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Cao Xyigen. Acumijisilisi €BponeicbLKOro 10cBiay B KMTAalChKiil onepi
1980-x pokiB: Mixk Tpaaumiero Ta aBaHrapaoMm (Ha Mmartepiaji omepu Iln
I'yanHanb «Kaap 3a Munyanm»). — KBanidikauilina HaykoBa Ipals Ha IpaBax
PYKOIHUCY.

HaykoBe oOrpyHTyBaHHS TBOPUYOIO MHUCTEIBKOIO MPOEKTY HA 3100YyTTS
TBOPUOTO CTYIEHS JOKTOpa MHCTEUTB 3a cremiaibHicTIo 025 «My3uune
muctenTBo» (ramy3p 3HaHb 02 «KynbTypa 1 mmcreurBo»). — HarionansHa
My3uyHa akazemis Ykpainu iMmedi I1. I. YalikoBcbkoro, MiHICTEpCTBO KYyJIbTYpH
Ta iHdopmaliitHoi nomituku Ykpainu, Kuis, 2023.

AkTyaabHicTh. CyyacHa KuTaliCbKa oOmepa ChOTOJIHI NEPEKHUBAE CTAIII0
JUHAMIYHOTO PO3BUTKY, SKa NOTpedye TIMOOKOro HAyKOBOTO OCMMCIICHHS.
CnafikoeEMHICTh HAI[IOHAJIBHUX TpaJuIliii, Oe3mepepBHE 3aCBOEHHS CBITOBOTO
JOCBIAYy, a TaKOX MOCIIJOBHA MIATPUMKA JEpKaBU Ta EHTY31a3M HOBOIO
MOKOJIIHHS KUTAMCHKUX apTHUCTIB — BCE II€ JIO3BOJIAE CKAa3aTd, L0 Yy TPETHOMY
TacA4omTTI KuTail mimecnpsiMOBaHO IparHe JiAepcTBa Ha TEPEHaX OINEpPHUX

HoBamiii. CphOrojHi BaXKO YSBUTH €001 CBITOBE TeaTpajibHE MHCTEITBO O¢€3

MyapTUMeAiHNX npoekTiB Tan [yna (i€ fF ) abo kxamepHux BuctaB [0

Benbizuna ( 5 3¢ & ). TBopu kutaiicbkux aBaHrapauctiB «HoBoi XxBuii»

BU3HAYAIOTh Hapasl LUIHKA CEKTOp y cepl KOMMO3UTOPCHKUX EKCIEPHUMEHTIB
noyatky XXI cTomiTTs Ta SIKICHO 3MIHIOIOTH BUXIAHY KOH(Irypalir BCEpeIrHi
3aXiTHOTO  OMEpPHOro CBITY. BHacHiZOK TakMX aKTUBHUX KYJIbTYPHO-
IHTErpaliifHUX MPOLECIB MOCTYNOBO (DOPMYETHCA MIAJIOT SIKICHO HOBOTO PiBHS.
Hapasi iinerbcs Bke HE MPO TMOOJWHOKI BUIAAKK 3alO3WYeHh a00 TOYKOBHUX
BIUIMBIB y cdepl MUCTEUTBA, a MPO HIMPOKOMACINTAOHUI pPyX A0 CTBOPEHHS
€IMHOTO KYJBTYPHOTO MPOCTOPY, Maike 10 CUHXPOHI3aIlli Xyd0XKHIX MPOIIECIB.
3a ocTaHHI MIBCTOMITTS MY3MYHO-CLIEHIYHE MUCTeUTBO KuTaro mpoHnuio Kijibka

XBUJb Y CBOEMY PO3BUTKY, OJIHA 3 SKHUX yBIHYalacs TMOSBOI JIPUKO-



MICUXOJIOTIYHOT ONepH €Bpornerchbkoro tumy. llepimnM 3pa3koM LBOTO KaHPY

crana onepa lu I'yannansa (jgYeEg, 1940-1990) «Kans 3a munynum» (“Regret
for the Past”/{f3E, 1981), Hanncana Ha OCHOBI OMOBINAHHSA KJIACHKa KUTAHCHKOI
miteparypu Jly Cinga (8 H/€ f, 1881-1936) «Ckopbota 3a mMuHymum, abdo

3anmcku [[3roansmena» (Regret for the Past — Juansheng’s Notes / {53f—;84

By F 12 (“Shang shi”).

