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FEATURES OF THE FORMATION AND DEVELOPMENT
OF THE MUSICAL ART WITHIN THE WESTERN
EUROPEAN TRADITION IN TAIWAN

Summary: The article explores the emergence and evo-
lution of Western European musical art in Taiwan (&%),
a region within China. The musical art of Taiwan is an
integral aspect of Chinese culture. The interplay of ge-
ographical factors, economic resources, ethnic diversity,
and religious customs has contributed to the region’s dis-
tinctive culture. The research delineates several phases in
Taiwan'’s cultural evolution: 1) the era preceding Japanese
governance (1622-1895); 2) the era of Japanese gov-
ernance (1895-1945); 3) the post-war era (1945-1987);
4) the era following the repeal of martial law (1987 to the
present). The initial period, which spans the longest du-
ration, is further divided into the Dutch-Spanish era from
1622 to 1661, the rule of the Zheng Chenggong family
(#BALIN) from 1661 to 1683, and the Qing dynasty (&
from 1683 to 1895. The progression of musical art within
the Western European tradition unfolded through vari-
ous stages: the formative stage (from the 17t century to
the late 19* century) and the developmental stage (the
20t century to the early 215 century). In discussing the
initial period, it is essential to highlight the importance
of the musical traditions of Taiwan's indigenous peoples,
including the Amis (FIIZE1E), Atayal (ZRHEIE), Paiwan (BF
&%), and Bunun (7R &), among others, most of whom

Taiwan (“Tai") as a region of China represents
a unique blend, founded on the synthesis of indig-
enous, mainland, and European cultural traditions.
Their interaction over an extended historical period
has shaped the distinctive musical culture of Taiwan,
which is rooted in the interplay between indigenous
and Han heritage. In the 20 century, a system of
secondary music education was established here,
along with the opening of music faculties in high-
er educational institutions that trained specialists

are classified as part of the Austronesian peoples. Their
historical timeline extends far beyond that of the Han
settlers. The folklore of these indigenous groups con-
stitutes a crucial element of Taiwan's musical heritage.
A thorough analysis of the evolution of Taiwan’'s musical
culture uncovers the distinctive interactions with Chinese
culture. The similarities between the two are predomi-
nantly reflected in their philosophical basis: both cultures
are deeply rooted in Confucianism, where music is seen
as a representation of national identity. The influence of
Japanese culture, which continues to be felt today, is also
significant. The conclusion emphasises that following
the 1960s, Taiwan’s economy shifted towards an export-
driven model. Throughout this era, various sectors of so-
ciety exhibited a trend towards complete Westernisation.
Fortunately, after the 1980s, Taiwanese scholars, headed
by an esteemed musicologist and folklorist, Xu Chang-
hui (FE =), championed the revival of ethnic culture,
actively promoting the Folk Song Collection Movement
and underscoring the importance of revitalising folk mu-
sic.

Keywords: history of musical art in Taiwan, academic
music of China.

in composition and performance, with a particular
emphasis on pedagogical activities. Although the
teaching of musical art has long adhered to the
Western European model, Taiwan's music educa-
tion has never overlooked the continuity of nation-
al musical traditions. This has been especially true
since the 1960s, when composers Shi Weiliang (£
MHEEZ) and Xu Changhui ((F& ) led the Folk Song
Collection Movement (« R IR EITHI»), which un-
dertook extensive efforts to systematise Taiwan's
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folklore. Subsequently, many composers incorpo-
rated folk music into their compositions, returning
to the roots of their cultural heritage.

Numerous scientific studies have focused on the
specific evolution of musical art in China; however,
only a limited number address the historical devel-
opment of musical culture in Taiwan. As Xu Changhui
(F &) poignantly remarked in the preface titled
“Reflections” to his work Preliminary Outline of Tai-
wan Music («=EE £ ¥)H»), he stated: “"From
Ye Bohe's (H{A#0)[1] History of Chinese Music (
T EE L5 4) to Yang Yinliu's (#FEX)[2] Histo-
ry of Ancient Chinese Music (F B 5 E £5£713),
all historical accounts of Chinese music have pre-
dominantly concentrated on the Han music of the
central plains, neglecting the music of peripheral
regions and smaller nations” [7, p. 2]. Xu Chang-
hui's research conducted in the early 1990s can be
regarded as a seminal study of Taiwan’'s musical
history. Following this, scholars have continued to
generalise and elaborate on the history of Taiwan-
ese music. Among the musicological literature, it is
essential to emphasise the monograph by LU Yuxiu
(S875) titled "The History of Music in Taiwan" («&
BESF»), published in 2003 [3], along with arti-
cles that focus on the history of the formation and
development of Taiwanese musical culture — Bian
Liang (RZ2) and Lian Chenxi (&/=H&), Liang Mao-
chun (% %&), Zhang Juan (5K48), Zhao Guanghui
(#X]"BE), Cheng Qiaoming (BX7¥HB) and Xie Jian-
ming (1% 8B) [4; 5; 9; 10; 11]. Additionally, it is im-
portant to highlight the works that investigate the
characteristics of the formation and development
of the music education system — Ni Haicun ({78
Ht) and Zhang Jiren (5k21F) [6; 8]. Therefore, as
of now, research efforts dedicated to the study of
Taiwanese music are progressing quite successfully,
although the overall number of scientific publica-
tions and monographs on this topic remains limited.

The research identifies multiple phases in the
evolution of Taiwanese culture: 1) the era preced-
ing Japanese governance (1622-1895); 2) the era
of Japanese governance (1895-1945); 3) the post-
war era (1945-1987); 4) the era following the re-
peal of martial law (1987 to the present). The initial
era, which spans the longest duration, is further di-
vided into the Dutch-Spanish era (1622-1661), the
era of the Zheng clans (1661-1683), and the era of
the Qing Dynasty (1683—-1895). Various phases in
the progression of musical art within the Western
European tradition can be identified: the formative
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phase, which includes the initial period from 1622
to 1895 and the subsequent period from 1895 to
1949; the developmental phase, which encompass-
es: the first period from 1949 to 1960, the second
period from 1960 to 1970, and the third period
from 1980 to 1990.

