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THE SPECIFICS OF FOLKLORE TRANSFORMATION
IN THE SONGS OF YIN QIN

Summary: The article examines the vocal works of Chi-
nese composer Yin Qin, which absorb deep national tradi-
tions and aesthetic values of Chinese music and represent
a unique phenomenon of contemporary musical culture
in China. The composer's creative path is characterised by
the study of genres of traditional Chinese drama, song and
instrumental folklore, which has enabled him to create
works that harmoniously combine Western academic mu-
sical forms with elements of authentic Chinese culture. Yin
Qin is one of the most prominent contemporary Chinese
composers, known for his large-scale output in the gen-
res of opera, song, symphonic and chamber music. A key
feature of his oeuvre is the creation of works that not only
reflect the historical and cultural realities of China, but
also open new horizons for the development of Chinese
musical theatre. His compositions are imbued with hero-
ism and patriotism. Overall, the composer’s work appears
as a bridge between epochs and cultures. His pieces play
a crucial role in the revival and modernisation of Chinese
musical culture, making it relevant for today’s listener both
within the country and internationally.

The aims of this study are to identify the artistic features of

Chinese musical culture possesses an ancient
and rich tradition that includes unique national
instruments, specific vocal techniques and a dis-
tinctive modal system. Contemporary composers
and performers strive to preserve this cultural her-
itage by integrating traditional elements into new
forms of music and using components that cre-
ate an unmistakable colour. The use of elements
of national musical culture requires a careful ap-
proach when they are transformed within mod-
ern genres. Such elements include the pentatonic
modal system, characteristic of Chinese folklore
and academic music; the sound of traditional in-

Yin Qin’s songs, to assess their impact on the development
of vocal music in China, and to outline the composer’s con-
tribution to the popularisation of traditional Chinese cul-
ture. The research is based on scholarly works devoted to
Yin Qin’s vocal compositions, interviews with the compos-
er, and critical reviews of his output, which together allow
us to draw conclusions about the significance of his con-
tribution to the preservation and development of China’s
national musical traditions. Particular attention is paid to
the history of the creation of his most famous vocal works
such as Stepping into a New Era, Song to the West and
Reed Flower, which have become symbols of national iden-
tity and cultural heritage. It is noted that his songs are dis-
tinguished by rich instrumentation, dramatic density and
subtle nuance. In them, the composer transforms musical
traditions from different regions of his native country. The
article concludes by addressing the problems of interaction
between national traditions and contemporary tendencies
in Yin Qin’s song output.

Keywords: national traditions of China; Yin Qin’s songs,
folk music.

struments — erhu, guqin, pipa, xiao and others —
with their unique timbre and expressivity; vocal
techniques that represent the national features
of various provinces of China; and the symbol-
ism and philosophy of music, often connected
with Confucian and Daoist concepts that under-
pin harmony between human beings and nature.

One of the most illustrative examples of such
synthesis is the work of Yin Qin, a composer whose
vocal output clearly demonstrates reliance on na-
tional traditions. By combining Chinese musical
heritage with forms of contemporary Western mu-
sic, he employs a distinctive combination of modes,
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harmonies, rhythms and instrumental resources,
creating expressive, emotionally charged works
with a profound national foundation. His songs
are characterised by an organic interweaving of
traditional motifs and melodic structures with el-
ements of Western harmony; the inclusion of na-
tional instruments, which lend the works particular
authenticity and colour; and the integration of
Chinese versification and poetics into the vocal
parts, whose expressivity is enhanced by tradi-
tional vocal performance techniques.

Yin Qin’s vocal output occupies an important
place in his overall compositional legacy and de-
serves special attention from researchers because
of the specific way in which traditional Chinese
vocal techniques are combined with contempo-
rary musical forms. Studies of his vocal music are
mainly found in the works of Chinese musicolo-
gists and critics analysing the integration of folk
traditions and Western forms. Liu Yi, Xiao Yue and
Chen Yongsheng are the principal authors whose
research is essential for understanding the vocal
music of this renowned composer.

Yin Qin’s skillful embodiment of important his-
torical and social themes makes his works not only
artistically valuable, but also significant in the
context of the development of Chinese culture.
In an article devoted to the themes and stylistic
features of his songs, Liu Yi proposes a periodi-
sation of more than one thousand of Yin Qin's
vocal compositions:"Yin Qin,” the author notes,
“passed through several stages in the formation
of his worldview and musical creativity: from a
‘soldier of history’ (1980s) he became a citizen
of the 'new era’ (1990s), and later a ‘singer of the
West' (2000s)" [2, p. 103].

Analysing Yin Qin's treatment of national tra-
ditions, Liu Yi highlights such qualitative char-
acteristics as reliance on pentatonicism, the use
of folkloric elements of Tibetan culture, and the
quotation of melodic turns from the north-west-
ern folk song Sanshilipu [2, p. 109].

In Xiao Yue's study, important information is
provided about the so-called “Western trilogy” of
Yin Qin — the songs Song to the West, Ode to the
West and Western Love Song. Characterising the
trilogy as an example of China’s distinctive mu-
sical culture, the author writes:"On the basis of
original folk songs transmitted from generation
to generation, the composer identified, select-
ed, refined and processed the texts, deeply and
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carefully mastering the laws of folk-form devel-
opment in order to sing the main theme of the
era and strengthen the national spirit” [3, p. 158].
Equally significant for studying the transforma-
tion of folk traditions in Yin Qin’s song legacy is
the work of Chen Yongsheng, who analyses the
artistic features of Song to the West. Chen Yong-
sheng emphasises the importance of contemporary
tendencies in Yin Qin’s songs and the actualis-
ation in them of events from China’s recent his-
tory:"To create popular songs,” writes the author,
“poets and composers must keep pace with the
times and feel the pulse of the era, so that musi-
cal sounds resonate with its rhythm... Song to the
West is one of such exemplary works” [6, p. 151].