Onepa IlIu I'yanHans Mae Oe3NpeleIeHTHUN piBEHb IOMYJISIPHOCTI Ha
OaTbkiBIIMHI. [[OCTAHOBKU CHEKTAKIIO 3aBXIU CTAIOTh BEIUKOIO KYJILTYPHOIO

NOJII€I0 B KpaiHi. 3 MOMEHTY MpPEeM’ €EPHOrO MOKa3y TBOPY Ha cleHi IlekiHchbkoro

HapoaHoro tearpy (Jk3x A RE|Bx/ Beijing People’s Theater) omepa «XKanb 3a

MUHYJHM» MOCUIa MIIHI TO3ULII] Y My3UYHO-TearpaibHoMy MUcTenTBl Kuraro. Y

Buctasi 1981 poky Opayin yyacTh HalKpailll BAKOHABCHhKI CUJTU KpaiHU — COMPAHO

Inp Croment (Yin Xiumel/Ey35#g) ta TeHop Yen Wxu (Cheng Zhi/f27%). Hose

XYJ0)KHE ocMmucieHHs yipuyHa napama I[llu ['yannans orpumana y 2018 pori
(China National Opera and Dance Drama Theatre). ITig kepiBHHUIITBOM BiJIOMOi Ta

nocBiueHoi pexucepku Yens Beit (Chen Wei) BupasHe TpakTyBaHHS Jajdu CBOIM

obpazam Ban In (E #/Wan Gyin, Zijun) Ta Ban UYyanstoe ( F 4% #i/Wang

Chuanyue, Juansheng).

['onoBHa 4YacTuHa poOOTH MPUCBSYEHA BUSBICHHIO CYYaCHHX aCIEKTiB
xynoxuboro 3anymy omnepu Ilu D'yannans «Xanb 3a MUHYIHM» B acleKTi
B3a€EMOJIIi HAIIOHAILHUX Ta €BPOINMEUCHKUX MY3WYHHX Tpaauiii. Y poboTi
MOCJIIIOBHO BUBYAIOTHCA KAHPOBO-CTUIICTUYHI O3HAKH JIIPUKO-TICUXOJIOTIYHOT
Olepy, TPAKTOBAaHOI 3 ypaxXyBaHHSM 3aXiJTHOEBPOMECHCHKOTO TEaTPabHOTO
JOCBIy Ta choenu(piyHuX OCOOJMBOCTEH  HAI[IOHAIBHOTO  KUTAHCHKOTO
MEHTAITETY.

Y poboTi Big3HAYa€ThCA OCOOIMBA ICTOPUYHA POJIb, SKY BIJIIrpaB
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komno3utop Illu I'yanHanb y QopMmyBaHHI CydacHOI HaMITPU KUTANCHKOTO
ornepHoro MucrenrBa. BaxknuBoro € Te3a mpo Te, mo Ilu ['yanHans €
NpPEJCTAaBHUKOM HOBOTO TIOKOJNIHHA MY3UKaHTIB, sKi 3700yJld OCBITYy Ha
OaThKiBIIMHI Ticis 3acHyBaHHS HoBoro Kurtar. ¥ poOoTi MiIKpeCIIOEThCA, 110
nomituyHa ictopis Kwurtato Oyma ICTOTHUM YHHHHMKOM, IO BIUIMHYB Ha
dopmyBanHs ocobuctocti Ta TBOpuicTh Il ['yannaus. Kommosutop *uB y
€NO0Xy TaKuX COLIAJIbHUX IMOTPACIHb, KOJM Ha KapTy OYyJO IOCTaBJIEHO IOJIIO
Harii. Y 1970-11 poxu came tBopH lllu I'yanHaHns BucIOBWIM HAcTpoi JIOJEH,

iXHIO palicTh y 3B'SI3KYy 13 HACTaHHSM HOBOTO 4acy — «EMOXHU BIAKPUTOCTI Ta

pedopm» (R ZEFFHh). [oaiOHo 10 OLIBIIOCTI MATPIOTIB, KOMIIO3UTOP 3 BEIUKUM

€HTY31a3MOM OpaB aKTUBHY y4acTh y p030y/I0BI HOBOTO CYCIUIBHOTO YCTPOIO Ta
ineosorii cBoei kpairy. Moro My3udHi TBOPH HaIUXaNHCs HALIOHATBHAM JTyXOM.
[laTpioTnuHi 3a 3MicToM BoKajibHI TBOopu Illm ['yaHHaHs Maiu BelnyesHe
3HayeHHs y Kurtai — BOHM 3’SBWJIMCS Ha IIKY CBOI'O 4acy Ta KOHLEHTPOBAHO
BHUpaXKaJIM HAMAKTyaJIbHIIII 3alUTH CYCIIbCTBA.