When exploring the origins of Taiwanese mu-
sical art within the Western European tradition, it
is crucial to take into account the historical back-
drop of the development of professional musical
culture in modern China. During the Qing Dynas-
ty, which adhered to a policy of isolation, Chinese
musical culture was predominantly centred around
court music, folk music, and musical drama. From
the Tang Dynasty onwards, musical educational in-
stitutions such as Dayueshu (KKE), Jiaofang (X
), and Liyuan (3[=) were established. The main
pedagogical approach involved the direct trans-
mission of skills from teacher to student, a meth-
od that remained largely unchanged for centuries.

Prior to the establishment of the contemporary
professional music education system in Taiwan, the
musical culture had already experienced consider-
able evolution. The colonial era served as a cru-
cial period for the introduction of Western musical
traditions into Taiwan. In the 17* century, with the
advent of Dutch and Spanish governance in Tai-
wan, Western culture began to permeate the region
through missionary efforts, particularly via religious
musical practices. Colonial authorities construct-
ed numerous churches across Taiwan, disseminat-
ing their culture through local parishes. Following
a brief period of decline, in the mid-19% century,
the Qing government’s decision to open Taiwan's
ports to foreign trade facilitated the reintroduction
of Western music to the island through mission-
ary organisations. Missionary schools were estab-
lished in Taiwan, where musical disciplines initially
designed for religious services gradually began to
reach the local populace.

Between the 17" and 19% centuries, the musical
heritage of Taiwan evolved in two interconnected di-
rections. The Aboriginal peoples maintained ancient
styles of music-making, utilising instruments such
as jaw harps (HZZ), nose flutes (£8), and mu-
sical bows (5%). Singing, frequently accompanied
by dance, emerged as the predominant method of
music-making in both ritualistic and everyday con-
texts, as documented in the writings of the Huangdi
Sijing (EMUH). He observed that during the millet
sowing season, large groups would convene for com-

In early 1950, the first building of the Conservatory of the
Department of Musicology at the National Taiwan Normal
University was established. It consisted of two sections, including
two music classrooms and sixteen piano classrooms

munal feasts, where participants would join hands,
sing, jump, and spin in celebration; this event was
referred to as yu miaodu («#B#i1#»). Concurrently,
in the late Ming (FB) to early Qing (/&) periods, Han
immigrants from Guangdong ("~ %) and Fujian (f&
##) introduced various forms of folk music, includ-
ing Hakka songs (B X L), Nanbeiguan (F1LE),
and Gezaixi (FH1FXK). These musical styles, having
integrated local traditions, evolved into a distinc-
tive phenomenon known as Taiwanised Han music.

Between 1895 and 1949, in the aftermath of
the Meiji Restoration, Japan made significant ef-
forts to incorporate Western culture, which natural-
ly extended to music education that predominantly
emphasised European music. In 1895, Isawa Shuji
(AF1E ), the inaugural Director of the Department
of Education of the Taiwan Government-General (the
administrative body of the Japanese government in
Taiwan), who had received his education in the Unit-
ed States, released the “"Memorandum on Education
in Taiwan” on behalf of the National Education So-
ciety. This document underscored the necessity for
Japanese language instruction through a model of
free, compulsory education, and it included initia-
tives aimed at enhancing music education. Conse-
quently, a modern music education framework was
formally established in Taiwan Province.

During this era, the Westernised Japanese edu-
cational paradigm prevailed, although a higher ed-
ucation level was notably lacking. Talented youth
were dispatched to Japan for specialised training,

In the mid-1960s, the “Folk Song Collection Movement”
began. Musician and composer Hsu Tsang-Houei (#F & %) delved
into various ethnic groups in Taiwan to collect their music

such as at Musashino University of Music (E 5 %F).
Following Taiwan's reunification with the Mother-
land and the relocation of the Republic of China's
government to Taiwan, in November 1945, the Kuo-
mintang, in alignment with the newly instituted edu-
cational system, rebranded the Taipei Higher School
of the Government-General of Taiwan, which had
been established during Japanese rule, as the Tai-
wan Normal Institute. In August 1946, the institute
welcomed its inaugural cohort of students major-
ing in music. After three years of operation, a De-
partment of Musical Arts was created. Throughout
this time, there was a concerted focus on both tra-
ditional Chinese musical heritage and Western Eu-
ropean music.

Since the inception of the Music Department at
Taiwan Normal University in 1946, the total number
of universities in Taiwan that have music departments
or music research institutes has reached twenty-
seven. This figure includes nine primary schools,
eight comprehensive universities, three arts univer-
sities, and five Christian colleges. It is important to
note that there are no conservatories, and arts uni-
versities offer only a limited selection of art depart-
ments. Taiwan lacks specialised music schools and
colleges, which underscores the promoted concept
of ‘comprehensive talent development’. However, the
government has initiated efforts to improve youth
music education through various programmes, in-
cluding the Sending Students with Outstanding Ar-
tistic Ability to Study Abroad initiative, which was
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launched in 1962. Classes for musically talented
students, often referred to as ‘'music classes’, are
established in elementary and middle schools to
provide professional musical training to learners.

Following the relocation of the Republic of Chi-
na's government to Taiwan, the region experienced
diverse cultural development initiatives. In 1960,
composer Xu Changhui returned from France and
held a solo concert in Taipei, showcasing his com-
positions. His works exhibit the colouristic harmo-
ny reminiscent of Claude Debussy, the innovative
style of David Milhaud, and aspects of 20"-century
music, including dodecaphony, while also integrat-
ing the pentatonic scale. Xu Changhui later became
a professor in the Music Department at Taiwan Nor-
mal University, where he guided numerous talented
musicians, such as Ma Shui-long (57K7%&), Li Tai-
Xiang (ZZ=#%), and Lai De-he (#112#1). Throughout
his tenure at the university, he was instrumental in
advancing music education and composition initi-
atives, organising and establishing musical groups
like the First Performance of New Music alongside
other composers and students, thereby promot-
ing contemporary musical works and revitalising
the evolution of Taiwanese music.