The works of Lin Ruoyu, Hao He and Chen
Yongsheng are also important for investigating the
conceptual design of Yin Qin’s songs and the em-
bodiment of folk traditions within them.[text +2]

Despite the multifaceted treatment of exam-
ples of Yin Qin’s songs by Chinese authors, there
has not yet been a separate study specifically de-
voted to the problems of transforming China's
musical traditions in his song output.

The history of the creation of Yin Qin’s key
works reflects important stages in the develop-
ment of Chinese culture in the second half of
the 20th and early 21st centuries. His songs ap-
pear as exemplary syntheses of traditional Chi-
nese musical aesthetics and contemporary trends
in vocal art, which underlines their significance
for the formation of a new vocal school in Chi-
na and contributes to a deeper understanding
of the composer’s work. National traditions are
embodied in Yin Qin’s music in a particular way.
Among the techniques characteristic of his meth-
od one can distinguish the following: the use of
pentatonicism and melodic formulae typical of
Chinese music; the introduction of traditional in-
struments into the accompaniment or their imi-
tation by Western instruments; the application of
specific timbres and vocal techniques that reflect
the cultural features of individual regions of Chi-
na; the integration of Chinese versification and
poetics into vocal lines, which enhances the mu-
sic’s expressivity; the construction of form with
regard to traditional Chinese musical structures,
thereby emphasising the cultural context of the
works; and the choice of song texts based on
classical or modern Chinese poetry containing
national motifs.

The use of folk melodies adapted for contem-
porary vocal ensembles and soloists, the harmoni-
ous combination of classical European styles with
characteristic Chinese modes and rhythms, and
the expressivity, vividness and emotional inten-
sity of musical images all contribute to the rec-
ognisability of Yin Qin’s songs. His compositions
touch the depths of listeners’ souls, immersing
them in the enchanting world of Chinese music.

National traditions occupy a central place in
Yin Qin’s creative method. They manifest them-
selves at various levels — from the choice of themes
and poetic content to the specifics of musical
form and performance technique. For example,
the song Song to the West is dedicated to the
beauty of Shaanxi Province, its unique nature and
culture. All three compositions of the aforemen-
tioned "Western trilogy” differ in form, melody
and style characteristic of the Loess Plateau of
north-western China and are saturated with the
colour of Shaanxi's musical folklore.

In Song to the West Yin Qin masterfully com-
bines the sound of traditional Chinese instruments
such as erhu and pipa with modern orchestral re-
sources of Western music, creating an atmosphere
of grandeur and harmony. The lyrics were writ-
ten by Qu Yuan, and the song was first performed
by Wang Hongwei. In 2000 Wang Hongwei won
a gold medal in the "National Singing” category
at the 9th National Competition for Young Per-
formers with this song. Subsequently the song
received the 8th prize in the “Five-One Project”
(2001) and a bronze medal at the China Music
Golden Bell Award (2003). That same year Wang
Hongwei was also awarded “Best Performer of
National Song” at the inaugural China Light Mu-
sic Society Awards. In 2012 the CCTV programme
Feng Hua Guo Yue broadcast a version of the song
performed jointly by Wang Hongwei and Liu Zhi-
hong. In 2020 Liu Dacheng performed the song
again in the CCTV programme National Songs of
China. At the opening ceremony of the "Yulin” Na-
tional Song Choral Conference in Shaanxi Prov-
ince in 2025, Hao Liangliang and Feng Jingwei
presented a new interpretation of the song ac-
companied by tenors and orchestra.

The text of Song to the West reproduces fea-
tures of the dialect of the western provinces
(Shaanxi, Gansu and Ningxia) as well as the per-
formance style of the xintianyou songs (literally
“wandering in the sky”). According to Zhang Zishu

and T. L. Baklanova, these songs “convey the fa-
tigue and melancholy of porters carrying goods
to remote regions” [5, p. 180].

The first section of the song glorifies the strat-
egy of the development of the West, depicting
the transition of impoverished segments of the
population of the western provinces (the Loess
Plateau) towards a happy future. The second sec-
tion (repeated twice) expresses the joy of the
plateau inhabitants at the transformations tak-
ing place. The final section is a shortened reprise
of the first. In the first and last sections Yin Qin
employs vocal techniques characteristic of xin-
tianyou — falsetto, vibrato and ornamentation —
which allow him to embody through music the
image of a peasant from Shaanxi. In the instru-
mental section the melody of the local folk song
Thirty li to Pu Village is heard, supported by the
rhythmic beating of the waist drum, commonly
used in the popular local dance yangge. The use
of these techniques, inherent in the musical tra-
dition of China’s western provinces, enables the
composer to create an artistic vision of the re-
gion’s development from tradition to innovation.

The song Stepping into a New Era, symbolising
optimism and striving for new achievements, was
written in 1997 during a period of significant so-
cio-economic transformations in China. The poet-
ic text by Jiang Kairu is filled with patriotism and
hope, expressing faith in the bright future of the
nation and praising the country’s third genera-
tion of leadership. The song serves as an example
of the combination of Western musical elements
(as evidenced by its conventional verse-chorus
form) with national musical culture, which man-
ifests itself, on the one hand, in the use of pen-
tatonicism underpinning the main theme, and on
the other hand, in vocal technique characteristic
of the Chinese national singing style.

