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Summary: The article considers female images, reflect-
ed in the musical art of China in the first half of the 20th
century. In order to comprehend the specifics of their de-
velopment in comparison to analogues in Western Euro-
pean musical art, the work aims to analyse how female
images were interpreted in various opera and chamber-vo-
cal musical art genres in China during the first half of
the 20th century, including in the historiographic key. For
this purpose, a comprehensive, hermeneutic, compara-
tive approach, and the method of musicological analysis
were used. The study established that the concept of sou-
brette (Hua Dan, “flower maiden’, in Chinese opera thea-
tre) generalises not only the characteristic features of the
female stage type, but also specific vocal features, which
are sonorous and flexible; its typology of qualities can be
supplemented from the position of mastery of coloratura
technique. The specificity of the Hua Dan voice in Chi-
nese opera theatre requires a separate study. In Western
European musical art, the ontology of the soubrette role
covers the genres of opera (buffa, singspiel), operetta, in-

Historical and stylistic development of female
images at various stages of musical art evolution in
China, as well as in comparison to their analogues
in Western European musical art, have not been
studied to date. At the same time, the study of se-
mantic and musical patterns of female image em-
bodiment is of interest to a number of authors in
the field of world musicology, for instance, Ameri-

136

tonation features of the soubrette part penetrate into the
instrumental works of Viennese classics through the pas-
toral genre. In Chinese culture of the early 20th centu-
ry, the dominance of the Hua Dan image in traditional
operas was gradually displaced due to the May Fourth
cultural and social changes associated with the discovery
of a sovereign personality, which is especially character-
istic of the interpretation of female images in the cham-
ber-vocal lyrics of Huang Zi, Xiao Yumei, Wang Guanggqi,
Jiang Dingxiang, and others. During revolutionary chang-
es and anti-war struggle, the Hua Dan role was replaced
by the Zhengdan role — a loving and faithful woman with
a tragic fate. The dominance of individual female roles in
specific historical periods of China’s development seems
to be a promising direction of work, as well as the study
of cultural changes associated with the processes of inte-
grating elements of Western and Eastern musical theatre.

Keywords: role, female images, Chinese musical art,
opera, chamber-vocal creativity, soubrette, Hua Dan.

can musicologist litti Sanna and Serbian musicolo-
gist Ivana llic'. In Russian musical science, the works
of L. Kazantseva, P. Nevskaya, S. Smagina, in which

1. litti Sanna. The feminine in German song. 2006. New York:
Peter Lang, p. 219; lli¢ Ivana. Fatalna Zena: reprezentacije roda
na operskoj sceni. 2007. Beograd: Fakultet muzicke umetnosti:
Signature, p. 166.

Table 1. Fragment of R. Kloiber's voice classification as interpreted by E. Sergeev.

Playful and characteristic Fach

Fach Range | Characteristics

List of roles

Lyric coloratura soprano ¢ —f" | Very agile, light voice
with a wide range.

Blonde (W. A. Mozart's The Abduc-
tion from the Seraglio), Susanna (W. A.
Mozart's The Marriage of Figaro)

Playing soprano / ¢ —c" | Gentle, pliable voice. Barbarina (W. A. Mozar's The Marriage
soubrette Graceful appearance. of Figaro)

Characteristic soprano / h-c” Intermediate, refined Isabella (G. Rossini's The [talian Girl in
Coloratura mezzo-soprano voice. Algiers)

Playing Alto / g — b" [ Flexible, characteristic Mercedes (G. Bizet's Carmen), Char-
Lyric Mezzo-Soprano timbre. lotte (G. Massenet's Werther)

various strategies for studying the female image?
are developed, can serve as examples. In relation
to Chinese musical science, Xiong Yingwen notes
that the achievements of the “feminine” direction
in modern musical science are created mainly by
women?. As of right now, we can state that musicol-
ogy is just beginning to grasp this difficult subject.
Only in the future will this direction be seriously and
methodically studied in relation to the image of a
woman as a phenomenon of a musical composition.

In order to comprehend the specifics of female
images development and taking into account the
comparison to analogues in Western European mu-
sical art, the work aims to analyse how they were
interpreted in various opera and chamber-vocal mu-
sical art genres in China during the first half of the
20th century, including in the historiographic key.

One of the prominent roles is that of the sou-
brette, which is relevant for both Chinese and Eu-
ropean musical theatre. The term soubrette (from
French) refers to a secondary female role in a com-
ic opera. In the world of music, this concept is used
to describe a certain type of soprano in an opera
house. Thus, this definition refers both to the cate-
gory of a stage character and to the vocal character-
istics necessary to embody a given musical image.

In modern music science, researchers of Western
European origin separately consider character’s cer-
tain vocal and stylistic features or their social role.

2. Kazantseva L. P. Musical Portrait. 1995. Moscow: Conservatory
Scientific and Creative Centre, p. 124; Nevskaya P. V. "Portrait
in the space of semiotics: verbal and non-verbal”, 2013, thesis
for Grand PhD in Art Criticism: Saratov, p. 48; Smagina S. A.
"The Image of the 'New Woman' in the Cinema of Transitional
Historical Periods”, 2021, thesis for Grand PhD in Art History:
Moscow, p. 58.

3. Xiong Yingwen. “Liu Sanjie: The Image of Women in the
Musical Art of Guangxi in the Second Half of the 20t - Early
21t Centuries”, 2023, thesis for PhD in Art Criticism, St.
Petersburg, p. 5.

Moreover, there are Russian studies and works by
Chinese authors that contain original theoretical
developments from the point of view of the stat-
ed topic; however, all of them only indirectly anal-
yse the phenomenon of the soubrette role. Let us
consider the main ones.

First of all, it is necessary to turn to the famous
Fach system of Rudolf Kloiber#, where the concept
of soubrette occupies an appropriate place. Rus-
sian researcher E. Sergeev translated and interpret-
ed this modern voice classification in his work. In
this typology?®, soubrette occupies the following
position (Table 1).

The German Fach system is a method of clas-
sifying singers, primarily opera singers, according
to the range, weight, and timbre of their voices. It
is used mainly in German-language opera houses
in Europe. Soprano soubrettes are young, energet-
ic, self-confident women. They have light voices,
most often without a wide upper register, but flex-
ible and sonorous.

Soprano voices are usually divided into three
vocal categories: soubrette, lyric, and dramatic. In
addition, coloratura abilities or an extended vocal
range of singers allow for further classification of
these types of voices, adding colour to them, and,
therefore, complementing the typology. It is diffi-
cult to compare the term “soubrette” with a frame-
work where the criterion is exclusively the singer’s
voice, especially since the criteria for characterising
vocal voices may differ in various countries, which
requires a more in-depth study.

According to R. Bouldry, the diversity of vocal
types proves that the term soubrette primarily char-

4. Kloiber R. Handbuch der Oper. 2002. Deutscher: Taschenbuch
Verlag, p. 929.

5. Sergeev E. N. “The German Fach System - a Modern
Classification of Voices” // 2022. Art Education and Science,
vol. 1, No. 30, p. 85.
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acterises the personality of the character and, to a
greater extent, the circumstances of her behaviour,
rather than a specific voice type®. In Western Euro-
pean opera, the role of a soubrette is associated with
the image of a servant close to the mistress. Usu-
ally, she has a pleasant appearance, a lively mind,
cunning, and resourcefulness, which helps both to
bypass the difficult character of the master, as pre-
sented in Mozart's opera, The Marriage of Figaro,
in the image of Susanna. This role should be per-
formed with a light and bright voice, determined by
the character herself — a cheerful, young, and ener-
getic girl. Therefore, soubrettes are usually played
by women with a fragile physique, since the view-
er should perceive them as young.

Let us present the main roles of the Europe-
an opera theatre, which can be attributed to sou-
brettes: Zerlina (W. A. Mozart's opera Don Giovanni,
1787), Blonde (W. A. Mozart's opera The Abduc-
tion from the Seraglio, 1782), Anchen (C. M. von
Weber's opera Der Freischiitz, 1821), Adele (J. B.
Strauss llI's operetta Die Fledermaus, 1874), Susan-
na (W. A. Mozart's opera buffa The Marriage of Fi-
garo, 1786), Despina (W. A. Mozart's opera Cosl fan
tutte, 1790), Belinda (H. Purcell’'s opera Dido and Ae-
neas, 1689), Marcellina (L. van Beethoven’s opera
Fidelio, 1805), Papagena (W. A. Mozart's opera The
Magic Flute, 1791), Oscar (G. Verdi's opera Un Bal-
lo in Maschera, 1859), Nannetta (G. Verdi’'s opera
Falstaff, 1893), Sophie (R. Strauss's comic opera Der
Rosenkavalier, 1909-1910), etc. These heroines can
certainly outshine all the actors on stage, despite
the fact that (with the exception of Susanna) they
do not play the main roles. Some sources classify
Norina in Don Pasquale (1842) and Adina in Leli-
sir damore (1832) by G. Donizetti as soubrettes, as
well as Musetta in La Boheme (1896) by G. Puccini’.

Returning to the analysis of the very concept
of soubrette, we note that it is a French term and
means “a maid” or “a lady’s maid”. Initially, it came
from the word soubreto, found in the Provencal
dialect (it was used to refer to women-pretend-
ers who were quick-witted and resourceful). Thus,
E. Osborne states that one of the first soubrette
roles in the opera genre belongs to Serpina (op-
era buffa by G. B. Pergolesi, The Servant-Mistress,

6. Translated from: Yuan Zhou. The Way to the 1930s’ Shanghai
Female Stardom from the Pioneering Actresses of the Late Qing
to the Popular Female Film Stars of the 1920s and 1930s. 2010.
University of Oslo, p. 18.

7. Larsen R. L. Opera Anthology: Arias for Soprano. 1991. NY: G.
Schimer, p. 35.
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1733). With the help of various clever tricks, dis-
guises, and machinations, the heroine successful-
ly overcame the border between a servant and a
noblewoman and, as a result, won the heart of her
master and married himé.

Moreover, S. Galkina writes about the function
of soubrette’s stage role: "<... it ...> is an acting role,
a traditional comedy character, a resourceful, wit-
ty, lively servant, ready to come to the aid of the
masters in their love affairs. It is generally accept-
ed that this role appeared owing to commedia dell’
arte or ‘'mask theatre’, in which the character of Col-
umbine existed"”.

The soubrette as a role, a conductor of social
change in society, is presented in one of the larg-
est studies by an American art historian, J. Gillis.
Her work is called “The Soubrette Character as an
Agent of Social Change in 18th-19th-century Op-
era Buffa and Singspiel” (2018)". The author sum-
marises the most common views on the functions
of this role among Western European musicolo-
gists. Among the most notable works, J. Gillis cites
the following: J. Alano, The Triumph of the Buffoons:
The Mistress’s Servant at the Paris Opera, 1752-1754,
2007; W. J. Allenbrook, The Rhythmic Gesture in Mo-
zart: Le Nozze di Figaro and Don Giovanni, 2014; R.
Bouldry and R. Caldwell, Singers’ Edition: Operatic
Arias, Soubrette, 1992; K. Brown-Montesano, Un-
derstanding the Women in Mozart's Operas, 2007;
D. Charlton, Opera in the Age of Rousseau: Music,
Confrontation, Realism, 2012; D. M. Gamut, Explor-
ing the Roles of the Soubrette in the Operas of A.
Mozart and L. da Ponte: Defining Susanna, Zerling,
and Despina, 2018; C. Troy, The Comic Intermezzo:
A Study in Eighteenth-Century Italian Opera, 1979;
J. Warrack, German Opera: From the Beginnings to
Wagner, 2001, etc.

J. Gillis analyses the evolution of the soubrette’s
role from its origins as Columbine to its presence
in the Singspiel (translated from German: “a play
with singing”). She notes that the entire period of
the role’s stage evolution (from the Renaissance to
the Enlightenment) was very progressive, since Col-

8. Osborne E. "The Clever Maid: A Lecture-Concert on the Role
of the Soubrette-Soprano in Mozart's Operas” 2020. URL:
https:// https://red.library.usd.edu/idea/103/ (date of access:
23.05.2025).