VY HaykoBOMY OOIpyHTYBaHHI 3a3HavaeThes, o [Iu ['yanHaHb mOCIi1I0BHO
HIIOB 710 BTIJIEHHS] CBOT'O FOJIOBHOI'O MUCTEIBLKOTO 33yMy — OIEpU Ha KIACUYHUM
ctoxkeT Jly Cins «Kanp 3a Mmunynum». Onepa ctaia OpraHiuHUM IPOJOBKEHHSIM
Ta pe3ynapraToM OaratopiuHoi mpaktuku Illu ['yannans y kamepHoO-BOKalIbHIN
chepi. Kommoszutop mimiiimoB [0 >KaHPy OMNEpU CHOPABKHIM MalCTpoM —
JIpaMaTypromM, 3a IUieunMa sikoro Oyia BucokompodeciiiHa TexHiuHa 0asza Ta
pi3HOMaHiTHMI TBOpuMii jocBim. Moro TBip CTaB CTapTOM y 3aCBOEHHI
KUTaChbKUMU MYy3WKaHTaMU TJIMOMHHHUX 3aKOHIB 3aX1JHOEBPOIEHCHKOTO TEaTpy.
Haromomryetscst, mo yHikanbHicTh onepu 1Iu I'yannans «OKanp 3a MUHYIUM»
MoJIATa€ HE JIUIIE y TOMY, 10 BOHAa OPTaHiuyHO yBiOpana B cebe €BpONEHCHKY
Tpaaullilo, ajie 1 y TOMy, 110 BOHA 3MOTJjia 30eperTy HallloHaJIbHy CaMOOYTHICTb.
Jlo noBaropchkux BinkpuTTiB Illu 'yanHaHs yBa)kKHO HpUCTyXanucs HE JIMLIE
CTapill KOJEer", ajge W CTyAeHTChbKa MOJOIb — Ti, KOMY B HEJAJICKOMY

MaiOyTHHOMY HaJEXKHUTh CHOPMYIIOBATH €CTETHYHI MOJOXKeHHA pyxy «HoBoi



XBUJII.

CnemianpHy yBary B poOOTI MNPUAUIEHO TMOCTAaTi BHAATHOTO MMTIIS
kuTaicekoi niteparypu — Jly CiHs, HOro XymoxHIM 3100yTKaM Ta HOBAIIisIM.
[pYHTOBHO BHMBYAIOTHCS OCHOBHI YHMHHUKH, IO BHM3HAUWIM OCOOJMBOCTI
cBiTOCTIpUMHATTS Ta ectetnuHl norisiau Jly Cinsg, mpoaHami3oBaHl XyI0XKHI Ta
nyOMIIUCTUYHI TBOPH MUChMEHHHUKA 3 MOTJISAAY IXHBOTO 3B'A3KY 3 €BPOINEHCHKOIO
JiTeparypHoro Tpaauiieto. Baxiusum acriektoMm TBopuocTi Jly CiHsl, Ha sikoMy
HaroOJIONIYETHCSI B pOOOTI, € MPOCBITHUIIbKA Ta CYyCHUTHHO-TIOTITHYHA MisUTHHICTD
nucbMeHHUKa. BimMmivaerbes, mo Jly CiHp IIkaBUBCS Mapkcu3MoM 1 OyB
pPeIaKTOpPOM KUIBKOX JIIBUX KHTaMChbKUX XKypHaiB. Bix 1918 poky Jly Cinb craB
OHUM 13 1HiIiaTopiB «PyXy 3a HOBY KyJbTypy». Biaroai cBoi poOOTH BiH
NOYMHAE NUCATH Ha OaiiXya — HOBOIO NMHCbMOBOIO KUTAlCHbKOIO MOBOIO, JYXKE
HaOMMKEHOIO0 10 po3MoBHOI. KpiMm Toro, JIy CiHb BBIB O KHUTalChKOI JIITEpaTypu
Majl (OpMH — HAPHUCH, €CE, — a TAKOK 1HILI MPUHOMH Ta 0COOJIMBOCTI, XapaKTEPHI
JUISL €BPOIEUCHKOI MIKOJU. SIK OJMCKYyYyuid MaiicTep KOpPOTKOTro omnoBijaHHsa Jly
CiHb MalCTEpHO BHUCBITIIOBaB HarajibHI MPOOJEMHU CBOIO 4acy, BUKPHBAIOYU
cColllaJibHI Baau Toro4yacHoro cycmniibcTBa. CrokerHa mpoza Jly Cins
BIJIPI3HSETHCS CBOEPIHICTIO CTHJIIO Ta 0ararcTBOM JYyIIEBHUX TOHAJIbHOCTEM.
BinbHO BonoaiouM 0arato0apBHOIO TaMOK TYMOPUCTUYHUX Ta 1POHIYHUX
BinTiHKIB, Jly CiHb CTBOpPHB SCKpaBli Ta camMOOyTHI TOPTPETH PI3HOJIUKHUX
MEUIKAHIIIB CTApUX KUTAUCHKUX CLJI 1 MICT.