Following the 1960s, Taiwan underwent a signif-
icant social transformation, transitioning from an
agrarian society to an industrial economy, which re-
sulted in economic growth and the emergence of
a "golden age”. This successful social transforma-
tion led to material wealth, which in turn prompt-
ed swift changes in aesthetic appreciation: Western
music became prevalent, while traditional national
musical culture was pushed to the periphery. Con-
currently, the Indigenous Culture Movement (£ =X
{E3ZH) gained traction within society. Its core aim
was to enhance ethnic self-identity through crea-
tive expressions rooted in local traditions. This dis-
parity in the musical domain raised alarms among
certain composers. Consequently, in the mid-1960s,
Shi Weiliang (2152) and Xu Changhui (iF & H)
launched the Local Culture Movement and the Folk
Song Collection Movement (RS K £5551). Through
comprehensive field research, they organised Tai-
wan's musical folklore, which subsequently influ-
enced the creations of local composers. Notable
works such as “Blind Man” (§) for solo flute and
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Piano Concerto by Xu Changhui, “Concertino” for
piano and string orchestra by Guo Zhiyuan (28%=
3t2), the piano piece “Scenery of a Rainy Port” (R
JEZRH), and the symphonic poem “The Speckled
Rooster Flies Southeast” (FLEZ<m %) by Ma Shu-
ilong (57K#&), and others exhibit the unique traits
of Taiwanese traditional music.

From this point forward, Taiwanese music en-
tered a phase of significant expansion, showcasing
a trend towards diversification and rivalry among
professional institutions. The compositions frequent-
ly exhibited synthetic characteristics, merging Chi-
nese and Western influences. Ma Shuilong’s (57K
) Concerto for Bandi and Orchestra ({85 1 Z= ),
composed in 1981, features the bandi (§8#8), a tradi-
tional Chinese flute, as a solo instrument alongside
a symphony orchestra. In November 1986, compos-
er Li Taixiang (ZZ=#¥) produced the piano quintet,
Three Forms: Qi, Rupture, Flow (=3 - 5 ~ iff ~ 7%).
Subsequently, in 1993, he composed the chamber
piece "Mountain, Strings, Nest” (Ll ~ 3% + &), which
incorporates texts in Mandarin and indigenous lan-
guages (the score is arranged for female voice, per-
cussion, piano, and string quartet). Composer Guo
Zhiyuan (2B238) created orchestral pieces during
the 1980s, including “Three Symphonic Etudes —
on the Themes of Hubei Folk Songs” (=& R @4k
Sp—F#1ER E) and the symphonic suite “Co-
Teacher in Heaven and Earth” (K AJM), which inte-
grated the accomplishments of Western European
musical traditions with national music. The musical
culture of Taiwan experienced rapid development
from the latter half of the 20™ century into the early
215t century. This remarkable growth was fueled, on
one hand, by the impact of Western culture, and on
the other, by the gradual emergence of the Local
Culture Movement (£ +355)) in the 1970s. Addi-
tionally, the government’s emphasis on music ed-
ucation significantly contributed to this evolution.

Consequently, the establishment and evolution of
the music education system occurred within a con-
text receptive to Western European influences. This
accounts for the prevalence of the Western Euro-
pean musical tradition in Taiwan's professional mu-
sic culture.
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OCOBEHHOCTW CTAHOBJIEHUA
N PA3BUTUA MY3bIKAJIbHOTO NCKYCCTBA
3AMAAHOEBPOMENCKOW TPAAVLI TAVBAHS

AnHoTauums: CtaTbs NOCBALLEHA N3yYeHWO 0COBeHHO-
CTeW CTaHOBJ/IEHWUS Y Pa3BUTUS MY3bIKaJbHOIO UCKYCCTBa
3aMnajHOEeBPOMNENCKOM TPaANLMM OLHOTO 13 pernoHoB Ku-
Tas — TaiBaHs (&7Z). My3blkanbHoOe UCKyccTBO TaiiBaHs
ABNAETCA YacTblo KybTypbl Kutas. CovetaHune reorpadpum-
YeCKOro NoJIOXKeHUs, SKOHOMUYECKNX PECYPCOB, 3THUYE-
CKOrO COCTaBa W PesnrMo3HbIX TpaauLmMin chopmMmpoBano
cBOeobpa3ue KynbTypbl permoHa. B nccnegosaHum Boige-
NAETCA HECKOJIbKO NEPUOLOB Pa3BUTUSA KyNbTypbl TariBaHs:
1) nepvoa [0 Hauana ANOHCKOro npasaeHns (1622—-1895);
2) nepuog anoHckoro npaenaeHns (1895-1945); 3) nocne-
BOEHHbIV nepuog (1945-1987); 4) nepuog nocae oTme-
Hbl BOEHHOro noaoxeHus (¢ 1987 no HacToswee Bpems).
MepBbI Nepuos, oxXBaTbiBatOLLNA HAMBOBLINIA BPEMEH-
HOWM OTPEe30K, B CBOKD OUepesb, MoApa3AeNseTcs Ha ro-
NaHACKO-MCnaHcKmi nepuog ¢ 1622-1661, CeMbsa YxaH
UsHryn ( ABAYIN ) npasuna c 1661 no 1683 rog u ne-
pviog npasnexHna auHactum Limn (3B) ¢ 1683-1895. Pas-
BUTWE MY3blKaJIbHOTO MCKYCCTBA 3amnajHOeBPONenckon
TPaAVLLMKN NMPOLUJIO HECKOJIbKO 3TarnoB — 3Tan CTaHOB-
nenus (nepuog — ¢ XVII Beka go koHua XIX Beka) v atan
pa3BuTuaA (XX —nepBas yetBepTb XX| Beka). Xapaktepu3ys
nepBbIA Nepnos HeoHbXoANMO OTMETUTb 3HAYEHNE MY-
3blKasIbHOW KybTYpPbl KOPEHHbIX HapoZoB TaliBaHs, Ta-
kux, kak amuc (FI3ERE), atasn GRIEHE), nanean (HEZHE),

