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Hymaio, Hlocrakosuu 6171011 B BocTOpre

ITpuexas B Kurait, 51 obHapyMmiia 3nech HEBHAMMOE MJIPOBOMY Ma3y »KHMBOE M MCKPEHHee pa3BHTHe TPaiuiMi
Halllero BeJIMKOro cootevectBeHHHKa M. JIM.IloctakoBuya. flroBopio 00 OZHOM H3 BeAYLUHMY KOMIIO3HTOIOB
Kuras , onsiTHoM Mactepe Ban Pu-nnne u eno 3cumdonnu. Coronpefocayiyio, 2 ciMPoHUIO OH BOOOLLE TIOCBSITHIL
namstu llofiakosuua, a B 3cumdonnu man passurve tpapuynit IlloflakoBrya BTakOM HarmpaBreHMH, KOTOPOTO B
naumHe HeT B MomuBe 4 6, Jlenuurpane. Eciiu Poccust B ocHOBHOM KyJssTHBHpYeT “MelsienHouo 1llofakosuua”, To
KHTafiCKHil aBTep IPOLOJIBIHII JIMHHUIO HETIPEKJIOHHOYO, ‘BoeHHOGapaGanHouo IlloctakoBHua, KOTOpasi BOBOE BpeMsi
notpsienia Becb Mup. B 3 cumbonuu Ban Cu-muma ects Ckepyo, Jime uped BHPTYO3HAJIMYDA OPKECTPOBLIMH
YPYINaMid B CTepeo-NPOCTPAHCTBE, C COJMPYIOIIMM MaMmaM GapaGaHOM H HallOPHCTBIM HapaCTAHHJIM UpYIILL
yIapHiy. Mysbbica HOCTHYA€T TAKOYO YPO3HOYO OPKECTPOBOUO GliecKa, oTkortopoyo Im.[ M. (a 6uia ¢ HuM
3Hakoma) OIL71 611 B BocTopye. Takoit My3bikd s HH Y KOYO He CIbbIuama. MaTa IHHAEMHKA OKpPy»€Ha B CHMGEHUH
YIyGOKHMH ** pasMUCHMpe-HUAMH = JOJIIY MeJIONuMil/aBTOP-NIPeKPacHbii MECOLUCT ), MNEpeXONsUMX TOB
HAMPSPKEHHYIO JIABY COBDEMEHHOH COKODHKH, TOB OpHpHHAJIbHIE cojio ( duialloJierl BHOJIOHLUIM C aJIbTOBOM
dneiiroit) . [Tonymasoch; oTKysa 1e 6beT ToT ¢ouTan ymnapuux? M suuty no TV:cnopTusHas apena, Ha KOTEpPOH
TUCAJIM JIONEH MayHJIeCKH-PITMHJIHO YIApsAIOT B TUCIUIH GOpaGaHoG-KuTaMckas TpamuyHsi! A OTKyHa —TeleHHI
menonuii? KoHeuHo e, nosune kan TuieHn, Jlafikosioyo, Paxmannnosa, [TpokodreBa nepereksm Eepes yoprue
xpe6ri, Kurtasn, 06BeIMHUB TpayurieCKue Cyablll Ibyy BeJIMKHY Hapono6. Xoreioch 61, prod MHp YCJULLLAJ 3TY

HEBEIIOMYIO €My MY3IKY .

B. H. Xosnonoga,
npod. MoCKOBCKO# KOHCepBa TOPHM

ITekun, 18 nosiopn 1992



I THINK SHOSTAKOVICH
WOULD HAVE BEEN ECSTATIC

As soon as I came to China, I found here the genuin and vivid development of the tradition of our great
composer Dmitri Dmitrivich Shostakovich, and this development has not been known by the world’s musical
circles Here 1 mean one of the leading composers of China, the experienced master Wang Xilin and his
Symphony No. 3 op. 26. His previous Symphonic two poems op. 22 is, in fact, dedicated to the memory of
Shostakovich, but in his Symphony No. 3 he developed the tradition of Shostakovich, which there is no trace at
all in Moscow and Leningrad now days. If we say, Russia, on the whole, had cultivated a “slow” Shostakovich,
then this Chinese composer of Symphony No. 3 has continued the line of an inflexible and “drum—beating”
Shostakovich, this line at his time had astauned the whole world. In Wang Xilin’ s Symphony No. 3 there is
scherzo, where parts of the orchestra in stereo—space play masterly with one small drum (which plays the solo
part) and several energetic, intensifying groups of percussion. The music reaches such orchestral glorious
brilliance that Shostakovich (I knew him personally) would surely have been ecstatic. I myself have never heard
such music written by any other composer. This dynamics in Symphony No. 3 are full of long melodies of deep
“meditation” (author is himself a wonderful melodist) that turn now to lava of contemporary sonorics, now to
original solo (flageolet cello with alto—flute) I thought: what is the source of this fountain of pulsatile
instrumens? | saw in the TV: at a sports ground thousands of people in magical rhythm beating thousands of
drum—well, that is the tradition of China! And where the stream of melodies comes from? Obviously, the long
line of cantilina of Tchaikovsky, Rakhmaninov and Prokofiev, have flowed across the mountain ridge, united the

tragic fortunes of the two great nations. How I wish the whole world could hear this is has never heard before.