Reed Flower embodies the lyricism and tender-
ness typical of many of Yin Qin’s works. The song
forms part of the musical drama Diary of a Soldier
(2004), which tells the story of a soldier serving at
the border and includes lyrical and humorous ep-
isodes. The text was written by He Dongju. Using
the image of the reed flower as a symbol of purity
and the beauty of human feelings, the author re-
veals the idea of love between the main characters
and the heroine's desire to reach her beloved. The
falling white reed blossoms symbolise the protag-
onists’ longing and their faith in love.
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The musical form of Reed Flower is strophic
(AB) with an introduction and coda. The embod-
iment of national traditions can be observed in
the composer’s use of pentatonic modes: the in-
troduction, section A and the coda are based on
the gong mode, while section B employs the zhi
mode. The simplicity and sincerity of the melo-
dy have made this composition popular with a
wide audience, regardless of age or social status.
Elements of national music can also be found in
other songs by Yin Qin, such as Heavenly Road,
Western Love Song and Looking at the Moon.

By examining the distinctive features of Yin
Qin’s songs and analysing the ways in which na-
tional traditions are embodied in them, it be-
comes possible to reconstruct processes taking
place in contemporary Chinese musical culture.
Yin Qin's works serve as an important source of
inspiration for young composers and perform-
ers seeking to preserve and develop the unique

traits of national musical art. A notable feature
of his compositions is the use of traditional Chi-
nese instruments alongside the European sym-
phony orchestra, which creates a unique acoustic
environment allowing listeners to experience the
richness and diversity of Chinese musical culture.
The music of his songs typically incorporates folk
motifs, which give them national colour and emo-
tional expressivity. His vocal lines are distinguished
by wide range and dynamic contrasts, enabling
performers to convey the dramatic content of
the text. In a number of works, the influence of
the Western vocal school can be traced, particu-
larly in the development of melodic phrases and
the use of complex vocal techniques. Yin Qin’s
oeuvre thus represents a successful transforma-
tion of China's rich national musical traditions
within contemporary vocal art.

The author declares that there is no conflict
of interest.
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CMNEUNDOUNKA TTIPETBOPEHNA ®OJIbKJIOPA
B NMECEHHOM TBOPYECTBE VIHb LJ/HA

AHHOTauma: B cmamee paccmampusaemcs 8okaabHoe
meopyecmeso kumatickozo komnosumopa VHe LjuHa, enu-
masuwiee 21yb0kue HayUOHANbHble Mpaduyuu u scmemu-
yeckue yeHHocmu kumadickol My3biKu U npedcmassroujee
coboli yHuUKanbHoe sig/ieHue cospemMeHHOU My3blkaabHOU
Kynemypsl Kumas. Teopyeckuli nyme KOMNOo3umopa xapak-
mepu3syemcs u3y4yeHuem XaHpos mpaduyuoHHoU kumad-
ckol Opambl, NeceHHo20 U UHCMpPYMeHmMansHo20 ¢ho16Ka0pd,
4Ymo no380/1UJI0 eMy c030ame npou3sedeHUs, 2apMOHUY-
Ho codyemarowyue ghopmel 3anadHo-esponelickoli akademu-
Yeckol My3bIKU U 3/1leMeHMbl aymeHmu4Hol kumadickol
Kynemypeol. IHe LjuH — 00UH U3 camelx ApKUX cospemMeHHbIX
Kuma’dickux KOMNO3Umopos, U38ecmHbil c6ouMu Macwma6-
HbIMU npou38edeHUsMU 8 XAaHPax onepsl, NecHU, cumMgo-
Huyeckol u kamepHoU My3blku. [1agHol ocobeHHoCMbHo
meopyecmaa VHb LjuHa siensemcs co30aHue npousgedeHud,
He MOJIbKO Ompaxarowjux ucmopuyeckue U KysemypHele
peaauu Kumas, Ho U 0mkpbl8aroujux Hogble 20pU30HMbI 8
passumuu Kumatickozo My3eiKasaeHo20 meampa. E2o coqu-
HeHUs HanoJ/IHeHe! 2epou3MoM U nampuomusmom. B yesom
meop4yecmeo KOMNo3umopa npedcmassigemcs MOCmom
Mexdy anoxamu u Kysiemypamu. E2o npoussedeHus uzpa-
rom KJ/I04esyro poJib 8 Npoyecce 803p0KO0eHUs U MOOepHU-
3ayuu kumatickol My3blkaneHOU Ky/lemypbl, akmyanusupys
ee 0J11 cOBpeMEHHO020 C/IywameJisi KaKk 8Hympu CmMpasi,
mak u Ha Mex0oyHapoOHOM YyposHe.

KuTaickas mysblkanbHas KynbTypa nmeet 6ora-
TYIO APEBHIOI TPAANLMIO, BKAKOUAOLLYHO YHUKaIb-
Hble HaLMOHa/bHble MHCTPYMEHTI, CreLanbHble
BOKaJ/IbHble TEXHMKMN 1 0COObI NafoBbIl cTpoit. Co-
BPEMEHHble KOMMO3MTOPbI U UCMONHUTENN CTPEMSATCA
COXPaHWTb Ky/IbTYpHOE Hac/leAne, MHTErpupys Tpa-
ANLMN B HOBble GOPMbI My3bIKU U UCMOb3Ys1 KOM-
MOHeHTbI, GOPMUPYHOLLE HEMOBTOPUMBIV KOJOPUT.
Vcnonb3oBaHve 31eMEHTOB HaLMOHa bHOW My3bl-