9. Galkina S. A. "The Role of a Soubrette in Mozart's Operas” //
2022. Actual problems and modern trends of science, culture,
art in creative education. Moscow: Perspektiva, p. 59.

10. Gillis J. The Soubrette Character as an Agent of Social Change
in 18"-19"-century Opera Buffa and Singspiel. 2018. Norman,
Oklahoma, p. 168.

umbine and her Italian successors were catalysts for
social change through their actions, which included
manipulation through disguise and deception. As
the soubrette developed, she became an increas-
ingly significant element of musical theatre in terms
of her impact on society. She exposed many super-
ficial beliefs related to gender, gradually occupying
more and more influential positions among male
opponents. The soubrette challenged the laws of
society and the existing division into classes, mak-
ing the development of the plot more and more
“predictably unpredictable”, acting outside the ac-
cepted cliches and codes of conduct imposed on
the soubrette by society™.

Thus, according to J. Gillis, the role of the char-
acter in the 19th century began to fully reflect the
new social reality. On the one hand, the German
soubrette still demonstrated flirtatious behaviour
towards her male colleagues, on the other hand,
she no longer used tricks to manipulate her oppo-
nents (in some cases, on the contrary, other char-
acters deceived her).

As prospects for her further research, J. Gillis de-
fines the following: in addition to the Singspiel, the
soubrette was involved in several Viennese oper-
ettas of the 19th century (up to the first decade),
and the Theater an der Wien often hosted operetta
premieres. According to the researcher, it is neces-
sary to study the transformation of the soubrette’s
role in this genre. Viennese composers drew inspi-
ration from the successes of the Parisian operetta
style, where they had already begun to use their
own dance forms, such as the waltz and polka, as
well as other methods that corresponded to the
entertainment tastes of society. The study of this
aspect can bring a new contribution to the under-
standing of the soubrette’s role at the beginning
of the century before last.

In the works of Russian researcher A. Khokhlo-
va (2009), the phenomenon of Columbine is con-
sidered from the point of view of the embodiment
of her role in the genre model in J. Haydn's trio.
The author analyses the nature of the special in-
tricacy of the melody of the heroine’s parts, allow-
ing to create lightness, ease, playfulness and, at the
same time, unpretentiousness of the character. The
presented role is crystallised in instrumental mu-
sic with the help of the genre of Siciliana, typical
of the pastoral topos. It is noteworthy that, in her

11. Ibid, p. 112.

opinion, the image of Columbine is dialectical, she
is both a servant and a mistress: J. Haydn thus car-
ries out a kind of transition from a folk genre to a
secular one. Khokhlova puts the image of Colum-
bine in the centre of the trio’'s communication, and
through this, “the composer defines a special ‘fo-
cus’ of relations that connects all the stage elements
into one spatio-temporal situation”.

Indirectly, the stage-role characteristics of the
soubrette are touched upon by M. Berlova in her
thesis, “Theatre of the King: Theatre and theatrical-
isation of life in Sweden during the reign of Gustav
1 (1771-1792)" (2011). The performance of Madame
de Pompadour is analysed (she plays the king's per-
sonal soubrette in the role of Dorine in Tartuffe)'.
This work has theoretical value in the context of un-
derstanding the role of the French theatre in the
development of the social image of the soubrette.

In fact, this completes the list of the main sourc-
es on the research problem. Based on the works
studied, one of the promising lines of research is
emerging into the historical and stylistic aspects of
the embodiment of the soubrette role by different
composers not only in the 18th—19th centuries, but
also in the cultural context of the 20th—first quarter
of the 21st century. In modern productions, char-
acters of musical theatre of the last century unex-
pectedly show active and calculating female images
more vividly. In the nature of these images, the pro-
totype of Columbine can be discerned.

If we talk about the characters of Chinese opera,
they are clearly divided according to gender, each
of which has its own standard gestures, gait, vocal
techniques, make-up, and costumes. It is reminis-
cent of the system of fixed roles of Beijing opera,
which, beginning with the Yuan theatre (1271-1368),
divided characters into four main categories: male,
female, powerful, and comic, known as Sheng (4),
Dan (B), Jing (;%), and Chou (H).

In Chinese opera, the analogue of the Euro-
pean soubrette is the character Hua Dan (£ 8)",
which means “a flower girl”, and its variety Hua Shan
(#£%2), which is translated as “a colourful shirt”, “a
coquette”. In character, they are the antipode of

12. Khokhlova A. L. Joseph Haydn’s Piano Trios in the Context
of Game Space-Time. 2009. Moscow: Academy of Natural
Sciences, p. 120.

13. Berlova M. S."Theatre of the King: Theatre and Theatricalisation
of Life in Sweden During the Reign of Gustav Il (1771-1792)",
2011, thesis for PhD in Arts: Moscow, p. 217.

14. Wei Jie. "Typical Images of Beijing, Sichuan and Cantonese
Operas in Modern Chinese Art", 2025, thesis for PhD in
Sciences: Vladivostok, p.180.
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the images of Qingyi Dan (F74k) and Zhengdan (IE
H)™, This contrast lies in the fact that against the
background of pious, serious, elderly, and married
women, often wearing a dark and long robe, a Hua
Dan usually plays an unmarried girl of the lower
classes, distinguished by cheerfulness and ease of
movement, appearing before the viewer in bright-
ly coloured clothes.

The reform of Chinese opera at the beginning of
the last century by Wang Yaoqing (1881-1954) and
Mei Lanfang (1894-1961) brought great populari-
ty to Hua Dan and Hua Shan. Although the stand-
ards of their singing have changed throughout the
evolution of traditional dramatic theatre, there are
some constant characteristics of their role: a) co-
quetry and a pronounced tendency to steal the
audience’'s attention during the performance; b)
good looks and acting talent, which provide both
the commercial and ideological components of the
opera, fame, and success'®. The role of Hua Dan im-
plies that its performing abilities may recede into
the background. The focus is on appearance and
acting — original facial expressions and effective
gestures (servant Hong Niang from the Peking op-
era Red Maid, based on a 13th-century drama, Ro-
mance of the Western Chamber, written by Wang
Shifu, is an example).

A huge number of studies have been devoted
to the specifics of female roles in Chinese opera.
Yuan Zhou's thesis, "The Way to the 1930s’ Shang-
hai Female Stardom: From the Pioneering Actresses
of the Late Qing to the Popular Female Film Stars
of the 1920s and 1930s"", is among the key works.
It also analyses the work of actress Yang Naimei.
Her most impressive and attractive roles were friv-
olous, dissolute or courtesan-like modern women.
They were the closest to the Hua Dan role.

Weikun Cheng notes that in imperial China, cour-
tesans (members of traveling troupes and variety
artists who were supported financially by members
of the royal family, aristocrats, and wealthy mer-

15. lbid.

16. “Hua Dan in the Contemporary Chinese Entertainment
Industry”. URL: https://sipofteanet.wordpress.
com/2020/12/23/Hua Dan-in-the-modern-chinese-
entertainment-industry/ (date of access: 25.05.2025).

17. Yuan, Zhou. "The Way to the 1930s’ Shanghai Female
Stardom: From the Pioneering Actresses of the Late Qing to
the Popular Female Film Stars of the 1920s and 1930s". 2010.
University of Oslo, p. 147.
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chants™) were long considered a separate social
category of “female performers”. The heyday of fe-
male acting fame came during the Republican era
(1912-1949). A major reimagining of opera pro-
ductions resulted from the significant shifts from
the illegal usage of young women in female roles
in late Qing dynasty theatres to their assignment
of high star status (the first opera production with
a mixed-gender cast was produced in 1923). It was
from this time that women's performances on the
stage of Chinese theatres became legal.

Using the example of an analysis of works pop-
ular among Chinese youth in the 1920s, Russian
literary scholar V. Adzhimamudova' identifies a
new principle that speaks of serious changes oc-
curring in personal structures. These changes were
reflected in the May Fourth literary works created
from 1917 to 19272°. The scholar cites two oppos-
ing trends that characterise the development of
literature of this time and are personalised by the
names of two Chinese writers, Zhou Zuoren and
Hu Shi —ideologists of the literary revolution, who
advocated traditionalism and modernisation. “Chi-
nese literature, which for centuries professed hu-
manity (ren) in its ethics, approached the idea of a
sovereign personality only in modern times”?". In
the work of Zhou Zuoren, the discovery of person-
ality occurs: “Before, a person lived for the master,
for the Tao, for their parents. Modern man has dis-
covered that they live for themself,” this is how Yu
Dafu, his colleague and contemporary, spoke about
the writer’s creative work. The tragedy of a self-
aware and awakened personality is best expressed
by the newly revealed female character of Zhuo
Wenjun, a 24-year-old widow from a noble fami-
ly, an outstanding poetess and musician, who de-
cided to remarry and run away from home in Guo
Moruo’s novel of the same name. She confidently

18. Weikun, Cheng. "The Challenge of the Actresses: Female
Performers and Cultural Alternatives in Early 20"-century
Beijing and Tianjin". 1996. Modern China (Apr.), vol. 22, no.
2, p. 200.

19. Adzhimamudova V. S. “The Principle of Personality in the
Literature of ‘May 4" // Personality in Traditional China. 1992.
Moscow: Nauka. Eastern Literature, pp. 280-302.

20. The distinctive features of the works that appeared during
these years are «... transition to the colloquial language
of Baihua, the democratisation of themes and heroes, the
exploration of 'non-aesthetic’ layers of reality through a
new creative method of ‘truth-telling’, the posing of social
problems, and a changing concept of personality». Ibid, p.
280.

21. lbid, p. 298.

proclaims: it is better to be “a broken jasper than
a whole piece of tile"?.

The dominance of particular literary, poetic, and
musical genres in China's early 20th-century artis-
tic culture was dictated by the personification and
individualisation of female figures. Thus, in rela-
tion to the national literature development, Zhou
Zuoren defined the functions of individual genres
of verbal and poetic creativity. Their essence lies
in the "coexistence and opposition of two aesthet-
ic principles — ‘literature carries the Tao' and poet-
ry ‘speaks of aspirations’. In other words, verbal
types of creativity transmit collective experience and
knowledge, poetry reveals inner feelings and indi-
vidual experience?, which is especially relevant for
the representation of female images in the theatre.

The value of personality, revealed in China ow-
ing to the harsh realism of Ibsen’s dramas, incredi-
bly popular at that time, became the basis on which
the interpretation of the meaning of women in the
theatre changed, and chamber vocal music of the
European type, its content addressed to the deeply
personal sides of the human soul, developed. It is no
coincidence that the majority of Chinese compos-
ers of the period under consideration, who worked
in the genre of vocal miniatures (Wang Guanggq;i,
Li Jinhui, Xiao Yumei, Huang Zi, Jiang Dingxiang,
Qing Zhu, etc.), emphasised the strong impression
that the vocal works of romantic composers® made
on them. N. Bragina and Wang Jie?® point to this
phenomenon in their study of the chamber vocal
works of Qing Zhu. According to V. Batanov, it was
the 1910s-1920s that “became the historical peri-
od that laid the foundations for the formation of
the genre sphere of chamber music, which received
subsequent development in China, reaching a high
professional level of fame?® today. In relation to the

22. The tragedy of a self-aware and awakened personality is
best expressed by the newly revealed female character of
Zhuo Wenjun, a 24-year-old widow from a noble family, an
outstanding poetess and musician, who decided to remarry
and run away from home in Guo Moruo’s novel of the same
name. She confidently proclaims: it is better to be «a broken
jasper than a whole piece of tile».

23. Ibid, p. 298.

24. Gong, Hong-Yu. “Music, Nationalism and the Search for
Modernity in China, 1911-1949". 2008. New Zealand Journal
of Asian Studies, No. 10-2, pp. 38-69.

25. Bragina N. N., Wang Jie. “Musical Culture of China in the First
Half of the 20 Century. Dialogue of the European and the
National” // 2021. Bulletin of Cultural Studies, No. 2 (97), pp.
63-78.