Bubip llu I'yannanem onosiganss Jly Cina «CkopboTta 3a MUHYJIHM, 200
3anucu 1[3r0aHbllieHay SK JIITEPaTypHOrO MEpIIOPKEpeNna CBO€i omepu OyB
3YMOBJICHUH IJIOI0 HU3KOI (DaKTOpiB, BaXJIUBY POJIb CEpel SIKUX BiIirpania
COIIAJIBHO-TPOMAJIChKa CUTYyallisl, 0 paauKalbHO 3MiHUIacs B KpaiHi. TBip Jly
CiHs HaWBUIIOI MIPOIO BIAMOBIJaB HOBUM COIialbHUM 3anmuTaM 4yacy. [u
['yaHHaHb Haue MOYYB «3BYK» CBO€i €MOXHM Ta MalCTEpHO BIANOBIB HAa KOro
«BiOpamiroy. B omoBiganni Jly CiHf My3WKaHT 3HAWIIOB 1 MacmTad
npoOIeMaTHKH, 1 cCaMOOYTHICTh 00pa3iB, 1 IITMOMHY KOH(DITIKTY.

[Toxiono mo Jly Cins, sikuii TBopuB y aApamatwuni 1920-1 poxu, Ilu
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['yaHHaHb — MpEeACTaBHUK IHILOrO, ajge BKpail OJM3bKOro 3a AyXOM 4acy, 3Mir
NIJHATA Ha IIUT IIHHICTH JIOJACHKOrO KUTTA. KoMmosutopy Bramocsi 3HaWTU
€MHY Ta BUpa3Hy (opMy BTUICHHS HaWOUIbII 00MI0U0T MPOOJIEMH KUTAHCHKOTO
CYCHJIbCTBA — HEMUHYYOCTI OCOOMCTOI Tpareaii y MPOTUCTOSHHI 13 CYCHiJIbHOIO
dbeomanbHO-po0BOI0 MOpaiuTio. OOCIT €TUYHUX TOHSTH, 3aKIAJCHUX Y CIOXKETI
onoBimanns Jly CiHs, 3 HaIIUMIIKOM BUYEPITYBaB MOTPEOW CY4acHOTO COIIyMY.
Omnepa u I'yannans ta onosiganus Jly Cins, po3/ijeH1 4aCOBOIO JUCTAHINEIO Y
MOHAJT 1T’ ATJAECAT POKIB, OMMHIIIACS HA MKy XBUJII CBOTO Jacy.

Y po6oTi HaAroJomyeThCs, MO CIOKET He OyB 3aJyMaHUN aBTOpAMH SIK
pomaHTH4HA icTopis koxaHHsa. HaTomicTs, 1 JIy Cinb, 1 lllu I'yanHans HaBMUCHO
aKTyasli3yBaJM €JIEMEHTH 1ICTOPUYHOI JOCTOBIPHOCTI Mij Yac BIATBOPEHHS 00pas3iB
Ta aTMOc(epy TOro4acHOIrO CYCHUIbCTBA. TakUM YUMHOM, onepHuil npoekt Illu
I'yannansa «Kanp 3a munynum», npucBsyeHuid 100-piunomy roBuiero Jly Cing
(1981), 3 ogHoro OOKYy, CTaB 1HAUKATOPOM «JIOOM BIIKPUTOCTI», a 3 IHIIOTO, —
choKyCyBaB I'pOMAJICbKy AYMKY Ha BIYHUX IIHHOCTAX BITYM3HSHOI JIITEpaTypu
XX CTOMITTS.