TaviBaHb («Tal») kak pervoH Kutas npeacrasaset
€060 yHVKaNbHBbIW CMaB, OCHOBaHHbIV Ha CUHTe3e
TPaAMLIMA aBTOXTOHHOM, MaTePUKOBOW 1 €BPOMENCKOWA
KY/ZIbTYPHBIX Tpaanuui. VIx B3anmogencreme B Teye-
HUW 4IUTEIBHOTO MCTOPUYECKOTO Nnepuoga chopmu-
poBann cCaMOObITHYHO My3blKabHYH KynbTypy TaliBa-
Hf, OCHOBaHHYO Ha B3anMOZAeiCTBMM abopureHHoro
M XaHbCKOTo Hacneams. B XX Beke 3aeck bbin1a co3aa-
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6yHyH (THIE) 1 ap., GONBLIMHCTBO U3 KOTOPbIX OTHO-
CATCA K «aCTPOHE3NNCKUM Hapogam». x nctopus Hacum-
TbiBaeT ropasfo 60osbLie BEKOB, YEM UCTOPUA XaHbCKMUX
nepeceneHueB. PONbKNAOP KOPEHHbIX HAPOAOB ABASET-
CSl BaXKHeWLLeN COCTaBASIOWEN My3blKalbHOW KYAbTypbl
TaliBaHs. PaccmoTpeHmMe 3Tana pa3BuUTUS MY3blKaJbHOM
KyNbTypbl packpbiBaeT 0COHEHHOCTM B3aUMOLENCTBUSA
c KynbTypon Knutas. Vix cxoacTB npossaseTcs, npexae
Bcero, B $1nn0copckoin ocHoBe: obe TpagnLmm yxoaat
KOPHAMW B KOHPYLIMAHCTBO, B KOTOPOM My3blka HECET
B cebe cosepkaHne HauMoHaNbHOM KyAbTypbl. He MeHee
BaXXHbIM OCTAETCA U AMOHCKOE KY/bTYpPHOE BAUAHWE, CO-
XpaHAtoLLeecs 1 No HacTosLlee BpeMs. B 3akitoueHnmn oT-
MeuaeTcs, 4to nocie 1960-x rogoB 3KOHOMMKa TanBaHs
TpaHchopmMmpoBanach B 3KCMOPTHO-OPMEHTUPOBAHHYIO.
B 31oT nepwmog Bce chepbl 06LLeCTBa 4EMOHCTPUPOBANN
TeHAEHUMIO K NMOJIHOM BecTepHM3auun. K cyactbro, nocne
1980-x rozoB TallBaHbCKME Y4Y&Hble BO r/aBe C N3BECT-
HbIM My3blkoBeAOM 1 ponbkaopuctom Croli YaHxysem
(F & E8) BbICTYNUAMN 33 BO3POXKAEHME STHNUECKOMN KYbTy-
pbl, akTUBHO pa3BuBas «/iBmxeHune no cbopy HapogHbIX
neceH» v Nog4yépkmBas HeObXOANMOCTb BO3POXAEHNA
HapOAHOM My3bIKW.

KnroueBble cnoBa: ucmopusa My3elkaaeHO20 UCKyccmead
TalisaHs, akademuyeckas My3elka Kumas.

Ha cucTeMa CpeAHero My3blkaabHOro obpasoBaHus,
a TaKkXXe OTKPbITbI My3blKaibHble haKynbTeTbl B BbIC-
LUMX y4ebHbIX 3aBefeHNsX, FOTOBMBLLME Kaapbl B 06-
NacT KOMMO3MLMN U UCMONHUTENBCTBA, C 0CODObLIM
aKLEHTOM Ha Mejarornyeckyro AesTeNbHOCTb. XOTs
0byueHne My3blKasbHOMY WUCKYCCTBY y>Ke Ha npo-
TAXEHUN AIMTENBHOTO Nepuoaa cneayet 3anagHo-
€BpONencKon Moaenn, MysbikaabHoe obpasoBaHue

TaviBaHs HMKOTAa He 3abblBafo O MPEEeMCTBEHHOCTH
HaLMOHaNbHbIX My3blKasbHbIX Tpaanunii. OcobeH-
Ho ¢ 1960-x rogos, Korga komno3sutopsl LLn Ban-
naH ( B ) um Croit Yanxysin (1IFEHE ) sBosra-
BUAY «[IBUXKEHME Mo c6opy HAPOAHbIX neceH» («F
HREIZT»), npoBoavBLIee MacWwTabHyo paboTy
no cuctematzauum dpoabkaopa TaneaHs. Bnocnea-
CTBUWM MHOTE KOMMO3MTOPbI NCMONb30BaAV B CBO-
NX COUYMHEHMAX HAPOZAHYH My3biKy, BO3BpaLLlas Tpa-
OVLMOHHOW KyNbType XU3HEHHYIO CUJTY.