26. Batanov V. Yu. "Genre and Style Guidelines of Chamber-
instrumental Music of Chinese Composers of the 20t Century”
// 2020. European Journal of Arts. No. 3, p. 23.

theatre, the words of Hu Shi, addressed to Zhou
Zuoren, are quite justified: “... a preacher of the
Western way revealed the principle of a new per-
sonality in the anti-traditionalist concept of healthy
individualism and egocentrism”. He called the May
Fourth era the Renaissance. "However, the belated
discovery of personality in the protracted Middle
Ages of Chinese culture was not accompanied by
either the rise of a liberated spirit, ... or the exalta-
tion of reason. Individualism did not become the
self-suppressing principle of Chinese literature”?.

In the history of Chinese musical art, the first half
of the 20th century as a whole is a special, tran-
sitional period, during which the search for “own
face” of the new national academic music was car-
ried out. Gong Hu-yu (Hong-Yu) and Zhu Yuan?
point out a number of specific features of this pro-
cess in their works.

In his work, “Actresses of the New Drama”, Zhou
Yuan raises the issue of the historical practice of
performing female roles by Chinese male actors,
noting in passing that, with the exception of Mei
Lanfang, in most cases male actors behave less nat-
urally than representatives of the fair sex. It is diffi-
cult for men to embody the exquisite feelings of a
“flower girl”?° on stage. According to the research-
er, the ability to use the language of non-verbal
art, which is extremely important for the heroine
of Hua Dan, is the advantage of a woman on stage.

Individual operas that borrowed their melodies
from traditional dramas of some Chinese provinces,
Chun-Cao’s Intrusion at the Court and Water Mar-
gin, became representative plays for the establish-
ment of a new type of Hua Dan roles. Thus, actress
Liu Chanyu, who first played the heroine of Chun
Cao, a sweet, cheerful girl, in these plays, created
and developed her own style of performing char-
acters of this type.

A separate group should include studies devoted
to the change in the role of Hua Dan during the rev-
olution. This topic is deeply covered by Liao Fan®®. In
the work, it is particularly noted that in July 1938, the
Jingju Academy troupe performed a new play, The
Songhua River, to celebrate the anniversary of the

27. Adzhimadova V. S. “The Principle of Personality in the
Literature of 'May 4'" // Personality in Traditional China. 1992.
Moscow: Nauka. Eastern Literature, p. 299.

28. Gong, Hong-Yu. Ibid.

29. Ju, Yuan. «'Actresses of New Drama’ in Jubu congkan”, 2011,
vol. 2, p. 7.

30. Liao, Fan. "The paradoxical Peking opera: performing
tradition, history, and politics in 1949-1967 China". 2012.
Permalink. University of California, p. 248.
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beginning of the anti-Japanese war. The plot narrat-
ed how a fisherman, who lived on the banks of the
Songhua River, unable to endure endless bullying
and humiliation any longer, mobilised the residents
to take up arms against the Japanese invaders. This
became the first new production of jingju, created
as anti-Japanese propaganda. In the play, the origi-
nal characters and their names remained the same;
however, the traditional costumes were completely
replaced. Instead, both the old fisherman (the La-
osheng character) and his daughter Guiying (the
Hua Dan character) were dressed in modern work-
ers' costumes. The traditional jingju makeup for the
Laosheng and Hua Dan roles was also abandoned
in order to make the actors’ faces look realistic. The
rest of the performance was still accompanied by
the traditional jingju orchestra. This first xiandaixi
(from Chinese B X): "a modern play”) created
by the Academy demonstrated the basic principles
of the transformation of the opera genre postulat-
ed by the Chinese Communist Party. They consist-
ed of filling jingju with new content.

The entire period from 1949 to 1967 was a stage
of creating new plays, reflecting modern revolution-
ary themes. Officially, it began with Mao Zedong's
praise of “Bishan Liangshan” (“Ascended to Mount
Liang”);_.however, it ended with sharp attacks on Wu
Han's historical play, Hai Rui Dismissed from Office.
In order to meet the requirements of the heroic
deeds of the heroes of the new plays, composers
made certain changes to their singing. For exam-
ple, in the part of young and brave Temei, one of
the heroines of the revolutionary opera, the tradi-
tional musical format of Xiao Sheng was included
instead of using typical Hua Dan melodies. It hap-
pened due to the fact that a more powerful voice
was needed to express the heroine’s determina-
tion and passionate desire to join the revolution-
ary forces.

This is how new roles for opera actresses were
formed. Through the content of stories about lib-
erated love (for example, as in the opera Butterfly),
the involvement and priority of the role of wom-
en’s “feats of virtue” was demonstrated. Female ac-
tresses portrayed heroines ready for self-sacrifice.
The audience applauded the best Zhengdan (IE B)
— women who were loving and faithful, but often
with a tragic fate; they were exalted more than the
seductive Hua Dan, they became definitely more at-
tractive, and they were admired as ideals embod-
ying beauty and morality. It is noteworthy in this
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regard that the interpretation of the image of Liu
Sanjie, “... a talented singer ‘from the people’, in her
songs conveying the hopes and aspirations of ordi-
nary peasants, their fears, discontent and dreams,
is extremely popular in the art of Guangxi in the
20th century. In 1956, Deng Changling’s mytholog-
ical drama Liu Sanjie (Deng Changling, 1956) was
published, in which the author processed and pre-
sented the legend of the ‘singing fairy’ in literary
form. In the opera Liu Sanjie, written in the tradi-
tions of Cai Diao, the main character is presented
not as a mythological image, but as an ordinary girl.
In 1961, the first musical film, Liu Sanjie or Third
Sister Liu, (directed by Su Li, arranged by Lei Zhen-
bang) was released, in which the main character
is a representative of the Guangxi Zhuang ethnic
minority in China (Haiwang Yuan, 2019). In 2004,
an open-air ethnic show about the legendary folk
singer,_Impression Sanjie Liu, was staged by Zhang
Yimou. In it, the main character is embodied as a
‘goddess of singing’ in accordance with the ancient
myths and legends of Guangxi (Impression Sanjie
Liu, 2019)"3'. Having evolved from the mythical im-
age of a fairy, through the images of a peasant girl
and a self-sufficient educated woman, the image of
Liu Sanjie found embodiment in the form of the pa-
troness of Guangxi in works of modern musical art.
Thus, the very ontology of female images in Chi-
nese art outlined a new promising line of research
into the role of Zhengdan. Understanding cultur-
al and social factors that contribute to the domi-
nance of this image at a certain historical stage in
the development of Chinese musical art seems to
be interesting in the outlined problem.

Prospects for further consideration are seen in
the analysis of Chinese operas in order to under-
stand the specifics of the embodiment of female
images, which, according to a number of stylistic
features, could be called analogues of female im-
ages in European operas. Moreover, it seems im-
portant to understand the female images of Hua
Dan in modern Chinese theatre in the context of
their evolution, taking into account the socio-cul-
tural context. Such an analysis will help to reveal
the functions of Hua Dan, on the one hand, as a
catalyst for social self-reflection, and on the other,
from the position of a dynamic factor influencing
the formation of the plot line of the work. In ad-

31. Xiong Inwen, Mozgot S. A. “Liu Sanjie: The Image of Women
in the Traditional Guangxi Folk Drama ‘Kai Diao™ // 2021.
Bulletin of Musical Science, No. 1, p. 103.

dition, it seems relevant to establish the impact of
philosophical and aesthetic factors, such as Confu-
cian ideals and Taoist aesthetic criteria in modern
Chinese opera, on the role of Hua Dan.

These elements form the basis for studying
changes in the portrayal of theatrical characters of
Hua Dan, which are an indicator of cultural chang-
es caused by the integration of Chinese opera with
elements of Western theatre.
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XEHCKWE OBPA3blI B MY3bIKAJIbBHOM NCKYCCTBE
KWTAS NMEPBOW MONOBUHbI XX BEKA:
XKAHPOBbBIE N CTUNEBBIE TEHAEHLU W NX
BOMJIOWEHWA

AHHomayus: Cmames noceawjeHa xeHckum obpasam,
Hawedwum npesiomaeHuUe 8 My3bikaasHoM uckyccmae Ku-
mas e nepsoli nososuHe XX seka. Ljene pabomsi — npoa-
HAAU3Upo8aMe MOJIKOBAHUE XeHCKUX 06pasoe 8 pasHeix
XKAHpax onepHo20 U KamMepHO-80KA/IbHO20 MY3bIKA/6HO-
20 uckyccmea Kumas nepeoli nososuHs! XX eekd, 8 mom
yucse u 8 UCMopUOPAaPUYECKOM KtoYe, Ymobbl NOHAMb
cneyugbuky ux pazsumus, 8 CpasHeHUU € AHAa02amu 8 3a-
nadHoesponelickoM My3biKaabHOM UcKyccmee. Jlns s3mozo
npumeHaemcs KOMNJieKcHsIl, 2epMeHesmuyeckull, Kom-
napamugHsil No0xodbl, Memod My3bikoged4ecko20 aHa-
ausa. B pesynemame uccnedosaHus 66110 ycmaHosieHo,
4mo noHAmMue «cybpemxa» (xya-0aHe «ygemo4Has 0eea»
8 kumatickom onepHoM meampe) 0606wjaem He MoJibko
XapakmepHsle 4epms| XeHCK020 CYeHUYeCcKko20 munaxa,
HO U KOHKpemHsble 80KaJ/1bHble Xapakmepucmuku 20/10-
ca, obnadarowjue 380HKOCMbIO U 2UBKOCMbI0, MUNo102Us
Ka4yecme komopozo Moxem 6eime 00NOHEHA C NO3u-
yuu enadeHus konopamypHol mexHukol. OmodenbHo20
uccnedosarHus mpebyem cneyuguka 20s0ca xya-0daHe 8
kumatickom onepHoM meampe. B 3anadHoesponelickom
My3bIKG/I6HOM UCKYCCM8e OHMOJ102Us amnJiya cybpemku
oxeamelgaem xaxpsl onepel (bydda, 3uHewnuas), one-

BOI'IpOCbI NCTOPUKO-CTUNNCTNHECKOTO Pa3Bun-
TNA XXKEHCKNX O6pa3OB Ha pPa3/iM4yHbIX 3Tanax 3BO-
JNIIOUMN MY3blKalbHOIO MCKYCCTBa B KuTae, a Takxe
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pemmel, UHMOHAYUOHHbIe npuMemel napmuu cybpemxu
NpOHUKArOM 8 UHCMpYMeHMAsbHble COYUHeHUS 8eHCKUX
Kaaccukos Yepes xaHposyto cepy nacmopanu. B kumati-
ckoli Kynemype Ha4ana XX eeka 0oMuHuposaHue obpasa
Xya-0aHe 8 mpaduyuoHHbIX onepax 6blJ10 nocmeneHHo
8bIMeCcHeHO U3-3a Ky/lbmypHOCOYUAIbHbIX U3MeHeHUl
«4 Mas», C8A3GHHbIX C OMKPbIMUEM Cy8epeHHOU NUYHO-
cmu, Ymo ocobeHHO XxapakmepHoO 0/19 MOJIKOBAHUSA XeH-
cKux 06pazoe 8 kamepHo-80kabHOU Aupuke XyaH L{3el,
Cso tOm3s, BaH lNyanyu, UsaHn JuHcaHa u Opyaux. B ne-
pU00 pesosIroYUOHHbIX U3MeHeHUl U aHmugoeHHoU 6ope-
66/ Ha cMeHy Xya-0aHe npuxooum amnjya YxsH-0dHb
— XeHWUHsl arobawjeli u sepHol ¢ mpazu4dHoli cydsb0od.
JlomMuHuposaHue omoe/ibHbIX XeHCKUX aMnya 8 KOH-
KpemHsle ucmopuyeckue nepuodsi passumusa Kumas eu-
oumca nepcnekmueHeiM HanpasaeHuem pabomel, makxe
Kak u uccnedosaHue Ky/bmypHbix U3MeHeHUl, C8A3aGHHbIX
€ npoyeccamu uHmMezpayuu 31eMeHmos 3anadHo20 U 8oc-
MOYHO20 My3bIKAbHO20 Meampa.