B3aemuHu ABOX rosioBHUX repoiB TBOpY — L{3toanbiiena ta L{3ui3ions — €
ueHTpoMm Apamaryprii onepu «XKanp 3 munynum» Illu I'yannans. OOwunsa
HaJieXajau JI0 TMOKOJIHHSA, Mo Oyjao MpoOyJIKeHE XBUJICI HOBOI KYJIbTYpH.
Mounogicte repoiB 30irmacs 3 TpariyHUMHU nofismu «Pyxy 4 TpaBHs». Biabin
TOTO, iXHIA COK3 OyB MOYACTH MOPOJKEHMH BIUIMBOM LBOro pyxy. IcTopis,
po3ka3zaHa Bij mepiioi ocodu — l[3roaHbllieHa, € JApaMaTHYHOK PO3MOBIIIIO 1
KasITTsIM rosioBHOTO Teposi. llentpansna mnocrate omoBimanns Jly Cias —
iHTenekTyan 1920-x pokiB, HOro Mpii mpo camopeanizaiiio Ta 0axaHui crnocio
KUTTS OOYMOBJIEHI HOBUMH 1J€SIMHU, SKHX MparHylia MOJOJb IIbOTO TEPIOfy.
[[3umBtoHs yocoOt0e €000 o0pa3 KIHKH, 10 37aTHA KUHYTU BHKJIUK
naTpiapxajibHUM 3acajaM cycrninbcTBa. PomanThuHi B3aemMuHu [[3u13I0HBb Ta
[[3roanbllieHa TIEPETBOPUIIUCS HA ICTOPIS CTOCYHKIB JIFOJCH, $KI BUPIIIMIA
posipBaTu 3 (peoarbHUMU 3a0000HaMH Ta CTBOPUTH JICI0 HEUMOBIPHE JIJIsI TOTO
yacy — BUIbHY ciM’to. OOuaBa mparHyid A0 JE€MOKparTii Ta Haykd, Oa)karouu
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BUIBHOT'O Ta 6€3yMOBHOr0 KoXaHHs. OJIHaK )KOPCTOKE rPOMaJIChbKe 3aCyPKEHHS Ta
COIllajibHI TMEPEelIKOIU TMPHU3BEIN JO0 HENepeOOpHUX TPYIHOIIB Y KUTTI
3aKOXaHOI Mapu.

30cepeKeHHsT Ha BHYTPIIIHBOMY CBITI T'€pOiB 3YMOBIIIOE BCIO MY3HYHO-
CIICHIUHY CTPYKTypy orepH, Tomy «OKamb 3a MUHynuM» mo30aBieHa 3BUYHOI
BUJIOBUIITHOCT] Ta SCKPAaBUX 30BHIMIHIX €(PekTiB. Y poOOTI HArOJONIYETHCS HA
MPIOPUTETHOMY 3HAYCHHI IS KOMIIO3UTOpa 3J00YTKIB 3axXiJHOEBPOMEHCHKOL
JIPUKO-TICUXOJIOT1UHOT orepH, 30kpeMa Tpanuiii [1. Mackansi, k. [lyyuini Ta
K. MaccHe. YHUKaIOUM pOMaHTUYHOI 1/1€ajTi3allii CBOIX MEPCOHaXIB, KOMIIO3UTOP
MaKCUMaJbHO TMPaBIUBO, Ha KIITAIT PEATICTUYHOIO MUCTEITBA, BUPIIIUB
NepeIaTh CYyTHICTh HEBUPIIMIEHUX COLIAIbHUX MPOTHUPIY, SIK1 371aMaJIH KUTTS KOT0O
repoiB.

OcobmuBictio TBOpy Illm ['yaHHaHs € opraHiuHe NO€JHAaHHA B OINeEpi
NPUHIUIIB JIIPUYHOI Ta emiyHoi Apamatyprii. IIpucyTHiCTh y nii ApyropsiaHOi
napu TIEpPCOHaXIB CTBOPIOE BHpa3HEe OOpaMIIEHHS TOJOBHOI — JIPUKO-
MICUXOJIOTIYHOT — JiHIT po3noBiAl. BucnosmoBanns CniBaka Ta CriBauku Bij
MOYaTKy ONEPHOTO CIOKETY CYNPOBOKYIOTh ICTOPIIO B3a€MHUH repoiB. Y iXHIX
apio30 YacTo MICTUThCA OLIHKa abo mnepeadauyeHHd MaillOyTHIX MOJIM.
[TinkpecntoeTbes, 0 HaWBaXIMUBIMIA (QYHKIlS APYropsaHUX oOpasiB MoJsITae y
TOMY OCOOJMBOMY €MOIIIHHOMY e(deKTl, KU BUHUKAE BHACTIOK COJBHUX
BHCJIOBIIIOBAHb TE€PCOHAXKIB-KOMEHTATOPIB. 3 SBISIIOYNCH PETYISAPHO, a He
emizoguuHo, CmiBak Ta CriBayka CTarOTh, YMOBHO Ka)Ky4M, HOCISIMH «O3HaK
MaiOyTHHOTO». SIK HACHIJOK, TaK 3BaHI €MiYHI «yMOBUIBHEHHS» CIOXKETY MaloTh
NPSIMO MPOTHIIEKHY 110 — CTIMKE HATHITAaHHS TPariyHoro (iHay.