Cneunduke pa3BuTma My3blKaabHOrO UCKYCCTBA
Kutas nocBAWEH Lenbln paj HayYHbIX UCCNes0Ba-
HWI, O4HaKO JIMLLUb HEKOTOPbIE U3 HKX 3aTparnBaroT
NCTOPUIO Pa3BUTUS My3blKanbHOW KyabTypbl TaBa-
HA. Kak ¢ ropeubto otmeuan Croii Yanxysii (I & )
B Npeamncnosun («PasmblneHmns») k ceoeli pabote
«MpeABapuUTE/bHbIA OUepK 0 My3bike TarBaHs» («=
EE P Y)TE»): «OT «MCTOPUM KUTARCKON MY3bIKN»
(«PEEZFRE») EBoxs (HBF) go «Ouepkos uc-
TOPUW KUTaNCKOM My3biki» (P BIE B4 Hll») n «Mc-
TOPWM APEBHEKMNTANCKO My3biKki» («& Bl i X = 44
$55») AH Nnbaro (FDKEA) — BCce TpyAabl o ucro-
puu My3blkn Kutas TpaguumoHHo dokycnpoBanmnce
Ha XaHbCKOW My3bIKe LLeHTPabHbIX PAaBHUH, yAenss
Mafo BHUMaHus My3bike NnepudepuinHbix PperMoHoB
N Manblx HapogoB» [7, c. 2]. ccnepoBanHune Crol
YaHxyas B Hadasne 1990-x rogoB MOXeT cUMTATbCA
6a31CHbIM B M3yUeHWUN UCTOPUM My3bIKalbHOW KyJlb-
Typbl TaiBaHs. BnocneactBum yuéHble NpoACXNAN
paboty no 0606LeHNI0 N JOMOAHEHNIO NCTOPUM
TaliBaHbCKOMN My3bIkn. Cpeau My3bIKOBEAUYECKMX UC-
CNefoBaHUn HEO6XOAMMO BbIAENNTL MOHOTrpaduto
Nion tOiicro (B8RF) «Mctopus My3sbikn TaliaHs»
(«BEBE % E»), onybankosarHyto B 2003 roay [3],
a TakXe CTaTbW, MOCBSALLEHHbIE NCTOPUM CTaHOBE-
HWUA N Pa3BUTUA TallBaHbCKOW My3blKaibHOW Ky/b-
Typbl,— Bsanb Nlan ( KZR) & NlaHb YsHben (IER
& ) , lan MaouyHb (7% &), Yxan Lztoanb (5K15),
Yxkao MyaHxysit (X B%), YsH Lisomun (BXFTER) &
Ce Uzanbmun (§17#ERR) [4; 5; 9; 10; 11;]. Takxe He-
06x0A4MMO BblgennTb paboTbl, paccMaTpuBatoLLne
0COBEHHOCTW CTaHOBJIEHWE W Pa3BUTUS CUCTEMbBI MY-
3blkaNbHOro obpasosaHus, — Hu XaiuyH (72 8HE)
1 YUxan Lzmxanb (SKS1E) [6; 8]. Takum obpasom,
Ha CeroZHsALWHWI AeHb NCCaeoBaTe/bckas paboTa,
MOCBALWEHHasA U3yYeHnto My3biku TaiBaHs, BegeT-
€A ,OCTaTOYHO YCMELIHO, XOTS 0bLLee KONNYEeCTBO
Hayu4HbIX NyHaMKauuin n moHorpaduii, NOCBALLEH-
HbIX JaHHOWN NpobiemaTrke HEBENUKO.

B nccnepoBaHWM BblAENSETCS HECKO/IBKO Nepuo-
[,0B pa3BUTUA KyAbTypbl TanBaHs: 1) nepnog Ao Ha-

Yana AnoHckoro npaeaeHus (1622-1895); 2) nepwmog,
AnNoHcKkoro npaeaeHuns (1895-1945); 3) nocnesoeH-
HbI nepuog, (1945-1987); 4) nepuog nocne otme-
Hbl BOEHHOro nonoxeHus (c 1987 no Hactosulee
Bpems). [MepBbIi Nepnoj, OXBaTbiBatOWNIA HaN-
60/bLUMI BPEMEHHOW OTPE30K, B CBOK OUepesb,
noApasaensieTcs Ha rofNaHACKO-UCnaHCkui nepu-
o4 (1622-1661), nepros npaBaeHUs KAaHOB Y>k3H
(1661-1683) 1 nepuog npaBaeHUs AUHACTUM LinH
(1683-1895). MOXHO BbIAENNTb HECKO/IBLKO 3TarnoB
pa3BUTUSA MY3blKaJlbHOIO NCKYCCTBa 3anajHOeBPO-
nenckom TpagnLmMm — 3Tan CTaHOBAEHWS, BKJIHOYAtO-
WA nepBbIn neprod — ¢ 1622-1895 n BTOopon —
1895 no 1949; 3tan pa3BuTKSA, BKIOYAROLWMIA: NEPBbIN
nepmog ¢ 1949-1960, sBTopow nepunog c 1960-1970
n Tpetnin nepuog 1980-1990 r.

PaccmatpuBas reHesnc TanBaHbCKOTO My3blKab-
HOro MCKyCCTBa 3anaZHOeBPONENCcKON Tpaanumnm,
CNeAyeT yunTbiBaTh UCTOPUYECKUIA KOHTEKCT GOopMu-
poBaHMa NPOPeCcCUOHaIbHON My3biKaJbHOW Kyb-
Typbl B HOBeliwen nctopun Kutasa. Mpu anHactim
Uun (7B ), NpoBOAMBLUEN MONNTUKY M30AALMUN,
KWUTanckas My3blkasbHas Ky/abTypa 6a3mpoBanach
Ha 4BOPLOBOW My3bIKe, HAPOAHOMN My3biKe 1N My3bl-
KanbHOWN gpame. HauvHas c snoxu Tau ( &), cy-
LLLeCTBOBaAN Takme yyebHble My3bikaibHble yupe-
xaeHus, kak «Jaoswy» ( «KEE» ), «Lizaodpan»
(«ZXH» ) un «Jlnoarb» ( «HE» ) . OcHOBHbIM Me-
TOAOM 0byuyeHus bbina Nepegaya HaBbIKOB OT yuun-
TeNA K YY4EHMKY W Ha NPOTAXKEHNN COTEH NIeT Npak-
TUUECKN HE MEHSACH.