Knrouessie crosa: amnaya, xeHckue 06pasel, My3el-
kaseHoe uckyccmeo Kumas, onepa, KaMepHO-80KabHoe
meopyecmaso, cybpemka, Xya-0aHe.

B CPaBHWTENbHO-COMOCTaBUTENIbHOM acrnekTe C UX
aHafnoramu B 3anajHoOeBpPONenckoM My3blikalbHOM
NCKYCCTBE Ha CErOAHALIHNA AeHb GaKTUYeckn He

Tabavua 1. ®parmeHT knaccudukaumm ronocos P. Knonbepa B nHtepnpertaumm E.H. Cepreesa

WrpoBsoi 1 xapaktepHsblin Fach

Fach Awnana3oH | XapakTepucrumka

Cnuncok ponen

KoslopaTypHOe ConpaHo

Jlnpunyueckoe c—f OueHb NOABWXHBIW,
MSITKWIA FoN0C C
LWMPOKNM AnanasoHoM. | «CBagbba Ourapo»)

bnonaa (B. A. Mouapt «[ToxuweHne
n3 Cepans»), CtosaHHa (B. A. Mouapt

Wrposoe conpaHo / c-c

HexHbili, nogatavebin | bapbapwuHa (B. A. MouapT «CBagbba
Cybpetka ronoc. N3swHas ®urapo»)
BHELLIHOCTb.

XapakTtepHoe conpaHo / | h—c”

MpoMeXyTOuUHbIN,

Nzabenna (4. PoccnHm «MtanbsaHka B

KosnopatypHoe meLLo- YTOHUEHHbI rooc. Anmxunpe»)

conpaHo

WrpoBow anbT / g—>b" MoaatnnebIi, Mepcegec (K. buze «KapmeH»),
Jlnpnueckoe meuLo- XapakTepHbI TeMop. Wapnotra OK. MaccHe «BepTep»)
conpaHo

n3yyeHbl. B To xe Bpems ncciegoBaHne CMbICIO-
BbIX ¥ My3blKa/lbHbIX 3aKOHOMEPHOCTEN BOMJOLLe-
HWA XXEHCKNX 0Bpa3oB MHTEpecyeT psj aBTOPOB B
MWUPOBOI My3blKalbHOW Hayke. TakoB amepuKaH-
ckunii my3sbikoBes Nnttn CaHHa 1 cepbckunii My3bl-
koBea MBaHa Many'. B poccuinckoin My3bikaabHOM
HayKe TakMMK MprYMepamMu MOTYT CIYXUTb TPYZAbl
1. 1. KazaHuesow, M. B. Hesckoit, C. A. CMarvmHom,
B KOTOpPbIX pa3pabaTbiBaloTCa pas3inuHble cTpaTe-
TMW U3ydeHns XXeHcKoro obpasaZ. [1o OTHOLWeHWMIo K
KUTaNCKOM My3blKaNbHOW Hayke, kak oTMedaeT CloH
VIHB3Hb, AOCTMXKEHMA «DEMNUHHOrO» HanpasieHus
B COBPEMEHHOM My3blKa/bHOW Hayke CO3jaHbl B OC-
HOBHOM >eHLMHaMKn3. N cenyac MOXHO KOHCTa-
TUPOBATb PAaHHMI 3Tan OCBOEHMUSA 3TOM CIOXKHOMN
TEMbl B MYy3bIKOBEAEHWMN U CEPbE3HOE CUCTEMHOE
nccnepoBaHue obpasa XeHLWMHbI Kak dpeHomeHa
MY3blKaJbHOro NPOUN3BEAEHMSA BUANTCA TOIbKO B
nepcreKkTMBax PasBUTUS 3TOTO HampaseHuUs.
Llenb faHHOWM cTaTbl — NpoaHann3MpoBaTb pas-
JINYHbIE TONKOBaHMA XEHCKUX 0H6pa3oB B pa3HbIX
XaHpax OMepHOro U KaMepHO-BOKalbHOFO My3bl-

1. litti Sanna. The feminine in German song. New York : Peter
Lang, 2006. 219 p.; lli¢ Ivana. Fatalna Zena: reprezentacije
roda na operskoj sceni. Beograd: Fakultet muzicke umetnosti
: Signature, 2007 (Beograd : Publish), 2007. 166 c.

2. KasaHuesa J1. M. My3bikanbHbili nopTpet. Mocksa: HTLL «KoH-
cepsatopusa», 1995. 124 c.; Hesckas I1. B. MopTpet B Npo-
CTpaHCTBE CEMMUOTHKM: BepbanbHoe 1 HeBepbasbHOE: aBTo-
ped. anc. ...jokTopa uckycctsoBegeHus. Capatos, 2013. 48
c.; CmaruHa C. A. O6pa3 «HOBOW XEHLUMHbI» B KWNHEMaTOrpa-
de nepexofHbIX NCTOPUYECKUX NepPUOAOB: aBToped. AnC. ...
AOKTOpa nckyccteosegeHnsa. M., 2021. 58 c.

3. CioH VIHB3Hb. JTto CaHbL3e: 06pa3 XEeHLMUHbI B My3bIKasb-
HOM unckyccTe yaHcu BTOpol noaoBuHbl XX — Hauana XXI
BeKka: aBToped. AuC. ...kaHg. nckyccrsosegerms. CM6., 2023.
C.5.

KanbHOro mnckyccrea Kntas nepBon nonoBuHbl XX
Beka, B TOM Yunc/ie U B UCTOpUorpadpunyeckom Kitoue,
4TOObI MOHATL CNeuNdUKy pPasBUTUS, B TOM YNCIE,
B CPaBHEHWU C UX aHanoramu B 3anajHoOeBpPOMNei-
CKOM My3bIKaJlbHOM NCKYCCTBe.

OZHVM 13 NpuMeYaTesibHbIX aMmnya, KoTopoe
aKTyanbHO KaK ANf KNTANCKOro, Tak U eBPOMNenckoro
My3bIKaNbHOrO TeaTpa ABAAETCA amnaya cybpeTku.
TepmuHom «cybpeTka» (¢p. — «soubrette») 060-
3HayaeTcs BTOPOCTEMEHHAas XXeHcKas poJsib B KO-
MU4Yeckol onepe. B Mvpe My3bikn — 3TO NoHATME
MCNob3yeTca A1f ONMCaHNA ONPeaen&HHOro Tuna
conpaHo B onepHoM TeaTpe. Taknm obpazom, 3T1a
AedUHNLMA OTHOCKTCA KaK K KaTeropuu cLeHnye-
CKOrO NepcoHaxa, Tak v K BOKaJibHbIM Xapaktepu-
CTUKaM HEOBXOAMMbIM 4151 BOTIOLLLEHNS JaHHOTO
My3blkanbHOro obpasa.

B coBpeMeHHOWN My3bIKalbHOMN HayKe yYeHbIMM
3anaZHOeBPONEeNCKOro MPOVCXOXAEHUS NO-OTAEb-
HOCTW paccMaTpuBatoTCa onpeseseHHble BOKaslb-
HO-CTUINCTUYECKMNE XapaKTePUCTUKIN NepcoHaxa
WY ero coumasnbHas posb. TakKe BCTpeyaroTcs
pOCCUNCKNE NcCcneaoBaHUs U PaboTbl KUTANCKMX
aBTOPOB, KOTOPbIE COAEPIKAT OPUTUHANbHbIE TEO-
peTnyeckne HapaboTKM C TOUKM 3PEHMS 3asBJIEHHOM
TemMaTKKM, HO BCE OHW TOJIbKO KOCBEHHO aHaan3m-
pytoT deHoMeH amnya cybpetkn. PaccmoTpum oc-
HOBHbIE U3 HUX.

B nepByro ouepesb HeOHX0AMMO 06PaATUTLCA K
usgecmHoli Fach-cucmeme Pydonegha Knolibepa?, rae
MOHATNE «CybpeTka» 3aHMMaEeT COOTBETCTBYHOLLEE
mecto. Poceuiicknin nccneposatens E.H. Ceprees B

4. Kloiber R. Handbuch der Oper. Deutscher: Taschenbuch
Verlag. 2002. 929 p.
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cBOel paboTe OCyLLeCTBARET NepeBOs U UHTeprpe-
TaLMK 3TOr0 UCTOYHMKA COBPEMEHHOMN Knaccndm-
Kaumm ronocos. «CybpeTka» B aHHOMW TMNOAOrMmn>®
3aHMMaeT CneyroLLyro nosuuuko (tabavua 1).

Hemeukas cucrema Fach — a3to metoga knaccu-
duKauuy NeBLOB, B NEPBYH OYepesb OMEPHbIX, MO
AmnanasoHy, cune n TeMopy ux ronocos. OHa UCMob-
3yeTcsi B OCHOBHOM B HEMELKOA3bIUHbIX OMEPHbIX
TeaTpax EBponbl. ConpaHo-cybpeTku — MONIoAbIE,
3HEpPruYHble, yBEepPEHHble B cebe XeHLLMHbI. Y HUX
NErkune ronoca, yalle BCero He obnagaroLine Wn-
POKMM BEPXHWM PETUCTPOM, HO TMBKMNE 1 3BOHKME.

Fonoca conpaHo 0bbIYHO AeNATCA Ha TPU BOKaslb-
Hble KaTeropum: cybpeTHble, IMpUYeckue 1 gpama-
TMyeckune. Kpome Toro, KosopaTtypHble CrocobHOCTH
WA PacLLUMPEHHBIA Anana3oH rosoca nesuL, No3Bo-
NS0T eLe 6obLUe KNaccMPrumMpoBaTh JaHHbIE TUMbI
rofocoB, A06aBAAs UM Kpacku, a 3HAUNUT, JOMNOJ-
HAA TMNonormsauno. CA0XHO COMOCTaBUTb TEPMUH
«cybpeTka» C paMKamu, rae KpuTepuem BbiCTyna-
€T UCKJIIOUYNTENBHO FO10C NeBuLbl, Tem Bosee, uTo
KpUTEPUN XapaKTEPUCTUKM BOKaJIbHbIX FOJI0COB MO-
ryT OTANYaTbCA B Pa3HbIX CTpaHax, 4To Tpebyet 60-
Nee rnyboKoro nsyyeHus.

CornacHo nosuuun P. boynapu pasHoobpasue
TMNOB BOKa/a A0Ka3blBaET, UTO TEPMUH «CybpeTka»
B MepPBYO 04Yepesb XapaKTepusyeT JIMUYHOCTb Nep-
COHaxa 1 B HosibLUeli cTerneHn 06CToATeNbCTBA ee
NMoBeAeHWs, YeM KOHKPETHbIV TUM ronoca®. B 3anaa-
HOEeBPOMeNCKOoK onepe amniya cybpetkn cBA3aHO
€ 06pa3omM NPUBANNKEHHOM K FOCMOXe Cy>KaHKe.
O6bIuHO OHa obsiagaeT NPUATHON BHELIHOCTbIO,
XMBOCTBH YMa, XUTPOCTBIO N HAaXOAUYMBOCTbIO, MO-
MoratoLiet o6enm 06XoANTb CNOXKHbBIN XapakTep
rocrnogmHa, kak 3To npegcrasaeHo B ornepe Mo-
uapta «CBagbba Gurapo» B obpaze CrozaHHbI. [aH-
Has PoJib AONXKHA UCMOHATLCSA IETKUM U CBET/IbIM
FONI0OCOM, YTO OMpPesenseTcs caMmuM NepcoHaXKem
— XM3HEPaOCTHOW, MONOZAON W SHEPTNYHOM AEBYLL-
koM. Mo3Tomy, cybpeTky 06bIYHO MrpatoT XKEHLK-
Hbl C XPYNKWM TENIOCNOXEHNEM, NOCKOJbKY 3pUTENb
[OJIKEH BOCMIPUHMMATD UX KakK MOJIOABIX.