3adayamu uccnedosaHus A8/9emcs golsgaseHue Xyooxe-
CMeeHHbIx ocobeHHocmeli neceH VIHb LjuHa, ux eausHUe Ha
paszsumue s8okasbHol My3eiku 8 Kumae, a makxe 8kn1ad
KoMno3umopa 8 nonysspu3ayuo mpaouyuoHHoU kumad-
ckol Kysiemypel. VlccnedosaHue 0CHOBAHO HA HAYYHbIX
mpyoax, nocesauweHHbIX 80KA/IbHbIM npouzsedeHusm VIHb
LuHa, a makxxe Ha UHMepPBbLIO C KOMNO3UMOPOM U Kpu-
muyeckux 0630pax e2o meopyecmasa, no3eo/Auux coe-
J71ame 861800 0 3HAYUMOCMU €20 8K/1a0a 8 COXpaHeHue U
paseumue HayUOHA/IbHbIX My3bIKaabHbIX mpaduyuli Ku-
mas. Ocoboe sHUMaHue yOessiemcs Uucmopuu co30aHUs
Haubosiee U38eCMHbIX BOKA/IbHbIX Npou3gedeHUl KOM-
nosumopa, makux Kak «Bcmynas e Hosyro 3py», «[Toro
3anady» u «Ligemok mpocmHuka», kKomopele cmasau cum-
80/1aMU HAYUOHA/IbHOU UOeHMUYHOCMU U Ky/lbMYypPHO20
Hacnedus ModHebecHol. Ommeyvaemcs, 4mo e2o necHu
omau4daromes 60eamcmeom UHCMpyMeHMosKuU, Opama-
mypauydeckoli HacbIWeHHOCMbI U MOHKOU HHOAHCUPOBKOU.
B Hux komno3umop npemeopsem My3biKa/ibHele mMpadu-
Yuu pasauyHslx pe2uoHo8 poOHoU cmpaHel. B 3akitoye-
Huu denaromcs 8b1800bI N0 npobemam g3aumodelicmaus
HAYUOHAanbHbIX Mpaduyuli u cospemMeHHbIX meHoeHyul
8 neceHHoM megopyecmee VHe LjuHa.

KnroueBble cnoBa: HayuoHasibHble mpaduyuu Kumas,
neceHHoe mgop4yecmeo VHe L{uHa, HapoOHas My3elka.

KanbHOWM KynbTypbl TpebyeT bepexxHoro nogxosa
npu nx TpaHCcPopMaLMn B COBPEMEHHbIX XKaHPaXx.
K TaknM 31emMeHTaM MOXHO OTHEeCTW MeHTaToHnYe-
CKYHO N1aZlOBYHO CUCTEMY, XapaKTePHYHO ANA KMTaNCKo-
ro ¢onbkaopa 1 akafeM1M4ecKon My3blKy; 3ByYaHme
TPaAULIMOHHBIX MHCTPYMEHTOB — 3PXY, YLIMHS, MUMbI,
CAO W Apyrux, obnagatonx yHMKaabHbIM TEMOPOM
W BbIPa3nTeNIbHOCTbIO; BOKasIbHble TEXHUKM, penpe-
3EHTVPYHOLLME HaLMOHa bHble OCOBEHHOCTU Pas/iny-

95



HbIX NPOBUHLMI KnTas; cumBoam3m 1 punocoduro
MY3bIKI, KOTOPbIE YacTo CBsi3aHbl C KOHQYLIMAHCKN-
MU 1 JAa0CCKMMU KOHLUEMNUMAMN, OBOCHOBbLIBAIOLLIN-
MW FapMOHWIO YenoBeka 1 MpUpPoAbl.

OfHUM 13 Noka3aTeNbHbIX MPUMEPOB TaKOro CUH-
Te3a asndetca TBopyectso VHb LinHa, komnosnTto-
pa, B YbMX BOKaJbHbIX MPOW3BEAEHNAX OTYETANBO
NPOC/NEXMBaETCA ONopa Ha HaLMOHa bHble TPaAun-
unn. O6beanHAS KNTaNCKoe My3blKasbHOE Hacae-
Aane n GopMbl COBPEMEHHON 3anajHoM My3blKK, OH
MCNONb3YeT YHNKANbHOE COYeTaHne NajoB, rapMo-
HWW, PUTMOB M MHCTPYMEHTa/IbHbIX CPEACTB, CO3/a-
Baf, TEM CaMblIM, Bblpa3nTeNbHble, SMOLMOHANbHO
HacbILWEHHble MPOU3BEAEHNS C FyOOKON HaLMO-
Ha/bHOW OCHOBOW. Ero neceHHoe TBOPYECTBO Xa-
paKTepm3yeTcsa OpraHNYHbIM NepenieTeHnem Tpa-
AVILLMOHHbBIX MOTMBOB 1N MENOANYECKMX CTPYKTYP C
3/IeMeHTaMV 3anafHOoM rapMOHUW; BKIOYEHMEM Ha-
LMOHa/IbHbIX MHCTPYMEHTOB, NPUAAIOLLMX MPOn3Be-
LEHNSAM 0COBYH0 ayTEHTUYHOCTb U KOJNIOPUT; UHTE-
rpaumer KNTancKoro CTUXOCNOXEHUS N MO3TUKMN B
BOKaJ/IbHble NMPOWN3BEeAEHNS, BbIPa3nNTeNbHOCTb KOTO-
PbIX YCUAUBAETCSA TPAANLMOHHBIMUW MPUEMaMK BO-
KaJIbHOTO UCMOJNHUTENbCTBA.