VY poOoTi Big3HAYA€THCA, 1O BCl MeTaMOpdo3H, SKUX 3a3HAIOTh TOJOBHI
repoi omnepu — [[BuiBioHs Ta [[3t0aHblieH, BIAOYBAIOTHCA BHUKIOYHO Y
BHYTPIIIHIN IUIOMIMHI CIOXKETY — 30BHIIIIHI 3MIHU 3Be/IeH] 10 MiHIMyMYy. [IpocToTa
Ta EKOHOMIYHICTh XYJOKHbO-JEKOpPAIIfHOTO O(OPMIICHHS CYTTEBO 3HU3WIH
pIBEHb CKJIQJHOCTI TOCTAaHOBKHM orepu «OKainb 3a MHUHYIMM» Ta CHPUAIU 1l

BEJIMKI{ MOIMYJIIPHOCTI B KpaiHI.



VY BHCHOBKax HAayKOBOr0 OOIPYHTYBaHHSI Y3arajlbHIOIOTHCA pe3yJIbTaTH
JOCIIDKEHHSI 1 pOOMTHCA AaKIEHT Ha CHAJKOEMHOCTI TBOpuMX MomykiB [lu
['yannans ta aBanrapauctiB «HoBoi xBumi». My3nuHa napamatrypris omepu
«Kanp 3a MUHYJIMM» CTajla HOBAaTOPCHKUM SIBUIIEM B 1CTOPii KHUTANCHKOIO
MY3UYHOTO Te€aTpy OCTaHHBOI TPEeTUHU XX CTOMITTA. Y TBOpI BIEpIIE TOJOBHA
JiHIS KOH(MIIKTYy HaOyna Takoro KOHIICHTPOBAHOro BUpaxeHHS. OKpiM TOro,
NEPCHEKTUBHUM BIJKPUTTSAM KOMIIO3UTOPA CTaJl0 BUSBICHHSA YHIKAJIBHOIO
BUpPa3HOro IMOTeHLiany ¢eHoMeHa KamepHocTi. O3HaueHi HOBAIlll My3WYHOI
npamatyprii onepu «Kanb 3a MUHYJIUMY» OYIyTh 3TOJJOM PO3BUHEHI Y KaMEPHUX
orepax KOMIIO3UTOPIB HACTYIMHOTo nokoJiiHHg — Tan [yHa, ['o Benbizina, Yxoy
Croemi, Bens Jlenina, [{roit CsiocyHa Ta 1HIIMX.

KiiouoBi ciioBa: cyyacHa KuTalcbka Oomepa, JIPUKO-TICUXO0JIOT14YHA JApamMa,
HalllOHAJIbHA TPaJuIlisl, «emoxa BiAKpUTOCTI Ta pedopm», Jly CiHb, xaHPOBO-

KOMIIO3UIIIi{Ha MOJI€JIb €BPOIEUCHKOI ONEpH.
SUMMARY

Xiao Huiwen. Assimilation of the European experience in the Chinese
opera of the 1980s: between tradition and avant-garde (based on Shi
Guangnan's Opera “Regret for the Past”). — Qualifying scientific work on the
rights of the manuscript.

Scientific substantiation of the creative art project for the degree of Doctor
of Arts in the specialty 025 “Musical Art” (field of study 02 “Culture and Arts™).
— Ukraine National P. Tchaikovsky Academy of Music, Ministry of Culture and
Information Policy of Ukraine, Kyiv, 2023.

Relevance. Today, modern Chinese opera is experiencing a stage of
dynamic development that requires deep scientific understanding. The inheritance
of national traditions, the continuous assimilation of world experience, as well as
the consistent support of the state and the enthusiasm of a new generation of
Chinese artists — all this allows us to say that in the third millennium, China
purposefully seeks leadership in the field of opera innovations. Today, it is
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difficult to imagine world theater without the multimedia projects of Tan Dun (1&

j&) or the chamber performances of Wenjing Guo (5§37 & ). The compositions of

Chinese avant-garde artists of the "New Wave" currently define an entire sector in
the field of compositional experiments of the beginning of the XXI century and
qualitatively change the original configuration within the Western opera world.
As a result of such active cultural integration processes, a dialogue of a
qualitatively new level is gradually being formed. Currently, it is no longer about
isolated cases of borrowing or point influences in the field of art, but about a
large-scale movement towards the creation of a single cultural space, almost to
the synchronization of artistic processes. Over the past half century, Chinese
music and stage art has gone through several waves in its development, one of
which culminated in the appearance of European-style lyrical and psychological

opera. The first example of this genre was the opera "Regret for the Past" by Shi

Guangnan (3 Y¢ g, 1940-1990) (#53i#f, 1981), written on the basis of the story of
the classic of Chinese literature by Lu Xun (& 1/€ 3@, 1881-1936) "Regret for

the Past _ Juansheng's Notes / 53— 384 1y Fi2 ("Shang shi").