V. N. Kholopova
Professor of Moscow Conservatory

Beijing 18, Nov. 1992
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Wang Xilin and His Composition

Wang Anguo
Tr. by Tang Yating

Wang Xilin, whose family comes from Jishan. Shanxi Province, was born in 1937. He spent his childhood
with his family headed by a former official in Pingliang, a remote poverty-stricken area in Gansu Province.
Influenced by his brother, he studied literature and at the age of 11 wrote his poems and essays for Fuyou Bao,
a newspaper in Shanghai. In addition, music fascinated him to such an extent that he learnt the organ and
Western notation at a Christian missionary primary school in Pingliang. In 1949, he left home to join a
Communist army art troupe which happened to pass his home town. In the troupe, he successively taught himself
elementary music theory, the Chinese hugin fiddle, the accordion, brass instruments, and techniques of
instrumentation and arrangement for small bands. Only in 1955, when he was sent to a school for military band
conductors run by the PLA Central Committee, was he exposed to Western classical music. Two years later he
. graduated from the preparatory school for teachers in Shanghai. There, he had private lessons with Mao Yuren
(solfeggio) , later professor at the Shanghai Conservatory, and with Lu Hong-en (piano), late conductor of the
Shanghai Philharmonic Orchestra. Six months later, he was admitted to the Shanghai Conservatory, (and
studied with such professors as Liu Zhuang, Ding Shande, Qu Wei, composition), Chen Mingzhi (polyphony
and fugue), Qian Renkang (music analysis), and Tan Bing-ruo (Western music history). During his studies at
the Conservatory, he wrote the First String Quartet (Op. 1, 1961) and the first movement of his First
Symphony (Op.2, 1962), the latter being his graduation work guided by Qu Wei. Wang Xi-lin became the
composer of the Central Radio Symphony Orchestra in 1962, where he continued to finish the second and third
movements First of his symphony, and then produced a symphonic suite Yunnan Tone Poem (Op.3, 1963).
However, he was only able to keep that productive state just for one year and three months. Due to the ultra-
leftist political shadow over China’s art community just before the Cultural Revolution, Western classical music,
and especially the music of the 20th century, had been completely prohibited. During 1963 and 1964, Mao Ze
dong used 12 words: “kings & ministers, talented scholars & beautiful women, monsters & demons” to
summorize the content of all forms of art & literature, both from home & abroad, thus forbidding them all. The
comments were announcing the forthcoming of the Cultural Revolution. Impressionism and Debussy became the
target of the ultra-leftist critic Yao Wenyuan in 1963. A year later, for his strongly critical two-hours speech
against such a policy against art and literature. Wang suffered severe political persecution. He was discharged
from his position as composer and uces exiled to his home province Shanxi for 14 years. During the first half
(1964 — 1971), he labored as a ‘coolie’ in Yanbeis, Prefecture Art Troupe, in the city of Datong. During the
Cultural Revolution, he was further degraded and became a prisoner. During the second half of his osdeal (1971 -
1977), there seemed to be a turn, for he was able to work as a conductor and a reformed drama music composer
for the Southeast Shanxi Song and Dance Ensemble at Changzhi, a remote town in the province.

The hardship was to be of significance to his later creative work. Banished to the very bottom of society and
~W~



forced to labour under political super vision, he had opportunities to selate to common people and became familiar
with local folk music. More important, his compositions, an outlet for his long-term pent-up emotions, gained
from his sufferings a new strength and sources of inspiration, in addition to their original vitality. His work now
reached a higher level. The experience has made him a profound and distinctive composer in contemporary China.

On returning to Beijing after the Cultural Revolution, he was restored as a composer and transferred to the
Beijing Song and Dance Ensemble. He became known in 1981 as a leading nation-wide composer with his
Yunnan Tone Poem , which won the prize of excellence at the First All-China Symphonic Work Award, the
highest prize given by the government. After its performance in 1986 in Ankara by the Turkish Presidential
Resident Symphony Orchestra under the baton of Yuan Fang, the four-movement suite, especially its finale
“Torch Festival”, was established as one of the most performed and most welcomed Chinese works both at home
and abroad.