MpeacTaBMM OCHOBHblE PO eBpOMNericko-
ro ONepHoOro TeaTpa, KOTOPble MOXHO OTHECTU K
cybpetkam: LlepanHa (onepa B.A. MouapTa «/loH

5. Ceprees E. H. Hemevkas Fach-cucrema — coBpemeHHas knac-
cndmkaLms ronocos // XysoxecTBeHHoe obpa3oBaHue v Ha-
yka. 2022. T. 1. N2 30. C. 85.

6. MpueegeHo no: Yuan Zhou. The Way to the 1930s’ Shanghai
Female Stardom from the Pioneering Actresses of the Late
Qing to the Popular Female Film Stars of the 1920s and 1930s.
University of Oslo, 2010. P. 18.
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XKyaH», 1787); baoHga (onepa B.A. MouapTta «lNoxu-
weHne n3 Cepans», 1782); AHxeH (onepa K. M. poH
Bebepa «BosibHbIN cTpenok», 1821); Agenb (onepetTa
W.b. WTtpayca Il «Jletyyan mbiwb», 1874); Cro3aHHa
(onepa-6ydda B.A. MouapTta «CBagbba ®Purapo»,
1786); lecnuHa (onepa B.A. MouapTa «Tak noctyna-
toT Bce», 1790); bennHga (onepa I'. Népcenna «n-
JAOHa v JHen», 1689); MapuennvHa (onepa J1. BaH
berxoBeHa «Puaenno», 1805); ManareHa (onepa
B.A. Mouapta «BonwebHas dnerita», 1791); Ockap
(onepa Ax. Bepaw «ban-mackapag», 1859); HaH-
HeTTa (onepa [Jxx. Bepan «®anbctad», 1893); Codwu
(kommueckasn onepa P. lLUtpayca «Kasanep po3s»,
1909-1910 ) n gp. 31 reponHn, 6e3ycNoBHO, MO-
ryT 3aTMWUTb BCEX aKTEPOB Ha CLieHe, HECMOTPA Ha
TO, UTO (3a MckNtoUeHneM Cro3aHHbI) OHU UTPatoT He
rnaBHble posn. HekoTopble CTOUHUKM K CybpeTkam
oTHocAT HopuHy B «[loH MNackyane» (1842) n Agn-
Hy B «/Il060BHOM Hanutke» (1832) I'. JloHuLeTTH, a
Takoke MiozeTty B «boreme» (1896) [x. MyyunHn’.

Bo3Bpalyasnch kK aHanM3y camMoro NOHATUS «Cy-
6peTka», OTMETUM, YTO 3TO QPaHLYy3CKUIN TePMUH
1 B MPAMOM MepeBoZe O3HAYaeT «CayXaHKa» Uau
«FOpHMYHas». [lepBOHaYasbHO OHO MPOUCXOANIO0
OT C/10Ba «soubreto», BCTpeyatoLLleecs B MPOBaHCKOM
AnanekTe (MM Ha3blBasn XEHLMH-NPUTBOPLLML, 06-
NajaoLmx coobpasnTeslbHOCTbIO U M306peTaTesib-
HOCTbH). Tak, 3. OcOOpH KOHCTATUPYET, YTO OZHa
13 nepBbiX CyOPEeTOUHbIX posieil B ONEPHOM >KaH-
pe npuHagnexuT CepnuHe (onepa-6ydda Ax. b.
Mepronesn «CnyxaHka-rocnoxa», 1733). C nomo-
b0 Pa3/IYHbIX XUTPOYMHbIX YIOBOK, MepeojeBa-
HUM N MaxMHaLMWA reponHs yCneLwHo npeojoiena
rpaHuLy MexXAay Cay>KaHKOW 1 ABOPSHKON 1 B pe-
3y/NbTaTe 3aBOeBajia CepjLie CBOEro Xo3anHa 1 Bbl-
Lna 3a Hero 3amyxe.

Takke o pyHkyuu cyeHu4veckol posu cybpemxu
nuweTt C.A. NankmHa: «<...amo...> aKTépCcKoe amnya,
TPaANLMNOHHbLIV KOMEANNHBIA NepCcoHax, Haxo4uu-
Bas, OCTpoyMHas, Holikas ciy>xaHKa, rotoBas npui-
TV Ha MOMOLLLb rOCNOAaM B UX JHOBOBHbBIX MHTPUrax.
MpPWHATO cuMTaTh, YTO JaHHOE amraya NosBUAOCH

7. Larsen R. L. Opera Anthology: Arias for Soprano. NY: G.
Schimer, 1991. C. 35.

8. OcbopH 3. YMHas ciyxaHKa: NeKLUmMA-KOHLEPT O Poan cy-
6peTkun-conpaHo B onepax Mouapta (2020). URL: https://
https://red.library.usd.edu/idea/103/ (asata obpalieHus
23.05.2025).

6narogaps commedia dell’ arte nan «TeaTpy Macok»,
B KOTOPOM CyLLecTBOBaA nepcoHax KonoM6uHbI»®.

Cybpemka kak amnaya — npo8oOHUK coyuasb-
HbIX nepemeH 8 obujecmae npedcmaegsieHa 8 OAHOM
13 Hanbonee KPYMNHbIX UCCAEL0BaHNA aMepuKaH-
ckoro uckyccrsosega [x. 'vannc. Ee pabota Ha-
3biBaeTcs «[lepcoHax cybpeTkn Kak NPOBOAHMK
coumanbHbIX NepeMeH B onepe-dydda v 3UHrwNm-
ne XVII n XIX sekos» (2018)'°. ABTop 0606LLaeT B
Hem Hambosee pacnpocTpaHeHHble BO33peHus Ha
byHKUMM 3TOro amniya 3anasHOEBPOMNENCKUX My-
3blkoBegoB. Cpean Hambonee NnpumMeyaTesbHbIX pa-
6071 . Tmnanc npusoaut cnegytome: X. AnaHo
«Tpuymd Ckomopoxos: Cnyra xo3srkn B Mapux-
ckor onepe,1752-1754», 2007; Y. Ax. AnneHbpyk
«Putmunuecknii xect B Mouapte: Cagbba Purapo
n [lon JxoBaHHu», 2014; P. boynapw n P. Kongyann
«M3paHune ans nesuos: OnepHble apun, cybpeTtka,
1992; b. M. Kpuctn «[loHMMaHne poan XeHLMH B
onepax Mouaprta», 2007; [. YapabtoH «Onepa B ano-
xy Pycco: my3bika, koHpoHTaumsa, peannsm», 2012;
4. M. TamyT «Mccnepyem ponn cybpetkn B onepax
A. Mouaprta - J1. ga lNoHTe: onpeaeneHve Cio3aHHa,
LlepavHa n JecnnHa», 2018; Y. Tpon «Kommueckoe
MHTepMeLLo; ncciejoBaHne No NCTopum BOCEM-
HaauaToro Beka, 1979; 4. Yoppek, 3. [IxOH «He-
MeLKas onepa: oT UCTOKOB A0 BarHepa, 2001 v ap.

[x. Tunnnc aHannsnpyeT nameHeHne amnaya
cybpeTkn oT ee npouncxoxaeHns kak KonombuHel
[0 NMPUCYTCTBUA B 3UHTWINWAE (nep. ¢ HeM.: «nbeca
¢ neHuem»). OHa OTMeYaeT, UTO BeCb Nepuoy cue-
HWUYECKOM 3BOAKOLUN poaun (OT Bo3poxaeHus go
MpocBeLLeHns) Bbln OUeHb NPOrPeCcCUBHBIM, TakK Kak
KonomburHa 1 ee ntanbsaHckme npeeMHukm 6oiam
KaTasmM3aTopamMu coLmasbHbIX U3MEHEHWI NOCPEL-
CTBOM CBOWX €NCTBUIA, BKIHOUAOLLMX MaHWUMYAs-
LK1 C MOMOLLbIO MacKMpOBKM 1 0bMaHa. Mo mepe
pa3BuTUA cybpeTka cTaHOBMAAck Bce bosiee 3Ha-
UYMMbIM 3IEMEHTOM MY3bIKaJIbHOTO TeaTpa C TOUKM
3peHus BO3aeicTBMA Ha obuectBo. OHa pa3obna-
Yasia MHOXEeCTBO HaHOCHbIX yHexaeHUN, cBs3aH-
HbIX C reHZepPOM, NOCTENEHHO 3aHnMas Bce bonee
BAUSATE/IbHbIE MO3ULUN CPEAUN OMMOHEHTOB-MYX-
unH. CybpeTka 6pocana BbI30B 3aKOHaM COLMyMa
1 CYLLeCTBYIOLLIEMY pPa3feleHMIO Ha KNacchl, Aenas

9. TankuHa C. A. Amnaya cybpeTkn B onepax Mouapta // Ak-
TyanbHble NPobaeMbl N COBPEMEHHbIE TPEHAbI HayKW, Kyb-
Typbl, UCKyCCTBa B TBOpYeCckoM obpasoBaHun. M.: Mepcnek-
TmBa, 2022. C. 59.

10. Gillis J. The soubrette character as an agent of social change
in 18t and 19-th century opera buffa and singspiel. Norman,
Oklahoma. 2018.168 p.

pa3BUTUE CIOXEeTa BCe HBoslee «NpescKasyeMo He-
npesckasyemMbiM», AeACTBYS BHE MPUHATBIX LUTaM-
MOB M KOAEKCOB NOBEAEHMWS, HaBA3aHHbIX CybpeTke
obuectsom ™.

Taknm obpasom, amniya nepcoHaxka No MHe-
Huto k. MTmannc B XIX Beke Hayano nOJHOCTbIO OT-
paxkaTb HOBYHO COLMabHYH peanbHOCTb. C ogHOM
CTOPOHbI, HeMeLKas cybpeTka Bce eLle JeMOHCTPH-
poBafa KOKETAMBOE NoBeAeHNE MO OTHOLLEHWUIO K
CBOWM KOJIIeramMm-My>KumnHaMm, ¢ Apyroin, oHa 6obLue
He MCMoab30Basa XUTPOCTH, UTOObI MaHMMYANPO-
BaTb CBOMMM NPOTUBHMKAMU (B HEKOTOPbIX CAyya-
X HA0HOPOT Apyrve NepcoHaxun obMaHbIBanu ee).

B kauecTBe nepcnekTMB CBOUX AaNbHENLLNX UC-
cnegoBaHui Jx. Tmannc onpegenset cnegyroluee:
MOMUMO 3UHTLLNWASA, CybpeTka bblna 3ajeincTBOBaHa
B HECKObKMX BEHCKMX onepeTTtax XIX Beka (BNAOTb
[0 MepBOro AecAtTnneTns), a B Teatpe «AH gep BuH»
4acTo NPOXOANAM NPeMbepbl onepeTT. [1o MHeHUIO
YUYeHOro, cneayert U3yuntb TpaHCHOpPMaLMIO poan
cybpeTkn MMeHHO B 3TOM >KaHpe. BeHckune Kom-
MO3UTOpPbI Yepnann BLOXHOBEHME B yCnexax CTu-
NS NapUXXCKON OnepeTThbl, r4e yXe Torga Hayanu
MCNO/b30BaTb CBOW COBCTBEHHbIE TaHUEeBaNbHble
bopMbI, Takne Kak BasbC 1 NOJbKa, a TakXe Apy-
rme cnocobbl, COOTBETCTBYIOLLME pa3BiieKaTesb-
HbIM BKycam obLuecTBa. V3yueHune gaHHOro acnekra
MOXET MPUHECTN HOBbIW BKAaJ B OCMbIC/IEHNE aM-
naya cybpeTky B Havane No3anpoLuioro CToneTus.