Shi Guangnan’s opera has an unprecedented level of popularity in his
homeland. Performances of the play always become a major cultural event in the

country. Since the premiere of the composition on the stage of the Beijing

People's Theater (4t 5x A RRRIIBx), the opera "Regret for the Past" has taken a

strong position in the music and theater art of China. The performance of 1981

featured the country's best performers — soprano Yin Xiumei (g} 35#g) and tenor

Cheng Zhi (#8 7&). Shi Guangnan’s lyrical drama received a new artistic

interpretation in 2018 (China National Opera and Dance Drama Theater). Under

the guidance of the well-known and experienced director Chen Wei, Wan Ying (



F 25, Zijun) and Wang Chuanyue (F4£#, Juansheng) gave their characters an

expressive interpretation.

The main part of the work is devoted to the identification of modern aspects
of the artistic conception of Shi Guangnan’s opera "Regret for the Past" in the
aspect of the interaction of national and European musical traditions. The work
consistently studies the genre and stylistic features of the lyrical and
psychological opera, interpreted taking into account the Western European
theatrical experience and specific features of the national Chinese mentality.

The work notes the special historical role played by the composer Shi
Guangnan in the formation of the modern palette of Chinese opera art. An
important thesis is that Shi Guangnan is a representative of a new generation of
musicians who were educated in their homeland after the founding of New China.
The work emphasizes that the political history of China was a significant factor
that influenced the formation of Shi Guangnan’s personality and creativity. The
composer lived in an era of such social upheavals, when the fate of the nation was
at stake. In the 1970s, it was Shi Guangnan’s compositions that expressed the

mood of the people, their joy because of the onset of a new era — the "era of

openness and reforms" (24 k). Like most patriots, the composer took an

active part in building a new social system and ideology of his country with great
enthusiasm. His musical compositions were inspired by the national spirit.
Patriotic in content, Shi Guangnan’s vocal compositions were of great importance
in China — they appeared at the peak of their time and concentratedly expressed
the most necessary demands of society.

In the scientific discourse, it is noted that Shi Guangnan was consistently
approaching the realization of his main artistic idea — an opera based on the
classic story of Lu Xun "Regret for the Past". The opera became an organic
continuation and result of Shi Guangnan’s many years of practice in the chamber
and vocal field. The composer considered the genre of opera as a real master-

playwright, who had a highly professional technical base and diverse creative
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experience behind him. His composition was the start of Chinese musicians'
assimilation of the deep laws of Western European theater. It is emphasized that
the uniqueness of Shi Guangnan’s opera "Regret for the Past" lies not only in the
fact that it organically absorbed the European tradition, but also in the fact that it
was able to preserve its national identity. Shi Guangnan’s innovative discoveries
were carefully listened to not only by senior colleagues, but also by young
students — those who in the near future would have to formulate the aesthetic
principles of the "New Wave" movement.

The work pays special attention to the outstanding artist of Chinese
literature — Lu Xun, his artistic achievements and innovations. The main factors
that determined the peculiarities of Lu Xun’s worldview and aesthetic views are
thoroughly studied, the literary and journalistic works of the writer are analyzed
from the point of view of their connection with the European literary tradition. An
important aspect of Lu Xun’s work, which is emphasized in the paper, is the
writer's educational and socio-political activity. It is noted that Lu Xun was
interested in Marxism and was the editor of several left-wing Chinese journals.
From 1918, Lu Xun became one of the initiators of the "New Culture Movement".
Since then, he begins to write his works in Baihua, a new written Chinese
language that is very close to spoken Chinese. In addition, Lu Xun introduced to
Chinese literature small forms — essays — as well as other techniques and features
characteristic of the European school. As a brilliant master of the short story, Lu
Xun expertly highlighted the pressing problems of his time, exposing the social
flaws of the society of that time. Lu Xun’s narrative prose is distinguished by its
originality of style and richness of soulful tones. Freely possessing a multi-
colored gamut of humorous and ironic shades, Lu Xun created bright and original
portraits of diverse inhabitants of old Chinese villages and cities.

Shi Guangnan’s choice of Lu Xun’s story "Regret for the Past, or
Juansheng's Notes" as the literary primary source for his opera was determined by
a number of factors, among which the socio-public situation, which had radically

changed in the country, played an important role. Lu Xun’s composition met the
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new social demands of the time to the highest degree. Shi Guangnan seemed to
hear the "sound" of his era and expertly responded to its "vibration™. In Lu Xun’s
story, the musician found both the scale of the problem, the originality of the
images, and the depth of the conflict.

