 3anaga
Ha HOBbI/ YPOBEHb.

TpaAVLNOHHbIE KUTACKMNE YaapHbIe MHCTPY-
MEHTbI 1 eBponenckne, 3aMMcTBOBaHHbIe U3 Map-
TUTYpPbl CUMDOHMYECKOTO OPKECTPa, CErOAHsA YacTo
B3aVMOZEWCTBYIOT APYT C APYrOM B pamMKax OZHOTO
npou3sBeseHns, TeMOPOBbIe XapakTePUCTUKN My3bl-
KW 1 BU3yasibHbIN psj cTaHOBATCA H6orade, obecne-
UMBas NMOBbILLIEHHOE BHMMaHWe Ny6anku, ycuaneas
NpUB/EKATENBHOCTb YAAPHbIX MHCTPYMEHTOB Y MO-
NOXUTENbHO B/NAS Ha Pa3BUTME KUTANCKON yAapHOM

TexHVKUW. OZHaKO My3bIKW, HaNnWCaHHOW KUTAUCKUMMU
aBTOpaMu AN yAapHbIX UHCTPYMEHTOB MO CpaBHe-
HUIO C 3apybexkHbIMU, BCE elle CPaBHUTENBHO He
MHoro. C nocTeneHHbIM HapacTaH1eM IBJEHUIA 3KO-
HOMMWYECKOW W KyJbTYPHOM F106ann3aLmm npoLecchl
B3aMMHOro 0byuyeHus, O3HaKOMJIEHWUS, NHTErpa-
UMM ¥ MPOABUXEHUS MHCTPYMEHTaNbHOTO UCMOHM-
Te/IbCTBA Ha YAAPHbIX MHCTPYMEHTaxX eBPOMNeNCcKon
aKaseMnyeckom TpagmLumnm NogHAANCE Ha HOBbIN
YPOBEHb U FTMMNOTETUYECKN MOXKHO NPEeAnoNoXUTb,
UTO Mbl HaXOAMMCS TOJILKO B Hayasne 3TOro nyTu.
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