B pabotax poccuiickoro uccnegosatens AJl. Xox-
nosow (2009) paccmatpuBaeTtca peHoMeH Konom-
6MHBI C TOUKWN 3peHNsA BOMJIOLEHNS ee amriya B
XaHposoli Modesu 8 mpuo M. [alidHa. AsTop pas-
6upaet npuposy ocobon BUTUEBATOCTU MENOANKN
NapTuii reponHM, MO3BOSAOLLMX CO3/aBaTh JIErKOCTb,
HEeNPUHY>XXAEHHOCTb, UTPUBOCTb 1, O4HOBPEMEHHO,
HenpuTa3aTeNbHOCTb NepcoHaxa. MNpeacTaBieHHOe
aMmnya KpuCTanam3yeTcs B UHCTPYMEHTaNbHOW My-
3blke NPV NOMOLLM XaHpa CULMANaHbI, TUMUYHOTO
Ans nactopanbHoro tonoca. MNpumMeyatensHo, UTo
06pa3 KonomMbuHbI, MO ee MHEHWIO, ANaNeKTUYEH,
OHa OJHOBPEMEHHO fIBASETCA U CNY>KaHKOW, U ro-
cnoxoii: M. FaiiaH Takum o6pasom ocyuiectsaseT
CcBO€06pa3zHbIA Nepexos HapOAHO-ObITOBOrO XaH-
pa B cBeTckmil. A.J1. XoxsoBa Bbigsuraet obpas Ko-
NOMOBWHBI B LLEHTP KOMMYHMKaLUN TPUO, U Yepes
3TO «KOMMO3UTOPOM OMpeAensieTcs 0cobbiin “dpokyc”
OTHOLLEHWI, KOTOPbIV CBA3bIBAET BCE CLEHMYECKME

11. lbid. P. 112.
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3/1EMEHTbI B OZHY NMPOCTPaHCTBEHHO-BPEMEHHYHO
cuTyaumio» 2,

KocBeHHO cyeHuyecko-posiesas xapakmepucmu-
ka cybpemxu 3aTparvuBaetcs M.C. bepnosoi B guc-
ceptaumm «TeaTp KOpoAs: TeaTp M TeaTpanm3sauma
Xn3Hu B LLBeunn BpemeH npasaeHunsa l'ycrasa lll
(1771-1792) (2011). AHanmnsmpyeTca urpa Magam
ae MNomnaayp (B poau JopuHbl B «TapTiode» oHa
nurpaeT An4UHyto cybpetky kopons)'®. [laHHas pa-
60Ta UMeeT TEOPETUYECKYHD LIEHHOCTb B KOHTEKCTE
OCMbICNEHNA poan GpaHLLy3CKOro Teatpa B pa3Bu-
W coumanbHOro obamka cybpeTku.

dakTMyeckn Ha 3TOM, 3aBEpLLAETCS NepeyeHb Oc-
HOBHbIX MCTOYHMKOB MO Npobaeme nccaes0BaHNA.
Ha ocHoBe npopaboTaHHbIX TPYAOB BbIPUCOBbIBA-
€TCs OZHa U3 NepPCrneKTUBHBIX IMHUIN UCCNeA0BaHUA
NCTOPUKO-CTUNEBbLIX CTOPOH BOMJIOLLEHNA aMrya
cybpeTkun pa3HbIMM KOMMO3MTOpPamu He Toabko XVIII
— XIX BeKOB, HO 1 B Ky/IbTYPHOM KOHTeKcTe XX — nep-
Bol uetBepTn XXI Beka. MNepcoHaXmn My3bikaabHOrO
TeaTpa NPOLUIOro CTONEeTUSA HEOXMAAHHO MOKa3bl-
BalOT sipYe aKTUBHbIE U pacUYETAUBbIE XEHCKME 06-
pa3bl B COBPEMEHHbIX MOCTaHOBKax. B npupoae 3tunx
obpazoB. yragbiBaeTcs NpotoTun Koaom6uHsbl.

Ecnv roBopuTb 0 nepcoHaax KuTanckon one-
Pbl, TO OHWU MPeACTaBAAOT COOON YETKO pasfesieH-
Hble B COOTBETCTBUW C MOJOBON MPUHAANEXHOCTbIO
JINYHOCTEN, Y KaXKA0N U3 KOTOPbIX €CTb CBOW COB-
CTBEHHble CTaHAAPTHbIE XeCTbl, MOXOAKa, BOKaslb-
Hble NPUEMbI, FPUM U KOCTHOMbI. TO HanoMuHaeT
cncTeMy GUKCUMPOBaHHBIX poselt MeknHckon one-
pbl, KOTOpas, HaumHas ¢ Teatpa HOaHb (1271-1368),
Aenvna nepcoHaxken Ha YeTblpe OCHOBHbIE KaTe-
FOPUN: MYXCKME, XXEHCKNE, BANATENbHbIE N KOMMU-
yeckme, N3BeCcTHble Kak WaH (4), aaHb (B), usuH
(%) v uxoy (A).

AHanozom esponelickoli cybpemku 8 kumadi-
ckoli onepe s18/15emcsl nepcoHax xya—0aHe (£ 8)",
UYTO O3HaYaeT «JeBYLIKa—LBETOK» U €e Pa3HOBUA-
HOCTb Xya—waHs (f£#2), KoTopas NepeBoAUTCs Kak
«nécTpas pyballuka», «kokeTka». [10 xapakTtepy oHU
ABAAOTCA aHTMNOAOM 06pa3zam UnMHbM—AaHb (F 1K)
N YWkaHb—AaHb (1F B )™. 3TOT KOHTpacT 3akntovaet-

12. Xoxnosa AJl. KnaBupHble Tpuo Moseda laiigHa B koHTek-
CTe UrpoBOro NpPOCTpaHcTBa-BpeMeHn. M.: Akagemus Ecte-
ctBo3HaHma, 2009. C. 120.

13. bepnosa M.C. TeaTp kopons: TeaTp 1 TeaTpanmsaLms XXU3HN
B LLIBeuunn Bpemen npasnenusa lNycrasa Ill (1771-1792): gnc.
..KaHa. nck. M., 2011. C. 217.

14. Ban Lize. Tunosble 06pa3bl NEKMHCKOMN, Cbl4yaHbCKOM W KaH-
TOHCKOW onep B COBPEMEHHOM KUTaNCKOM VUCKYCCTBE: ANC. ...
KaHa. uck. Bnagmnsocrok, 2025. C. 180.

15. Ibid.
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€Sl B TOM, UTO Ha PpoHe 6naroyecTmBbIX, CEPbE3HbIX,
BO3PACTHbIX 1 3aMY>XHUNX XEHLLNH, 4aCcTO HOCALLMX
TEMHBbIN Y ANNHHBIA XanaT, 0bbIYHO Xya—AaHb Urpa-
€T He3aMY>XHHOH eBYLLIKY HU3LLMX COC/I0BUM, OT-
NINYaLOLLYHOCA XKM3HEPAZOCTHOCTBHO U IEFKOCTbIO
ABVIXKEHWI, NPeACTatoLLyo Nepes 3puTeNemM B oje-
XAe APKUX LIBETOB.

PedopMumpoBaHme KMTalickol onepbl B Hayase
npownoro cronetns BaHom AoumHom (1881-1954)
1 Mai1 JlaHbdaHoMm (1894-1961) obecneunnm xya—
JaHb 1 Xya—LlaHb 60MbLUYH NOMYASPHOCTL. Hecmo-
TPS Ha TO, UTO CTAaHAAPTbI UX MEHUS1 MEHANNCh Ha
NPOTSXEHUN BCEW 3BONOLUN TPaJULMOHHOIO Te-
aTpa ApaMbl, CyLLEeCTBYHOT HEKOTOPbIE HEM3MEH-
Hble XapaKTEPUCTMKM ee aMmya: a) KOKeTCTBO U
APKO BbIpaXKeHHas CKJOHHOCTb MepeTarnBaTh Ha
cebs BHMMaHue Ny6ankn Bo Bpems BbICTYMAEHUS;
6) NpUATHaA BHELHOCTb U aKTepPCKUi TanaHT, obe-
cneyvBatoLLme Kak KOMMEPYECKYHO, Tak U AEON0-
TMYECKYH COCTaBAIOLLYHO OMepsbl, C1aBy v ycnex'.
Ponb xya—ZaHb NoApasyMeBaeT, YTo ee NUCMOHN-
TeNbCKMe CNOCOBHOCTN MOTYT OTCTYyMNaTh Ha BTOPOWA
nnaH. Ha nepegHWin nnaH BbIABMTatOTCA BHELUHME
JaHHble 1 aKTepckas Urpa — OpuUrvHaabHas MUMU-
Ka 1 3ddeKTHbIE XeCTbl (B KaUecTBe NpumMepa Mo-
XKET BbICTYNaTb Cy>XaHKa XyH-HSAH U3 NEKUHCKOM
onepbl «KpacHas geBuua», NOCTaBAEHHON NO MO-
TnBam apambl Xl Beka «3anagHblin davrenb», Ha-
nucaHHon Ban LUn-ody).

Bonpocam crneundumkmn XeHCKUX poaen B Ku-
TaliCKOW onepe NOCBALLEHO OTPOMHOE KonYe-
CTBO MCCNeaoBaHWi. B kauecTBe kitoueBbix paboTt
MOXHO Ha3BaTb gucceptaymto KoaHb Yoy «MyTb K
LaHxanckom xeHckol cnase 1930-x rogos. OT ak-
TPWC-NepBONPOXOALEB NO3AHeN AnHacTum LinH ao
NONyAAPHBIX XeHLWMH-KnHo3Be34 1920-x n 1930-x
rogos»". B Hel1, B TOM Unc/ie aHanM3npyeTcs TBOP-
yecTBO akTpuckl AH Haltman. CaMmbiMy BrieyaTns-
FOLLMMU U NPUBAEKATENbHBIMY €€ poasMu Bblin
NerkoMbIC/eHHbIe, paciyTHbIE UAU NOXOXMeE Ha Kyp-
TNU3aHOK COBPEMEHHbIE XeHLWHbI. VIMEHHO OHU
6b1an 6aMXKe BCero K amniya xya—aHb.

BalikyH YaH oTMeyaeT, uto B nmnepckom Kutae
K OTAENbHOM coyuansHol kKamezopuu «keHUWUH-UC-

16. Xya-faHb B COBPEMEHHOWN KUTAWCKOW MHAYCTPUM pa3Bhe-
yeHuit. URL: https://sipofteanet.wordpress.com/2020/12/23/
hua-dan-in-the-modern-chinese-entertainment-industry/
(nata obpatueHns 25.05.2025).

17. Yuan Zhou. The Way to the 1930s’ Shanghai Female Stardom
from the Pioneering Actresses of the Late Qing to the Popular
Female Film Stars of the 1920s and 1930s. University of Oslo,
2010. 147 p.

nosHuUmMeneli» AOArO OTHOCUAWN KyPTU3aHOK — yyacT-
HWL, BpoafUMX TPYMM U apTUCTOK 3CTPasbl, KOTOpble
bUHaHCOBO cozep>anncb YieHaMy KOPOJIEBCKOM
cembW, apucTokpaTamm 1 borateiMu TOprosLamm ',
PacuBeT XeHCKOM akTepCKOW CnaBbl MPULLENCS Ha
Bpemsa pecnybavkaHckon anoxm (1912-1949). Apa-
MaTUYeckne N3MEHeHNs, MPOU3OLLEALINE OT MOMEH-
Ta HE3aKOHHOTO MCMOJb30BaHUs AEBYLIEK B XXEHCKMX
pofisix B TeaTpax No3gHen anHactum LimH go npwm-
CBOEHMWS UM BbICOKOTO 3BE3JHOrO CTaTyca, npuBe-
NN K KapAnHaibHOMY NEPEOCMbIC/IEHNIO OMEePHBbIX
MOCTaHOBOK (MepBasi U3 HUX CO CMEeLIaHHbIM FeH-
JepHbIM aKTepCKM COCTaBOM Oblfia OCyLLecTBIeHa
B 1923 roay). IMeHHO C 3TOro BpemMeHu urpa XeH-
LWMH Ha CLieHe KUTaCKUX TeaTPOB CTalo 3aKOHHbIM.