BokanbHoe TBOpyecTBO VIHb LinHa 3aHnMaet Bax-
HOe MecTO B ero 06LLEeM KOMMO3MTOPCKOM HacaeAmm
1 3acny>KmBaeT 0coboro BHUMaHMA ncciesoBaTe-
nen bnarozsaps cneunduke coueTaHns TPagULMOH-
HbIX KUTANCKMX BOKaJIbHbIX TEXHUK C COBPEMEHHbIMM
My3blKaabHbIMK dopmamu. V3yueHre BokanbHOro
TBOpYecTBa VMHb LiMHa cocpesoToueHo B Hay4HbIX
TPYZax KUTaCKMX My3blKOBEAOB U KPUTUKOB, aHa-
JIN3MPYIOLLMX MHTErpaLmto HapOAHbIX TPAAULNA U
3anagHoesponeiicknx dopm. Slro U, Csao KO3 1 YsHb
HOHLW3H — OCHOBHbIe aBTOPbI, pPe3yabTaTbl UCCAELO0-
BaHWI KOTOPbIX CYLLECTBEHHbI 4151 MOHWMaHNA BO-
KasibHOV My3bIKW 3HAMEHUTOrO KOMMO3MTOpa.

VickycHoe Bon/ioLWwEeHNE BaXHbIX MCTOPUYECKMX
1 ObLLEeCTBEHHbIX TEM genaeT npouvsseseHns VHb
LinHa He TONIbKO XyA0XECTBEHHO LeHHbIMU, HO U
3HAUYMMbIMU B KOHTEKCTE Pa3BUTUA KyabTypbl Kun-
Tas. B cTaTbe, NOCBALWLEHHOM TEMATUKE N CTUIUCTU-
Ke neceH kuTarickoro mactepa Jlro M ocyulecteaser
nepuogmsaumto 6onee Yem ThICAUN ero BOKasbHbIX
coumHeHun. «<MHb LIMH, — oTMeuaeT aBTop, — NpoLues
HeCKO/IbKO 3TanoB CTaHOBJ/IEHNS CBOEr0 MUPOBO3-
3pEeHns 1 My3blkaJbHOTrO TBOPYECTBa: 13 ,conjaTta
ncropumn” (1980-e) OH CTaHOBUTCA rPaXKAaHUHOM ,HO-
BoW 3pbl” (1990-¢), a 3ateMm ,neBLom 3anaza” (2000-e
rogbl)» [2, c. 103]. PaccmatpuBas ocobeHHOCTU npe-
nomnenuns Vb LIMHOM HaumoHanbHbIX TpagnLumi,
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Jlto U BblgensieT Takve KauyecTBEHHble XapakTepu-
CTUKM KaK Oropa Ha NeHTaTOHWKY, CMOoJIb30BaHMe
bONBKNOPHBIX 31eMEHTOB TMHETCKOW HaLMOHaN b-
HOM KyNbTypbl, LUTUPOBAHWE MHTOHALWI HapoA-
Hol necHun CeBepo-3anaga «CaHwwmanny» [2, ¢. 109].

B nccnepoBaHum Csao KO3 cosep>kaTca BaXKHble
CBeZleHus O, Tak Ha3blBaeMOW, «3anaZHon Tpuao-
rmm» MHb LinHa — necen «[loto 3anaay», «Oga 3a-
nazy» n «3anagHas necHs o Nto6Bm». Xapaktepusys
TPUAOTUIO Kak 0bpaseL, CaMOBbITHOW My3bIKalbHOW
KynbTypbl Knutas, aBTop otmevaet cieayrouee: «Oc-
HOBbIBAsICb Ha OPUTNHANbHBIX HAPOAHbIX MECHSAX,
nepesaBaemMblX 13 NMOKOJIEHUS B MOKOJIEHNE, KOM-
No3nTop MAEHTUOULIMPOBA, OTOMPaA, YTOUHAN 1
obpabatbiBan TeKCTbI, rNy60KO 1 bepexxHO ocBau-
Basl 3aKOHbl Pa3BUTUS GONLKIOPHBLIX GOPM, UTOObI
BOCMETb IN1aBHYO TEMY 3MOXMU N YKPENUTb HaLmno-
HanbHbIA ayx» [3, c. 158].

He MeHee 3HauMMoOl Ans nccnefoBaHMs Npo-
61eM NPenomMAEHNs HAPOAHbIX TPAANLMIA B NeCeH-
HOM Hacneann VKb LinHa npeactaBasetcs paborta
Y3Hb KOHLW3HA, B KOTOPOW aBTOP paccMaTpuBaeT BO-
NPOChI XyA0XKeCTBEHHbIX 0COBEHHOCTEN NecH «[oto
3anagy». YaHb FOHLW3H OTMeYaeT 3HaUMMOCTb CO-
BPEMEHHbIX TeHAeHUWMI B necHsx VHb LiMHa, a Takoke
aKTyannsaumro B HMX COBbITUI COBPEMEHHOM UCTO-
pun Kntas. «41obbl co3saBaTh NONYAAPHbIE MECHW,
— NULLET aBTOP, — MO3Tbl U KOMMO3UTOPbI AOAXKHbI
WATW B HOTY CO BPEMEHEM 1 YyBCTBOBATb MyJ1bC 3MO-
X1, UTOObI My3biKabHble 3BYKN PE3OHUPOBAV C ee
putMoMm <...> ,lMoto 3anagy “ — 04HO M3 Takux Mno-
KasaTesbHbIX Npou3BeaeHnin [6, c. 151].

BaxkHbIMM An8 nccnesoBaHNSA KOHUENTYalbHO-
ro 3aMbIC/la NeceH Y NPETBOPEHNS B HUX HAPOZAHbIX
TpaanLMIi NpeacTaBastoTcs paboTsl SIHb Xoton [1],
Xao X3 [4] v YsHb HOHLWIBH [6].