[o dopmMnpoBaHUA COBPEMEHHOM CUCTEMDI
npodeccnoHasbHOro My3bikajbHOro obpasoBa-
HWA Ha TaBaHe My3blKalbHas KyabTypa yXe npo-
WAa onpeaeneHHbI NyTb pas3suTms. KosoHnanb-
HbI Nepuos 3a10>XKNA OCHOBbLI MPOHUKHOBEHMS
3anajHoON My3blKaibHOW TpaaMumm Ha TaliBaHb.
B XVII Beke, ¢ ycTaHOBAEHNEM rONNAHACKOIO U UC-
MaHCKOro rocnoacTtea B TaliBaHe, 3anagHas Kyb-
Typa pacnpocTpaHsiack B popme MUCCUOHEPCKON
AeaTeNIbHOCTY, NpeaCcTaBAeHHON B OCHOBHOM pe-
JNTNO3HOM My3blKaabHOW Tpaauumen. KonoHvanb-
Hble BAacTV CTPOWMAU Ha TaliBaHe MHOFOYNCAEHHbIE
LEepKBU M pacrnpoCTpaHaan Yyepes Npuxosbl CBOH
KynbTypy. MNocne KpaTKOBPEMEHHOTO yrnajKa, B ce-
peanHe XIX Beka, 6aarogapsa OTKPbITUIO LUHCKUM
NPaBUTENLCTBOM TallBaHbCKMX MOPTOB AJ151 BHELL-
Hel TOProBau, 3anajHas My3blka BHOBb MPOHMKAA
Ha OCTPOB Yepe3 MUCCUOHEPCKME OpraHmn3aLLnun.
Ha TaliBaHe CTPOUANCH MUCCUOHEPCKUE LLKOJbI,
rae npenozaBasncb My3blkajbHble ANCLUMANHDI,
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M3HayanbHO NpeAHa3HaYeHHbIe ANA OCyLecTBe-
HWsA Borocay>KeHuWl, HO NOCTENEHHO pacrnpocTpa-
HUBLUMECS CPeM MEeCTHOTO HaceseHus.

B XVII-XIX Bekax My3blkanbHOe Hacneguve TaiiBa-
Hs Pa3BMBaNOCh B BYX B3aMMOCBSA3aHHbIX HarpaB-
NeHnsx. ABOpUreHHble Hapoabl COXPaHSIN apxany-
Hble GOPMbI My3ULMPOBAHUSA, UCMO/b3Ys BapraHbl

(OZEZ ), Hocosble Ppneiitbl ( 255 ) 1 My3biKaib-
Hole iykn ( 5Z ) . OcHoBHOW dpopmoit My3uLm-
poBaHUA 6bIIO MeHMe, YacTo CONPOBOXAaBLueecs
TaHLUaMu, B pUTyasbHbIX U NOBCEAHEBHbIX Mpak-
TUKax, YTO OTPasnnocb B xpoHukax XyaH LUyLi3n-
Ha ( EMUE), B KOTOpbIX OTMEUanoch, YTo B Nepu-
0f, noceBa YyMu3sbl cobrpanncb 6oabLine rpynnbl
[7151 COBMECTHbIX MUPLLECTB, yYacTHUKKN Bpanncb
3a pyKu, Nev, NOANPLITMBaAV U BEPTENUCH A5 YBe-
CeneHms; 3TO Ha3blBaNOCh «HOMAOAY» («iBIFE»).
MapannenbHo B Nnepunoa nosaHein Mun (BB ) —
paHHel Lun (35 ) xaHbckve nepeceneHubl n3 ly-
aHayHa (778 ) n ®yuzanmn ( fBE ) npuHecan ta-
Kne GopMbl HAPOLHOW My3bIKM, Kak MeCHU Xakka
(BZR ), HanbbaiiryaHs (AIEE) v rayzancm (R
f#3K), KoTopble, BNMTaB MeCTHbIE TPAZULMW, TPAHC-
bopMMpoBannCh B yHUKabHbIN GEHOMEH — «TaWi-
BaHM3MPOBaHHaA XaHbCKas My3blKa».

B nepwuog c 1895 no 1949 rog, nocne pecraspa-
um Mangsn, AnoHWA akTMBHO BHeApAAa 3anasHyto
KyNbTYpY, €CTECTBEHHO, YTO 1 B MYy3blKalbHOM 06-
pa3oBaHWM OCHOBHOE BHUMaHWe yensanocb eBpo-
neiickoii My3sbike. B 1895 roay Vazasa Croasn ( 7
), nepsblii HauanbHWK [enapTameHTa 06-
pa3oBaHus npw leHepan-rybepHaTtopcTBe TanBaHs
(ANOHCKWI NPaBUTENBbCTBEHHBIN agMUHUCTPATUB-
Hbl opraH Ha TaliBaHe), NoayuYMBLUNA 0bpa3oBa-
Hue B CLUA, oT uMeHun HaumoHanbHoro obpasosa-
TenbHOro obuiectsa onyb6ankoBan «MemopaHaym
no obpazoBaHuWto Ha TaiBaHe», B KOTOPOM OTMeua-
NOCb HEOBXOANMOCTb N3YUYEHUs SMOHCKOrO A3blKa
yepes Mozenb becnnatHoro obs3atenbHOro obpa-
30BaHuA, Mepbl Kacaancb U My3blkaabHOro obpa-
3oBaHus. C 3TOro MOMeHTa B MPOBUHLMM TaBaHb
Hbl1a odULMaNIbHO yupexaeHa COBPEMEHHas Cu-
cTeMa My3blkaJbHOro obpa3oBaHus.

B aTOT nepuog B cucteme obpaszoBaHns JOMUHU-
poBasia BECTEPHU3MPOBaHHas ANOHCKas napagurma,
B TO XK€ BPeMs OTCYTCTBOBasja eé BbICLLAsA CTyMeHb.
OpapéHHas Monogéxb Hanpaeasnack Ana npodeccmo-
Ha/IbHOV MOATOTOBKM B AANOHWMIO, HanNpumep, B My3bi-
KanbHbI yHuBepcuteT Mycacuto ( ELiEEF ) . Mocne
BOCCoeanHeHus TaBaHs ¢ PognHol 1 nepemMelLeHns
npasutensctBa Pecny6ankn Kntai Ha TaBaHb, B HOS-
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6pe 1945 rosa lOMWHbAAH B COOTBETCTBUMN C HOBOW
obpasoBaTesibHOW CMCTEMON NepenMeHoBan Tanb3in-
CKYHO BbICLUYHO LLKOAY Npu [eHepan-rybepHaTopcTBe
TaliBaHs, OCHOBaHHYO B MEPUOA AMOHCKOro npasJie-
HWs, B TaBaHbCKWUIA Nesarormyecknin MHCTUTYT. B aB-
rycte 1946 roga NHCTUTYT NPUHAN NEPBbIX CTyAEH-
TOB MO My3blKaNbHOW cneumannsauumm. Mocne Tpex
net paboTbl 66N yupexaeH GakybTeT My3blKaabHO-
ro UckyccTBsa. B 3ToT nepuog BHUMaHWeE yaensnochb
KaK KWUTalCKoM TPaAWLMOHHOW My3bIKaabHOWM Kyb-
Type, Tak 1 3anagHOEBPOMNENCKON My3bIKe.