Poccuinckuin nutepatyposeg B. C. Agpxnmamy-
A0Ba'® Ha NpuMepe aHanM3a NPOU3BEAEHUN, NO-
NyASPHbIX Y KNTanckon monogexun B 20-x rogax
XX Beka BblgensieT HOBbI NPUHLUM, FTOBOPALLMIA
O Cepbe3HbIX M3MEHEHUSAX, MPOUCXOAALLNX B Y-
HOCTHBbIX CTPYKTypax. OT! U3MEHEHWs OTpaxana au-
TepaTypa «4 mas» — NPON3BEAEHMNA, CO3aHHble C
1917 no 1927 roa? . YueHbln NpnBOAUT ABE pas-
HOHampaBJ/eHHblE TEHAEHLNY, XapaKTepu3ytoLLine
pasBUTUE NTEPATYPbI STOFO BPEMEHW W MEPCOHANM-
3MpPOBaHHbIE MEHaMU ABYX KATANCKUX NucaTenen
— Yoy L3zoxsHb n Xy lUn — ngeonoros antepa-
TYPHOW peBO/IOLMY, paTOBaBLUMX 3a TPagMLMOHa-
NM3M 1 MogepHusauuto. «Kntarickas autepatypa,
BEKaMU UCMOBeAOBaBLUIAs B CBOEN 3TUKE YenoBe-
KoMtobue (K3Hb), ML B HOBOE BPEMS MoAoLLia
K ngee CyBepPEHHOM NYHOCTU».2!. B TBOpUECTBe
Yxxkoy LI30XX3HA MponcXoanT OTKPbITUE ANYHOCTU:
«[Mpexae yenoBek XUa Ans rocrnogvHa, 418 4ao,
ans poantenen. COBPEMEHHbIN YUENOBEK OTKPbIA,
UTO OH XMBET pajun cebs camoro», Tak OT3bIBa-
Nnck o TBopyecTBe nucatens tOn faody, ero kon-
Jlera v coBpeMeHHMK. Tpareamto oco3HaBLLel cebs
n NpobyanBLLEACA TMYHOCTU NyYlle BCEro Bbipa-
3UJ1 MO-HOBOMY PacKPbIBLUNACA XXEHCKNA 06pa3

18. Weikun Cheng. «The Challenge of the Actresses: Female
Performers and Cultural Alternatives in Early Twentieth
Century Beijing and Tianjin», Modern China (Apr. 1996) Vol.
22.Ne 2. P. 200.

19. Apxumamygosa B.C. MpuHUmMn amyHocTn B antepatype «4
Masa» // JinuHoctb B TpagmumoHHom Kutae. M: Hayka. Boc-
ToyHas amTepatypa, 1992. C. 280 - 302.

20. OTANYMTENbHBIMWU YepTamu NPOU3BEAEHWU, NOABUBLLNX-
CA B 3TU TO/bl, ABNAIOTCA «...NEPEXOZ, Ha Pa3rOBOPHbIN A3bIK
6alixya, semMoKpaT13aL s TeM U repoeB, OCBOeHMe “"BHedCTe-
TUYeCKMX" NAacToB AEeNCTBUTENbHOCTU HOBLIM TBOPYECKUM
METOZOM «MpPaBAONUCaHNA», MOCTAaHOBKA COLMaNbHbIX NPO-
61eM, MeHsoLLAnaCA KOHLenuus AnyHoctu». Tam xe. C. 280.

21. Tam xe. C. 298.

Usko BaHbL3OHb, 24-1€THEN BAOBbI U3 3HATHOrO
poga, He3aypsAAHOW NO3TeCChl U My3blKaHTa, KOTO-
pas pewwnsacb Ha NOBTOPHbIN Bpak 1 6ercteo 13
AOMa B O4HOMMeHHOM poMaHe o Moxo. OHa yBe-
peHHO NPoBO3raallaeT: Ayyile H6biTb «CKOopee pas-
6UTON AWIMOM, YeM LieNbIM KyCKOM Yepenuubi» 22,

MepcoHndurkauma n MHANBUAYaAN3aLNA XKEHCKNX
06pa3oB B XyAOXECTBEHHOW KyabType Kutas Hava-
na XX Beka onpegenvia v JOMUHMPOBaHMe onpe-
[eNleHHbIX XXaHPOB B AnTepaType, M0331u, My3bIKe.
Tak No OTHOLLEHWUIO K Pa3BUTMIO HaLWOHaNbHOW
nnTepatypbl Yxoy L3oxaHb onpeaenna GyHKUMN
OTAENbHbIX XXaHPOB C/I0BECHOTO N MO3TUYECKOro
TBOpYecTBa. VX CyTb COCTONT B «COCYLLECTBOBAHNM
1 MPOTUBOCTOSAHUN JBYX 3CTETUUYECKMX MPUHLMMNOB
— «C/IOBECHOCTb HECEeT ao», a CTUXWU «FOBOPSAT 06
ycTpemaeHusax». IHbeiMu cnoBamu, cioBecHble BUADI
TBOPUECTBA TPAHCANPYIOT KONNEKTUBHbBIA OMbIT 1
3HaHWA, N033MA packpbiBaeT BHYTPEHHME Nepexu-
BaHWA U MHAMBUAYA/bHBIA ONbIT?3, UTO 0COHBEHHO
aKTyanbHO ANS penpe3eHTaLmm XeHCkMx obpa3os
B TeaTpe.

LleHHOCTb IMYHOCTYH, packpbiBlascs B Kntae 6n1a-
rogaps cypoBomy peannsmy MI6ceHOBCKMX ApaMm, He-
BEPOATHO NOMNYASPHbIX B TO BPEMS, CTasia MOYBON,
Ha KOTOPOW M3MEHWUIOCh TONKOBaHMNE 3HaYeHne
KEHLLMHBI B TEATPe, HO U pa3BMBaTbCA KAMEPHO-BO-
KasbHasi My3blka eBponenckoro tuna, obpatieHHas
CBOWM COAep>XKaHMeM K rnyHoKO IMUYHBIM CTOPOHaM
yenoBeyeckon aywn. HecayyariHo 60bLWMHCTBO
KUTaCKMX KOMMNO3NTOPOB paccMaTpuBaeMoro ne-
pvoja, TBOPUBLLMNX B XXaHpPe BOKalbHOW MUHMATHO-
pbl (BaH l'yaHuw, Jin LisnHbxyai, Cao KOMal, XyaH
L3bl, U3an AuHcan, e YUy v ap.) nogyepkusa-
2N TO CUNBHOE BMNeYat/ieHne, KOTOpoe oKasaan Ha
HWX BOKa/IbHble TBOPEHWA KOMMO3UTOPOB-POMaH-
TMKOB?*. Ha 37O sIBJeHMe yKa3blBatOT B CBOEM UC-
CnefoBaHNM KaMepHO-BOKaslbHOro TBopyecTsa LinH
Yy H. H. BparuHa v Ban L3ze?®. Mo mHeHwuto B. HO.
bataHoBa, MeHHO 1910-e-1920-e roabl «CTann Tem

22. Tpareauto ocosHaBLLel cebsa 1 NpobyanBLIENCS NMMYHOCTU
Nydllie BCEro BbIpaswmn cnoBa Yo BaHbL3tOHb, 24-n1eTHei
B/IOBbI 13 3HaTHOrO POJA, He3aypPAAHON MO3TECChbl U My3bl-
KaHTa, KoTopas peluniacb Ha MOBTOPHbLIN Bpak 1 6ercTso
13 jomMa B oAHOUMeHHOM pomaHe [o Moxo. OHa yBepeH-
HO NPOBO3r/1aLaeT: Ayylue 6biTb «CKOopee pa3buTon AWLMo,
yeM LesibiM KyCKOM Yepenuubl» Tam xe. C. 288.

23. Tamxe. C. 298.

24. Gong Hong-Yu. Music, Nationalism and the Search for
Modernity in China, 1911-1949 // New Zealand Journal of
Asian Studies. 2008. N2 10-2. P. 38-69.

25. BbparuHa H. H., Ban Lize. My3bikanbHas KyabTypa Kutas nep-
BOI NoJioBKHbI XX Beka. [lnanor eBporeinckoro 1 HaumoHanb-
Horo // BectHuk kynbTyponorumn. 2021. N2 2 (97). C. 63-78.
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NCTOPUNYECKMM NEPUOAOM, KOTOPbIN 3a10XNA OC-
HOBbI GOPMUPOBAHMS XXaHPOBON cdHepbl KAMEPHOM
My3blkW, noay4msLier B Kutae nocnegytolee pas-
BUTWE, JOCTUTHYB CErofHs BbICOKOro npodeccmo-
HaNbHOMO YPOBHS 1 U3BECTHOCTU?. 10 OTHOLLEHWIO
K TeaTpy BNoJsiHe npasomMepHbl cnosa Xy LWn, cka-
3aHHbIV B agpec Yoy L3oxaHsa «..nponoBeaHNK
3anafHoro nyTu, Packpbll MPUHLMM HOBOW IMYHOCTM
B @aHTUTPaANLMOHANINCTCKON KOHLLeNUMN 340p0OBO-
ro MHAMBKAYaNn3Ma u aroueHTpmama». OH Ha3Ban
anoxy “4 maa” BospoxgeHnem. «Ho 3ano3ganoe
OTKPbITUE IMYHOCTU B 3aTAHYBLUEMCS CPeAHEBEKO-
Bbe KNTAMCKOW Ky/JbTypbl HE CONMPOBOXAAN0Ch HU
B3/1eTOM PaCKpPenoLLeHHOro Ayxa, ...HN BO3BeANYM-
BaHMeM pa3yMa. IHanBmayanmsm He ctan caMmoga-
BJICHOLLMM MPUHLIMMOM KUTANCKOW AnTepaTypbi»?.

MepBas nonoBuHa XX Beka B UCTOPUUN MY-
3blKaNbHOTO nckycctea Knutas B Lenom apaserca
0COBEHHbIM, NEPEXOAHLIM MEPUOAOM, B KOTOPbIN
OCYLLLeCTBAANCA NONCK «COBCTBEHHOrO NnL@» Ho-
BOW HaLMOHaNbHOW akajemMmnyeckor My3blku. Ha
pag cneympunyecknx ocobeHHOCTeN 3Toro npouec-
ca yka3biBatoT B cBoux paboTax l'yH Xy-to (Gong,
Hong-Yu) n Yxy HOaHb8.

B pabote «AkTpucbl HoBoli gpambl» Yxy HOaHb
NoAHMMaeT BOMPOC 06 MCTOPUYECKOW NpaKTuKe
NCNONHEHMWA XXEHCKUX PONIEN KMTAUCKUMU MY>KUM-
HaMKn-aKTepaMu, OTMeYas NONYTHO, YTO 3a UCKIHO-
yeHvem Maii JlaHbdaHs, B OONbLIMHCTBE CyYyaeB
aKTepbl-MYy>4YMHbl BeayT cebsi MeHee ecTecTBEH-
HO MO CpaBHEHWIO C NpeacTaBUTeNbHULAMU Npe-
KpacHoro nosia. My>xumnHam TpyAHO BOMAOTUTb Ha
CLeHe U3bICKaHHble YyBCTBa «AEeBYLUKN—-LBETKa» 2,
Kak nonaraet yuyeHbln NpenMyLLEeCTBO XEHLLMHBI
Ha cueHe 3ak/to4aeTcs B CNOCOBHOCTN NCMOAb30-
BaTb fA3blK HeBepbHasbHOro UCKYyCCTBa, UTO KpanHe
aKTyaJbHO ANS FePOUHU Xya—AaHb.

OtgenbHble onepbl, 3aMMCTBOBaBLLME CBOW MENO-
AMN 13 TPaJNLMOHHBIX APaM HEKOTOPbIX KMTaNCKMX
NPOBUHLUMNIA — «YyHb Llao naet B cya» n «PeyHble
3aBOAM» CTanu penpe3eHTaTUBHbIMU NbecaMu AnA
YTBEPXAEHNA HOBOTO TMMNa ponen xya—aaHb. Tak,
akTpwuca Jlto YaHbtol, KOoTopas BriepBble Cbirpasa B
3TUX Nbecax repounHto YyHe Llao — muayto, xun3Hepa-

26. bataHoB B. FO. >KaHpoBO-CTUNEBble OPUEHTUPBI KAMEPHO-UH-
CTPYMEHTaIbHOW My3bIKW KATaNCKMX KOMNO3UTOPOB XX Beka
// European Journal of Arts. 2020. N2 3. C. 23.