HecmoTps Ha BcecTOpoHHee paccMoTpeHne 06-
pa3yoB neceHHoro TBopyectBa VHb LinHa kutai-
CKMMW aBTOpPaMu, OTE/IbHOTO UCCAeL0BaHWS, MOCBA-
LieHHOro npobaeMamM NpPenoMaAeHUs My3blKabHbIX
Tpaauunin Knutas B necHax KOMMNo3nTopa, He ocy-
LLLeCTBAANOCh.

Victopusa cossaHuns katoueBbIX MPOn3BeAeHUN
MHb LinmHa oTpaxkaeT BaxkHble 3Tanbl Pa3BUTUA Ku-
TaNCKOW KyAbTypbl BTOPOW MOAOBUHbI XX — Havyana
XXI Beka. MecHn VHb LinHa npeactaBastotcs obpas-
LLOM CMHTE3a TPAAULIMOHHOW KNTANCKON My3blKaslb-
HOM 3CTETUKN N COBPEMEHHbIX TEHAEHLMI BOKab-
HOrO MCKYCCTBa, UTO NOAYepKMBaET UX 3HAYMMOCTb
AN GOPMUMPOBaHKSA HOBOV BOKalbHOM LWKOJbI B Ku-
Tae 1 CNocobCTByeT NOHUMaHWIO TBOPYECTBa KOM-

nosutopa. HauvoHanbHble TPaAULUN NPETBOPAIOT-
cst B TBOpYecTBe VIHb LimHa ocobbim obpazom. V13
XapakTepHbIX 4/18 KOMMO3UTOPa METOA0B U NMPUEé-
MOB MOXHO Ha3BaTb C/efytoLLme: NCMOob30BaHNe B
MeCHAX MNEHTAaTOHWKMN U XapaKTEPHBbIX /15 KUTaNCKOW
MY3bIK/ MeNoAMYECKNX 0BOPOTOB; BBEAEHNE B WH-
CTPYMEHTalbHOE CONPOBOXAEHWNE 3BYUYaHWs Tpaiun-
LIMOHHbBIX MHCTPYMEHTOB UM UX UMUTaLMSA NPW Urpe
Ha 3amajHOeBPOMNeNCKUX MHCTPYMEHTaX; MPUMeHe-
Hue ocoboro Tembpa M BOKasIbHbIX TEXHUK, OTpaXa-
FOLLMX KYJIbTYPHbIE OCOBEHHOCTM OTAE/bHbIX Pervo-
HOB KvTasi; nHTerpaums KUTanckoro CTUXOCI0XKeHUs
1 NO3TWKM B BOKaJ/IbHblE MAPTUW, YTO YCUANBAET Bbl-
pa3nTeNbHOCTb My3bIKW; MOCTPOEHNE KOMMO3MLUN
C YY4ETOM TPaSNLMOHHbBIX KUTANCKNX MY3blKabHbIX
bopM, NoAYEPKMBAIOLLMX KYIbTYPHbIV KOHTEKCT MPO-
N3BEAEHWI; N3bpaHMe B KaUeCTBE TEMATUKN TEKCTOB
neceH K1acCM4eckom KMTancKon AN COBPEMEHHOM
no33uu, cojgepkallein HauMoHaNbHble MOTUBBI.

Mcnosnb3oBaHWe HapoaHbIX MENOAWN, afanTUpo-
BaHHbIX A1 COBPEMEHHbIX BOKaJIbHbIX aHCambien 1
COJINCTOB, FAPMOHMYHOE CcoYeTaHMe KnacCuyeckmx
€BPOMNENCKMX CTUIEN C XapaKTePHbIMU KMTaNCKUMU
naZamun 1 pUTMaMu, BbIpPas3nUTeNbHOCTb, SPKOCTb U
3MOLMOHaIbHOCTb My3blKalbHblXx 06pa3o., npuaa-
eT neceHHoMy TBopYecTBy MHb LinHa y3HaBaemoCTb.
Ero couvHeHwus 3aTparnBaroT ryburHbl Ayl cylia-
Tenen, norpyxas Ux B MpekpacHbIn YapyoLwmii Mup
KUTaNCKOWM My3bIKM.

HaunoHanbHble TpaanuLIMKM 3aHUMAOT LLeHTpab-
Hoe mecTo B TBopyeckoM meTtoge VHb LinHa. OHu
NPOSABAAIOTCA Ha PA3/INYHBIX YPOBHSAX — OT BblbOpa
TEMaTVKM M MO3TUUECKOTO COAEpP>KaHWs, A0 CreLl-
NPUKN My3bIKaAbHON GOPMbI U TEXHUKWN UCMOSHE-
HuA. Hanpumep, necHa «[lMoto 3anaay» nocealle-
Ha KpacoTaMm MpoBMHLMK LLI3HbCK, ee yHUKanbHOW
npupoge v Kyabtype. OTMETUM, UTO BCE TPU COUM-
HEHWSA W3 BbILIEYNOMSHYTOW «3anagHou TPUAorum»
oTAn4aroTcs GOpMOM, Menoaunert U CTuneMm, xapak-
TepHbiMu ans JlIéccoBoro naato CeBepo-3anagHo-
ro Kutas n HacblWweHbl KONOPUTOM My3blKaabHOMO
dbonbkiopa npoBuHLMK LL3HbCK.