C MOMeHTa OCHOBaHMA My3blKaabHOro dakyib-
TeTa TaliBaHbCKOro NeAarormyeckoro yHusepcuTeTa
B 1946 rogy 1 Ao HacTosLLEero BpeMeHu obLee KO-
YECTBO YHUBEPCUTETOB Ha TaliBaHe, UMEIOLLMX My3bi-
KanbHble GaKyNbTeTbl MU HAayYHO-UCCeA0BaTENbCKME
WHCTUTYTbI MY3bIKaAbHOIO UCKYCCTBA, AOCTUIIO JBa-
auatn cemu. Cpean HUX B OCHOBHOM Z€BATh Neja-
rormyeckmx YyHMBepCcUTETOB, BOCEMb KOMIMJIEKCHbIX
YHUBEPCUTETOB, TPY YHMBEPCUTETA UCKYCCTB U MATb
XPUCTUAHCKUX KOAeaKel. BakHO OTMETUTB, UTO OT-
CYTCTBYIOT KOHCEPBATOPUM, @ YHUBEPCUTETBI UCKYCCTB
OXBaTbIBAKOT HECKOJIbKO XyOXKECTBEHHbIX OTAENEHUIA.
B TaBaHe HeT CreLmanm3MpoBaHHbIX My3blKaabHbIX
LUKOA W KONNEAXKERN, UTO CBA3AHO C NponaraHaupye-
MOW KOHLLeMNLMen «BCECTOPOHHETO Pa3BUTUA TaNaH-
TOB». OZiHaKo B 0671aCTV My3bIKalbHOIO BOCMUTA-
HWS MOJIOAEXM NMPaBUTENbCTBO NPWaraeT ycuams,
npoBoAA psag NporpaMM, Takmx Kak «HanpaeneHue
Ha obyueHue 3a rpaHunLly Y4YaLLUXCs, MPOABUBLLMX
BblAaroLLMecs CnoCcoOHOCTU B UCKYCCTBE», BBEAEH-
HbIX ¢ 1962 roga. B HauanbHbIX N CPeAHMX LLIKONAX
CO3JatoTCA KACChl A/ MY3blKaJbHO OAAPEHHBIX Je-
Telt (COKpaLLeHHO «My3blKa/bHble KNacChl») A OCY-
LLLEeCTBIEHNSA PaboTbl N0 NPOdECcCHOoHaNbHOM My3bl-
Ka/JIbHOWM MOArOTOBKE YYalLNXCs.

Mocne nepeesna npasutenbctea Pecnybavkmn Ku-
Tali Ha TaiBaHb A4eATebHOCTb MO PA3BUTUHO KYAbTY-
pbl pervoHa NpuHMMana pasinyHble HanpasaeHUs.
Komnozutop Croit Yanxysin ( FEE ), BepHyBLumMiACcA
13 ®panumm, B 1960 rogy npoén B Talibae nepco-
HaJIbHbIN KOHLIEPT-NPe3eHTaLMIo CBOVX Npov3Bese-
HWIA. B ero courHeHnax MOXHO YCMOTPETb KOJA0pU-
CTnyeckyto rapmoHuto K. [lebroccu, TBOpUeCKMiA CTub
. Muiio, a Takxe anemeHTbl My3blku XX Beka, Takme
Kak goaekadoHus, Npu 3TOM B NPOU3BEAEHUAX NPW-
CYTCTBYET MeHTaTOHMKa. OH 3aHAN AOKHOCTb NPO-
beccopa My3blkanbHOTo GakysnbTeTa TaBaHbCKOrO
nefjarornyeckoro yHMBepcuTeTa, BOCMUTaB Lenyto
naessy TanaHTAMBbIX My3bIKaHTOB, Takux kak Ma LLlyii-
ayH (BKE ), Nn Taican ( =) v Nai [sxs (

FH{EA ) . B TeueHue cBoero npebbiBaHNa B yHUBEP-
CUTETE OH aKTUBHO Pa3BMBaN My3blKaibHOe 06pa3o-
BaHME N KOMMO3MTOPCKYHO AEATENbHOCTb, OPraHn30-
BbIBa/I 1 CO34aBa/ BMeCTe C APYrMMU KOMMO3UTOPaMm
W CTyAeHTaMu My3biKa/ibHble rpynribl, Takue kak «Mep-
BOE MCMO/IHEHME HOBOM My3bIKI», PACNPOCTPaHsst HO-
BelLuMe My3blKaibHble NPOU3BEAEHUS, BIUBAs HO-
BYHO 3HEPIUIO B PasBuTHeE My3bikv TaiiBaHs.