27. Apxunmamygosa B.C. MpuHumn anyHocTn B antepatype «4
mas» // JinuHocTb B TpaagmumoHHoM Kutae. M: Hayka. Boc-
TouHas autepatypa, 1992. C. 299.

28. Gong Hong-Yu. Ibid.

29. Ju Yuan. «Actresses of New Drama» in Jubu congkan. 2011.
Vol. 2. P. 7.
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[AOCTHYHO iEBYLLKY B pe3ynbTaTe co3fana U pasBuaa
CBOW COBCTBEHHbIN CTWUJIb UCMOJHEHUSA NEPCOHa-
XeW fJaHHOro amnaya.

B oTaenbHyto rpynny HeobXxoAMMO OTHeCH UC-
CNefoBaHMA, NOCBALLLEHHbIE U3MEHEHUIO amnaya
Xya—/AaHb B Nepuog peeoatoummn. laHHas Tema ray-
6oko packpbita J1so PaHb3®. B pabote ocobo oTMme-
yaertcs, uto B ntone 1938 roaa, K NnpasgHOBaHUIO
rOZOBLUMHbBI HayYana aHTUANOHCKOW BOWHbI, TPYM-
na AkaZeMum L3UHLU3H0M MCNOAHWAE HOBYHO Nbecy
«LI3nHuzron CyHrya Li3aH» («Peka CyHrya»). CroxxeT
NnoBeCTBOBas O TOM, Kak pblbak, XX1BLIWIA Ha Bepery
peku CyHrapw, He B cunax bosblue TeprneTb becko-
HeuyHble U3AeBaTenbCTBa U YHUXKEHWUA, MObuansosan
XUTenen B3ATbCA 3a OPyXXUe NPOTMB AMOHCKMX 3a-
XBaTUMKOB. ITO CTa/I0 NePBOM HOBOM NMOCTaHOBKOM
U3MHL30W, CO34aHHOM B KauecTBe aHTUAMOHCKOMN
nponaraHabl. B cnektakne opurMHanbHble nepco-
HaXW 1 X UMEHa OCTaNnCb NPEXHUMM, HO TPaau-
LMNOHHbIE KOCTHOMbI BblI MOHOCTBIO 3aMeHEHbI.
BmecTo 3TOrO 1 CTapbIi pbibak (MepcoHaXx ao—LuU3H),
1 ero goub NYRVHr (amnaya xya—AaHb) OAENCh B KO-
CTHFOMbI COBPeMeHHbIX pabounx. OT TpagnLUMOHHOrO
rpymMa U3VHL3I0N ANA posieidl nao—Lu3Ha U Xya—AaHb
Tak>XXe 0TKa3afiucb, YTOObI NMLLa aKTepOB BbIrAs-
aenv peannctmyHo. OctanbHoe B NpeacTaBieHnm
No-npexHeMy COMPOBOXKAaN0Ch TPAAULNOHHBIM
OpPKECTPOM L3MHL3I0N. ITOT NepBbI «CAHbAANCU»
(nep. ¢ kum. I — coBpemeHHas Nbeca), co3aaH-
Hasa AkaZeMuen, rae 6bian NPoAEMOHCTPUPOBAHDI
OCHOBHbIE MPUHLUMbI TPaHCPOPMaLUN ONEPHOTO
>aHpa, KOTopble NOCTyAnpOBana KOMMYHNCTUYe-
ckan napTmsa Kntasa. OHM cocToAm B TOM, YTObbI Ha-
MOJIHWTL L3NHL3H0N HOBBIM COAEp XKaHNEM.

Becb nepuog 1949-1967 rogoB 6611 3Tanom cos-
JlaHNA HOBbIX MbeC, OTPaXKatoLMX COBPEMEHHbIE
pPEBONOLNOHHbIE TeMbl. OPULMaNbHO OH Hayancs
¢ BocxBaneHma Mao LUzsgyHom «buwan J1aHwaHb»
(«Bo3HeceHHbI Ha ropy J1aH»), HO 3aKOHUMACA pe3-
KUMK HamaZkamu Ha UCcTopuyeckyto nobecy By XaHa
«Xawn Xyw baryaHb». YTo6bl COOTBETCTBOBATL TpE-
60BaHNAM repomYeckmnx NOCTYNKOB repoeB HOBbIX
Nbec, KOMMO3MTOPbI BHEC/IN ONpeAeeHHble U3Me-
HeHWs B UX NeHwWe. Hanpumep, B napTuv MOa0A0M
n cMenon Temal, O4HOWN U3 reponHb PEBONIOLM-
OHHOW Ornepbl, BMECTO UCMOAb30BaHUSA TUMNUHbIX
MeNoANIA Xya—aaHb, 6bl1 BKAKOUEH TPAAWLIMOHHbIN
My3blKaabHbIN GOpMaT CAO—LU3H, TaK Kak CTan He-

30. Liao Fan. The paradoxical Peking opera: performing tradition,
history, and politics in 1949-1967 China Permalink. University
of California, 2012. 248 p.

06xoanM 6osiee MOLLHbBIN FOI0C, BblpaXkaroLmii
PEeWNMOCTb 1 CTPACTHOE XeNaHne repovHu Npu-
COEANHUTLCA K PEBOJOLIMOHHBIM CUaM.

Tak ocyLecTBAfN0Ch GOPMMPOBAHUE HOBbIX aM-
naya onepHbIx akTpuc. NocpeacTsom cogepaHns
ncropuii 06 ocsoboxxaeHHoN ntobBM (Hanpumep,
Kak B onepe «baTttepdnsii») AeMOHCTPUPOBANOChH
npuobLLeHne N NPUOPUTET amrya XXEHCKUX «MOog-
BMIOB f0bpogeTenn». AKTPUChI XeHLLNHbI n3obpa-
>anu repouHb, FOTOBbIX K CAMOMOXEePTBOBaHMIO.
3puTenv annoaMpoBanm AyULnM YX3H — gaHb ( 1
H) - xeHwWwunHam nt0651L1M 1 BEPHbBIM, HO YacTo C
Tparn4Hom cyabboM, ux Bo3Hocunun 6onee, 4yem co-
61a3HNTENbHBIX Xya—AaHb, OHW CTann onpejeneHHo
6onee npuBaekaTeslbHbIMU, MU BOCXMULLAANCH KakK
naeanamu, BONIOLLALOLLMMM KPACOTY U HPaBCTBEH-
HoCTb. [TpyMeyaTeslbHO B 3TOM MaHe TONKOBaHWe
obpaza Jlto CaHbLze — «...TaNaHTAMBOW NeBuLbl “13
Hapogza“, nepejaroLleli B CBOUX NECHAX HaZeXAbl 1
YasHMA NPOCTbIX KPECTbAH, NX CTPaxu, HeAOBO/b-
CTBa W MeYTbI, ABNAETCA Ype3BblUaliHO NONYAAPHbIM
B uckycctae l'yaHcn XX Beka. B 1956 rogy Bbixogut
B cBeT Mudonornyeckas apama [sH YanamHa “Jlro
CaHbuge” (Deng Changling, 1956), B koTopoW aBTOp
obpaboTan v npeacTaBua B iuTepaTypHoit popme
nereHgy o “notoweit dpee”. B onepe “Jlto CaHbu3e”,
HanucaHHoOW B Tpaguumsx “Kar [nao” rnaBHas repo-
WHA NpeAcTaBieHa He Kak Mudonornyeckmin obpas,
a Kak obblyHas gesywka. B 1961 rogy nossasercs
nepBblii My3blkanbHbln duabm “Jlto CaHbLu3e: Tpe-
Tba cecTpa JIto" (pexwuccep Cy Jln, apaHXMpOBLLMK
J1314 YaHbbaH), B KOTOPOM F1aBHas repouHs Bbl-
CTynaeT npeacraBUTENbHULEN HAPOAHOIO MEHb-
wuHctea lNyaHcn-YxyaH B Knutae (Haiwang Yuan,
2019). B 2004 ropy o nereHAapHON HAPOAHOM MeBU-
L,e CTaBUTCA 3THOLIOY MOJ OTKPbITbIM HE6OM “Bne-
yaTneHve o Jlro CaHbLze”, cozgaHHoe YxxaH Vimoy.
B HEM rnaBHas repounHa BonaoLleHa Kak "6ormHs
neHua" COOTBETCTBEHHO APEBHUM M1bam v nerex-

nam lyaHecn (Impression Sanjie Liu, 2019)»3'. Obpa3
JTro CaHbL3e Nponas 3BOMOLUID OT MUPUUECKOTO
obpaza dewn, yepes obpa3bl KPECTbAHCKON AEBYLL-
KW 1 CaMOA0CTaTOUHOW 06pa30BaHHOM XEHLLUHBI,
Hallfia BOMJIOLLLEHME B BUAE NOKPOBUTENbHULbI [y-
aHCU B MPOU3BEAEHUAX COBPEMEHHOTO My3blKab-
HOro McKyccTBa. TeM caMbiM CaMOW OHTONOTMEN
>XeHckux obpa3os B uckycctee Knutas 6bina Hame-
yeHa HoBas MepPCrneKTUBHAs NHUIO UCCIE[0BaHNN
aMmnaya YUxsH — AaHb. VIHTepecHbIM B HaMeUeHHO
npobaeme BUANTCA MOHUMaHWE KYJbTYyPHO-COLM-
asbHbIX HaKTOPOB, CMOCOHCTBYHOLLMX AOMUHUPOBA-
HWHO 3TOro obpasa Ha onpeseneHHOM UCTOPUYECKOM
3Tane pasBuTUsA My3blKalbHOro nckycctsa Kutas.

MepcrnekTyBbI JasbHENLLIErO OCMbICAEHNS BUAAT-
CA B aHa/M3e KUTaNCKMX onep C Lesibio MOHMMaHuA
cneundrKM BONNOLLEHMNSA XKEHCKNX 06Pa3oB, KOTO-
pble Mo pPAAY CTUANCTUUYECKMX YEPT MOXHO Bbl10
661 Ha3BaTb aHa0Oramu XeHckmnx obpa3os eBponeii-
ckux onep. Takxke NpeAcTaBAseTcs BaXKHbIM OCMbIC-
JIeHVE XEHCKMNX 06pa3oB Xya—AaHb B COBPEMEHHOM
KWUTaCKOWM TeaTpe B KOHTEKCTE MX IBONHOLUN C YuUé-
TOM B COLMOKYNbTYPHOIO KOHTEKCTa. Takoi aHanun3
MOMOXEeT pPackpbiTb GYHKLNN Xya—AaHb, C OAHOW
CTOPOHBI, B Ka4eCTBe KaTa/m3aTopa coLuanbHOM ca-
Mopedaekcuw, ¢ 4pyrown, ¢ No3nLUM 4UMHaMUYECKOro
dbakTOpa, BAVAIOWEro Ha CTAHOBJEHNE CHOXXETHON
NMHWK Npown3BeseHna. Kpome 3Toro, akTyanbHbIM
BMAMTCA YCTaHOBJ/IEHNE BO3JENCTBMA Ha aMniya
Xya—AaHb punocodpcko-acreTmyeckunx GpakTopos, Ta-
KMX Kak KOHdYLIMaHCK1e naeansl 1 gaocckme scre-
TUYECKME KPUTEPUIN B COBPeMeHHO onepe Kutas.

VIMEHHO 3TV 31IEMEHTbI CTyXaT ONOPON ANis 13-
YUEHMWS U3MEHEHWNI B N306paxkeHM TeaTpanbHbIX
nepcoHaXen xya—faHb, ABASIOLLMNXCA MHANKATOPOM
KYNbTYPHbIX U3MEHEHU 06YCNOBAEHHbIX MHTErpa-
LMel KNTalcKon onepsbl C 31eMeHTaMu 3anagHo-
ro Tearpa.

31. CroH NHB3HBb, Mo3roT C. A. JTto CaHbL3e: 06pa3 XeHLLMHbI
B TPaAULIMOHHON HapoaHol apame lNyaHcu «Kaii Anao» //
BecTHWK My3bikanbHoM Haykum. 2021. N21. C. 103.
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