B necHe «[oto 3anaay» VHb LinH mactepcku co-
yeTaeT 3ByYaHWe TPaAMLMOHHBIX KUTANCKUX MHCTPY-
MEHTOB, TakUX KaK 3pXy W Numna, C COBPEMEHHbIMM
OPKeCTPOBbIMW CPeACTBaMM 3amnajHOEeBPOMNencKon
My3blKW, CO3aBas aTMocdepy BEIMUYECTBEHHOCTU U
rapmoHun. ABTopom cioB BbicTynua Litori FOaHb, a
nepBbIM UcnosHuTenem — Ban XyHsaii. B 2000 rogy
BaH XyHB3# 3aBOEBas C 3TOM NECHEN 30/10TYH0 Me-
fanb B kaTeropuv «HaumoHanbHOe neHne» Ha 9-m

HaloHanbHOM KOHKYpCe MO0AbIX UCMIONHUTENEN.
BrnocnepctBun necHs 3aBoeBana 8-t0 NpemMuio Ha
«[MpoekTe MaTb-oanH» (2001) 1 6poH30BYIO Meaanb
B pamkax npemun China Music Golden Bell Award
(2003). B Tom >xe rogy BaH XyHBaW Takxke noay4um
Harpagy «Jly4Lumin MICNONHWTENb HaLLMOHaNbHOMN nec-
H¥>» Ha nepsoii npemun China Light Music Society
Awards. B 2012 rogy nporpamma CCTV «®3H Xya
o KO3» TpaHCcAnpoBana BEPCUIO NMECHN B COBMECT-
HOM mncnonHeHun Ban XyHsas u Jlto LismnxyHa. B 2020
roay J1to [lausH BHOBb MCMOJIHWA 3Ty NECHIO B MPO-
rpamme CCTV «HauymoHanbHble necHn Kutas». Ha
LePEMOHMM OTKPbITUS KOHPEPEHLIMM XOPOB HaLM-
OHaNbHOW NecHN «HOMANHBb» NpoBMHLMN LL3HbCK
2025 roga Xao JlaHaan n ®3H L3MHbBIM NCNOAHW-
JIN HOBYHO MHTEprpeTaLmIo NecH B CONPOBOXAe-
HWW TEHOPOB N OpKecTpa.

TexcT necHun «Moto 3anagy» Bocco3gaeT Oco-
6EHHOCTN AnanekTa 3anagHbix NPoBUHUMRA (LLU3Hb-
cn, NaHbecy 1 HWHCA), a Takxke CTUAS CNOHEHNSA ne-
ceH «CUHbTAHBIO» (ByKBaNbHO — «By>XAaroLwmii B
Hebe»). Mo cnosam YxxaH Lizbiwy n T. W. baknaHo-
BOMW, 3TN NeCHW «MepesaroT YCTasoCTb U MeNaHxo-
JINFO HOCWABLLMKOB, MePEeHOCUBLLMX TOBapbl B OTAa-
NeHHble pervoHsbl» [5, ¢. 180].

MepBbI pa3gen NecHW NOCBSLLEH NpocnaBe-
HWIO CTpaTernmn pasBuTMA 3anaja — BOCCO3aeT Kap-
TUHY Nepexoja befHbIX CN0eB HaceNeHns 3anasHblX
npoBuHUMI Kntas (JTéccoBoe niato) K c4acTAMBO-
My 6yayuiemy. Bropoi pasgen (NpoBOAWTCA fBax-
Abl) BblpaXkaeT pasoCTb XUTeNen naato nNo noeogy
npeobpasoBaHunin. [ocneaHW pasgen npeacTaBaseT
coboW cokpallleHHY penpu3y nepsoro. B nepsom
n nocnesHeM pasgenax necHn VHb LK ncnonb3yer
BOKaJIbHble NMPVEMbI, CBONCTBEHHbIE «CUHTAHbI» —
dbanbLeT, BMOpaTO 1 OpHaMEeHTaLLMIO, MO3BOASIOLLME
BOMNOTUTb CPEACTBaMU MY3blKM 0Opa3 KPecTbsiHNHA
npoBuHUMK LLsHbCcK. B MHCTpyMeHTanbHOM pasaene
3BYUNUT MENOANA MECTHOM HapOAHON necHn «Tpua-
LaTb N A0 AepeBHK [y», CONPOBOXAEHME KOTOPOW
OCHOBAHO Ha PUTMUYHOM YZape nosicHoro bapaba-
Ha, 4acTo MUCMOJ/Ib3yeMOoro B NOMnyasapHOM Ha 3TOM
Tepputopumn TaHue fiHre. [prUMeHeHe KOMMNO3u-
TOPOM NPUEMOB, CBONCTBEHHbIX My3blKabHOM Tpa-
AMLMN 3anagHbIX NPOBUHLMIA KnTas, momoraet emy
BOCCO3/aTb XyA0XECTBEHHYHO KapTUHY Pa3BUTUSA pe-
FMOHa OT TPaAMLMIA K HOBaLMAM.

MecHa «Bctynas B HOBYHO 3py», CUMBOAU3NPY-
toLLas ONTUMU3M U YCTPEMIEHHOCTb K HOBbIM J,0-
CTUXeHMAM, bblna HanvcaHa B 1997 roay B nepuog,
3HaUMTENbHbIX COLMaNbHO-3KOHOMUYECKMX NPeob-
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pa3oBaHWii B Kutae. Mo3Tnueckunii TeKCT, Co34aH-
HbI L|3sH Kalpy, HanoaHeH NaTpuoTn3mMom 1 Hage-
XZ0W, BblpaxkaeT Bepy B cBeTn0e byayLiee Hauuu. B
HeMm BOCMeBaeTCs TpeTbe NMOKOJeHNe PyKOBOACTBa
cTpaHblt. MNecHs sBaseTcs 06pa3LLOM COUeTaHNs ane-
MEHTOB 3anajHOeBPONENCKON My3blKN (4YTO NOA-
TBEPXAaeT TPaAULMOHHAas Ana Heé 3arneBHO-Npu-
neeBHas ¢opma), N HaLuMOHaNbHOW MY3bIKalbHOM
Ky/bTYpPbl, MPOSABAAIOLLENCA, C OLHOW CTOPOHbI, B
MCMO/Ib30BaHUM MEHTaTOHMKM, Ha KOTOPOWM OCHO-
BaHa TeMa MecHW, a C A4PYyrol — B BOKaJIbHOM Tex-
HWKe, CBOVCTBEHHOW KMTAMCKOMY HaLMOHalbHOMY
CTUAIKO MEHUs.