Mocne 1960-x rogos TariBaHb BCTYNWUA B Nepuog,
TpaHchOpMaLMK COLMaNbHON CTPYKTYPbI, Nepexos
OT arpapHO 3KOHOMUKU K MHAYCTPUANBHOW, YTO Npu-
BE/IO K 5KOHOMUUECKOMY B3/IETY U HACTYMAEHUIO «30-
JIOTOrO Bekax. YCrnelHas counanbHas TpaHchopMa-
LMs NpyHecaa MatepuanbHoe 61arococTosiHme, uTo,
€CTeCTBEHHO, BbI3BasIO BbICTPbIE U3MEHEHUS B 3CTe-
TUUYECKOM BOCMIPUATUN: 3aMadHas My3blka noJiyyuaa
LIMPOKOE PacrpoCTpaHeHe, a TPAANLIMOHHAS HALMO-
Ha/bHasA My3blkabHas KyabTypa 6bl1a OTOABMHYTa
Ha BTOpOW nnaH. B To xe Bpems B obLiecTBe Habu-
pano cuny «[lBUXeHne 3a MeCcTHyto KynbTypy» (£ 1
XAEIEHN). Ero cyTh 3akntouanach B yKpereHum a1-
HUUECKOW CamMoMaeHTUbMKaLMM Yepes TBOPUECTBO,
OCHOBAHHOE Ha MECTHbIX TPAANLMSX. ITOT AncbanaHc
B My3blkanbHOM chepe Bbl3Ban 03a00UYEHHOCTb Y He-
KOTOpbIX KOMNO3KUTOPOB. [Mo3ToMy B cepeaviHe 1960-x
rogos LU Bainsan ( SEMESR ) un Croin Yanxysn (1F &
=) MHMUMMPOBaU «[lBUXKEHME 338 MECTHYHO Ky/b-
Typy» U «[lBUxeHue no c6opy HapogHbIx neceH» (B
PREIEH). Mposeas MacwTabHble NONOEBbIE UC-
CNeAOBaHUS, OHU CUCTEMATU3MPOBANN My3bIKalb-
HbI GobkAOp TaliBaHs, uUTO NOBAMANO Ha TBOPUe-
CTBO MECTHbIX KOMMO3MTOPOB. Takme COUnHEHNS, Kak
«Cnenoit» (§) ans dpaeitbl cono n KoHuept ans Gop-
TenunaHo Cioit YaHxyas, «KoHUEpTUHO» ans popTe-
nNaHo 1 CTPyHHOro opkectpa Mo YUxutoaHs (FBZ38),
dopTenmnarHHasa nbeca «3aprCoBKM AOXAAMBOIO NOpP-
Ta» (FRVBZEM) u cumdoHnyeckas nosma «Mectpbiit
NeTyx NeTuT Ha toro-soctok» (FLEEZRE ¥) Ma Llyi-
nyHa (57K%) v apyrve, HecyT B cebe ApKO Bbipa-
XEHHbIE UepTbl TANBaHLCKOM TPAANLIMOHHOMN My3bIKU.

C 3TOro BpemeHun My3blka TaBaHsA BCTynuaa
B Pa3y MHTEHCUMBHOIO POCTa, AEMOHCTPUPYSA TEH-
AEHUMIO K AvBepcubuKaLmm n conepHMYecTBy npo-
beccmoHanbHbIX WkoA. MNpon3BeseHNs YacTo HeCan
B cebe CMHTETMYECKMe YepTbl, COBMeLLas Kutanckmne
1 3anagHble 3nemeHTbl. «KoHuepT ans 6aHan C op-
kectpom» (HIEE 2= M) Ma WyinyHa (57K ), co-
34aHHbIN B 1981 roay, rae KuTanckas npogosibHas
dneiita 6anan (BBE) ncnonbayetca B KauecTse co-
NNPYIOLLEro MHCTPYMEHTa B COYETaHUM ¢ cuMdo-
HUUYeckMm opkectpom. Komnosutop Jn TacaH (2
Z=%$)B HoAbpe 1986 roga co3gan GopTenvaHHbI
KBUHTET «Tpu dopmbl — Lin, Pa3peis, MoTok» (=
™ - 5~ W7 - 7). Mosxe, B 1993 roay, oH Hanucan
KamepHoe counHeHune «fopa, CTpyHbl, MHe3go» (L
5% ~ &), B KOTOPOM WUCMOJIb3YHOTCA TEKCTbI Ha MYTYH-
Xya 1 A3blkax KOPEeHHbIX HapOA0oB (NapTUTypa Hanwm-
CaHa ANs XEeHCKOro ronoca, yaapHolx, GoprenvaHo
n cTpyHHoro kBaprteTa). Komnosutop o YxxunroaHs (
2R 3) B 1980-€ rogbl CO34aNn OPKECTPOBbIE NPOU3-
BeAeHWA — «Tpy cMMPOHMYECKMX 3ToJa — Ha TEMb
HapOAHbIX neceH Xy6aa» (=B R M4 > H—EfiLR
1) 1 cumdpornyeckyto cronty «Co-HacTaBHUK Ha He-
6ecax u Ha 3emne» (K AJT) B koTopbix coueTan g0-
CTVKEHUS 3anaZHOEBPOMNENCKOro My3blKajlbHOro
MCKYCCTBaA U HaLMOHaNbHOM My3blku. My3bikanbHas
KynbTypa TanBaHsA ObICTPO pa3BMBaETCsA CO BTOPOM
nonosuHbl XX go Havana XX| Beka. Takoi pe3kuii
NoAbEM Obll 0BYCNOBAEH, C OAHON CTOPOHbI, BAUAHN-
€M 3anagHoN KyabTypbl, @ C 4PYron — NoCTenNeHHbIM
nogbeMoM B 1970-x rogax «[1Bv>KeHWA 3@ MECTHYHO
KynbTypy» (£ 1 355)). besycnosHo, B 3TOM npouec-
Ce BaXKHY0 POJib CbIrpano v BHUMaHWe npaBuTesb-
CTBa K My3blKa/lbHOMY 0Opa3oBaHMuto.

Takvm 06pa3om, CTaHOBAEHWE N Pa3BUTUE CU-
CTeMbl My3blKaJlbHOro 06pa3oBaHWA NPOMNCXOAM-
J10 B YC/I0BUAX OTKPBITOCTA 3anaZHOeBponenckomy
BAVAHNIO. DTO 0OBACHAET AOMUHNPOBAHWE 3anag-
HOEBPOMENCKON My3blKaabHOW TPaAnLMK B NpO-
beccmoHanbHOM My3blKaabHOWM KynbType TaliBaHs.
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