Similar to Lu Xun, who worked in the dramatic 1920s, Shi Guangnan, a
representative of a different but extremely close time in spirit, was able to raise
the value of human life to the shield. The composer managed to find a capacious
and expressive form of embodying the most painful problem of Chinese society —
the inevitability of personal tragedy in the confrontation with social feudal and
ancestral morality. The scope of ethical concepts embedded in the plot of Lu
Xun’s story more than exceeded the needs of modern society. Shi Guangnan’s
opera and Lu Xun’s stories, separated by a time distance of more than fifty years,
were at the peak of their time.

The work emphasizes that the plot was not conceived by the authors as a
romantic love story. Instead, both Lu Xun and Shi Guangnan deliberately
actualized elements of historical authenticity while reproducing the images and
atmosphere of contemporary society. Thus, Shi Guangnan’s opera project "Regret
for the Past", dedicated to the 100th anniversary of Lu Xun (1981), on the one
hand, became an indicator of the "“era of openness”; and on the other hand,
focused public opinion on the eternal values of domestic literature of the XX
century.

The relationship between the two main characters of the composition —
Juansheng and Zijun — is the center of the drama of the opera "Regret for the Past"
by Shi Guangnan. Both belonged to the generation that was awakened by the
wave of new culture. The youth of the heroes coincided with the tragic events of
the May 4th Movement. Moreover, their union was partly born out of the
influence of this movement. The story, told in the first person — by Juansheng, is a
dramatic story and the protagonist's remorse. The central figure of the story, Lu
Xun, is an intellectual of the 1920s; his dreams of self-realization and the desired

way of life are conditioned by the new ideas that the youth of this period sought.
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Zijun personifies the image of a woman who is able to challenge the patriarchal
foundations of society. The romantic relationship between Zijun and Juansheng
turned into the story of the relationship of people who decided to break with
feudal superstitions and create something incredible for that time — a free family.
Both aspired to democracy and science, wanting free and unconditional love.
However, severe public condemnation and social obstacles led to insurmountable
difficulties in the life of a couple in love.

Focusing on the inner world of the characters determines the entire musical
and scenic structure of the opera, therefore "Regret for the Past" lacks the usual
spectacularity and bright external effects. The work emphasizes the priority value
of the achievements of Western European lyrical and psychological opera for the
composer, in particular the traditions of P. Mascagna, G. Puccini and J. Massenet.
Avoiding the romantic idealization of his characters, the composer decided to
convey the essence of unresolved social contradictions that broke the lives of his
characters as truthfully as possible, like realistic art.

The peculiarity of Shi Guangnan’s work is the organic combination of the
principles of lyrical and epic drama in the opera. The presence in the action of a
secondary pair of characters creates an expressive framing of the main — lyrical
and psychological — narrative line. The expressions of the male Singer and the
female Singer from the beginning of the opera plot accompany the story of the
characters' relationships. Their arioso often contains an assessment or prediction
of future events. It is emphasized that the most important function of secondary
characters lies in the special emotional effect that arises as a result of the solo
statements of the characters-commentators. Appearing regularly, rather than
sporadically, the male Singer and the female Singer become some kind of bearers
of "signs of the future”. As a result, the so-called epic "slowdowns" of the plot
have the exact opposite effect — a steady build-up of the tragic finale.

The work notes that all the metamorphoses experienced by the main
characters of the opera — Zijun and Juansheng — take place only in the internal
plane of the plot — external changes are kept to a minimum. The simplicity and
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economy of the artistic decoration significantly reduced the level of complexity of
the production of the opera "Regret for the Past" and contributed to its great
popularity in the country.

The conclusions of the scientific substantiation summarize the results of the
research and emphasize the continuity of the creative pursuits of Shi Guangnan
and the vanguardists of the "New Wave". The musical dramaturgy of the opera
"Regret for the Past" became a pioneering phenomenon in the history of Chinese
musical theater in the last third of the XX century. In the composition, for the first
time, the main line of the conflict acquired such a concentrated expression. In
addition, the composer’s promising discovery was the discovery of the unique
expressive potential of the chamber phenomenon. The marked innovations of the
musical dramaturgy of the opera "Regret for the Past" will later be developed in
the chamber operas of composers of the next generation — Tan Dun, Wenjing
Guo, Ye Xiaogang, Qu Xiao-Song and others.

Key words: modern Chinese opera, lyrical and psychological drama,
national tradition, "era of openness and reforms”, Lu Xun, genre and

compositional model of European opera.
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