«LIBETOK TPOCTHMKa» BOMAOLLAET IMPUKY U HEX-
HOCTb, XapaKTepHble A5 MHOTUX Npoun3BeaeHnin Vb
LimHa. MMecHsa BXOAWT B My3blKabHYHO ApaMy «/lHeB-
HKK congata» (2004), B KOTOPOW NOBECTBYETCS O XM3-
HY BoWLLa, Cy>Kalllero Ha rpaHuLEe, U BKIOYatoLwen
NMpUYECKmne N FOMOPUCTMYECKME NCTOPUK. TEKCT nec-
HW Hanucan X3 yHuzto. Micnonb3ys obpas upseTka
TPOCTHMKA KaK CMMBOJIa YMNCTOTbl U KPacoTbl Yeno-
BEUECKMX UYyBCTB, aBTOP pPackpbIBaeT nAero 068K
MeXJy rNaBHbIMW repoaMy, a Takke MOTUBbLI repom-
HW, CTPEMSALLENCA K cBOEMY BO3/1t06AeHHOMY. OcCbl-
naroLmecs 6esble LBEeTbl TPOCTHUKA CUMBOAN3MPY-
FOT TOCKY FNaBHbIX TEPOEB N UX Bepy B t0OOBb.

My3bikanbHas dopma necHu ctpodpuryeckasn (AB)
CO BCTYN/IEHNEM 1 KOZOM. [peTBOpeHme HaLMoHab-
HbIX TPaAMLWI HabaoaeTcs B UCMO/Ib30BaHUM KOM-
NO3NUTOPOM MEHTAaTOHWUKU: BcTynneHue, pasgen A n
Kofa — «TyH» nag, pasgen B — «wxu» nag. Mpocto-
Ta U NCKPEHHOCTb MeNOoAMM AenaroT 3Ty KOMMO3un-

1 TMepBoe nokoneHne— Mao LI33ayH (necHs «BoCTOK KpacHbiIit»),
BTOpOe — [13H CAonuH (necHs «/IcTopma BecHbI»), TpeTbe —
LI3aH LI3smuHb (necHa «Bctynaem B HOBYHO 3py»).

Lo N0BMMON LIMPOKOK ayauTopurelt cayLuatenen,
He3aBMCKMMO OT BO3pacTa 1 CoLManbHOro craTyca.
DNeMeHTbI HaLMOHaIbHOW My3bIKW BCTPEYAOTCS 1
B Apyrux necHax Hb LinHa — «HebecHas gopora»,
«3anasHas necHs o At6BU» 1 «B3rnag Ha ayHy».

Nccnepys ocobeHHocTn neceH NHb LmHa n
aHanM3npys cnocobbl BOMIOLLEHUA B HUX HALMO-
Ha/IbHbIX TPaANLMNA, NPEACTaBAAETC BO3MOXHbIM
PEKOHCTPYMPOBaTb MPOLLECChl, MPOUCXOAsALLME B
COBPEMEHHOW KNTaCKON My3blKalbHOW KybType.
PaboTtbl NHb LiMHa cny>aT BaXKHbIM MCTOYHUKOM
BAOXHOBEHUSA AN MOJIOZbIX KOMMO3MTOPOB U UC-
NONHUTENEN, CTPEMALLMXCA COXPAaHUTb U Pa3BUTb
YHWKasbHble YepTbl HaLMOHaNbHOTO My3blKabHO-
ro nckyccrea. OcobeHHoCTbI0 NpounsseseHuii VHb
LinHa saBnseTca ucnonb3oBaHWe TPAJNLMOHHBIX KM-
TaliCKMX MHCTPYMEHTOB Hapsaay C eBPONeNCKUM CUM-
bOHMYECKMM OPKECTPOM, UTO CO3JaET YHUKAIbHYH
aKyCTMYecKyto cpey, NO3BOIAIOLWYIO CyLlaTeNsaMm
OLyTUTb 6OraTCTBO U MHOroob6pasne KMTanckom
My3bIKaNbHOW Ky/bTypbl. My3bika ero neceH, kak
npaBuio, BKAtOYaeT GONbKAOPHbIE MOTUBbI, YTO
NPUAaET MM HaLMOHaNbHbIA KOJIOPUT U 3MOLMO-
HaJIbHYH BbIPa3nTeIbHOCTb. BokanbHas nnHus y
KOMMO3MTOpa OT/IMYaEeTCA WNPOTON AnanasoHa u
AVNHaMUNYeCKMMM KOHTpacTamu, YTo NO3BOASET UC-
NMOJIHWUTENIO NepesaBaTh ApaMaTUyYeckoe cosepka-
Hve TekcTa. B page npounsseaeHnin npociexmBaeTca
BANSHME 3aMaZHOEBPONENCKOM BOKaIbHOM LIKO-
Nibl, YTO 3aMETHO B Pa3BUTUN MeNoANYeckmx dpas
N UCMONBb30BaHMM CIOXKHbIX BOKaJIbHbIX MPUEMOB.
TeopuectBo VHb LiMHa — npumep ycnewwHoro npe-
TBOpeHMs 6oratbiX HaLMOHaAbHbIX TPAAULMA My-
3blKaNbHOW KynbTypbl Kntas B coBpemMeHHOM BO-
Ka/lbHOM MCKYCCTBE.
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