Linked to this success are a series of orchestral work of similar type, e.g. the chamber suite Mount Taihang
Tone Picture (Op. 14,1979, performed in NYC via Chou Wen-chung and VOA in 1981), the wind quinter
Woodcut Collection (Op. 15, 1979, performed by the Australian Chamber Ensemble in 1984), and over 40
pieces for films and teleplays. It seems that he is a composer of genre music. But this is a false impression! His
artistic temperament and the great number of works show him as a symphonic composer with a strong sense of
historical mission and full of philosophical and epic inspirations. Among his keynotes, we see bursting passion,
haunting melancholy and sentiments, painful wonderings and endless sorrow, harsh criticism from a historical
point of view, struggle against evil and destiny, as well as a symphonic breath that is long and well thought. In
the fourth movement “Broken Stele” of his Impression on Mount Taihang (Op. 16, 1982, performed at the
Paris World Fair 1983), one of the earliest Chinese New Music piece, he uses a bass line in a 12-tone series as the
background, with the solo bassoon chanting above, in a sad mood, a long musical drama-like rubato; a surging
tone current as a protest in the middle section; and an alarm tune sounding over and over again in the coda. In
the second “Chant” of his Two Symphonic Poems (Op.22, 1985), the middle section, in contrast to the death-
like frightful stifling of the first and last sections, develops into dynamic and symphonic long-breath phrases,
symbolizing extreme pain and desperate struggle. The work For Soprano and Symphony Orchestra (Op.23,
1986) sounds like a feeble plaintive whine out of a remote past. All the above can be found in his heart-shaking
Third Symphony (Op.26), which lasts nearly one hour. His artistic nature and temperament is further reflected
in his later large works. A roar of grief and indignation comes out of the “Plaintive Zhao-jun-Tune of the
Frontier” in his Three Pieces in Ancient Style for the pipa lute and 25 string instruments (Op. 27, 1992). A
struggle against savage treatment and a cry for the times and the people are refiected in the “Song of the Man in
Black” from his Two Pieces for Lu Xun’ s Sward Casting (Op.28, 1993).. The gloomy sob of the xun ocatina
and the composer’ s lament that Wang Xi-lin himself sings can be heard in Shang (FEarly Death) (Op. 29,
1996), septet of traditional instruments and voices (for International Music Festival, Lyons, France). The
symphonic chorus Guo-shang (A National Martyr) (Op 34,1977) is a musical interpretation of poems of Qu
Yuan (ca. 340 -278 BC). A desperate naval battle with overwhelming tragedy for the nation’s fate is the theme
of another symphonic chorus Three Frescoes — Legend at Sea (Op.35, 1998). With these works, plus his latest
Fourth Symphony (Op.38, 1999), he enters step by step into the symphony’s humanistic world and its historic
connotations in order to elevate ideas and art by creating breakthroughs. Even his film and teleplay music tends to
deepen the themes réﬂected in the stories and to strengthen artistic expression. His music for the film Pekinese

(script by Cao Yu) was awarded the Grand Prize of Shanghai Critics in 1999.
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Wang gave his first concert for symphonic works in 1991 and his Third Symphony was put in the limelight
as one of the masterpieces in contemporary China’s symphonic music. 1999 saw his second concert with the
premiere of his First Symphony (Op.2, 1962). In this three-movement work (nearly 50 minutes), we witness
Wang Xi-lin’s creativeity starting from a non-programmed symphonic thinking mixed with an idealist and
humanistic care for human destiny. Despite being putormed 37 years ofter its creation, “this premiere is full of
originality. ” (Luo Zhongrong). Though influenced by Soviet-Russian music, Wang Xi-lin’s artistic character
and talent have been revealed with gifted sparkles.

In 1994, he was invited as a visiting scholar to give lectures in eight universities in the U.S. , including the
Music School of Yale University. The performance of his Third Symphony, Song of the Man in Black, etc.
- were a great success and were awarded a prize by the Rockefeller Brothers Asian Culture Foundation.

Only in the early 1980s, upon returning to Beijing, did he expose himself to modern music. Facing the fact
that the music of the 20th century had flooded in, he had huge regrets realizing that his youth had fallen victim
not only to suffering years but also to those at the conservatory when his vision had been closed. He tried to catch
up with the times by studying assiduously on his own Bartok, Stravinsky, Schoenberg, Penderccki, Shnitke and
Lutoslawski. However, few material was available back then at the Conservatory; nor were there any possibilities
for him to attend discussions or lectures done by Western scholars. With so many chances lost during the past 20
years, he had to rely on self-study to complete his own acsthetic evolution from classicism to modernism. By
analyzing those modern masterpieces by himself, he broadened his artistic means and enriched his techniques.

Even in his childhood, Chinese local drama music, especially that in Shanxi and Shanxi provinces, appealed
to him greatly. He studied Beijing opera’ s gong and drum scores cheving his Conservatory years. While in
Shanxi, the study of Shangdang bang-zi, a mixed genre of Shanxi and Hebei folk tunes, provided inspiration for
the symphonic drama music Sha-jia-bang (Op.6, 1974), the music drama The Story of Red Lantern , and the
folk dance of Xianghuan Country The Dock , all transplanted from model operas of the Cultural Revolution. Wang
Xi-lin"s symphonic thinking is coherent, from the First Symphony inspired by the music of Shanxi qin-giang
opera (1962), through the aria of music drama as we see in the work For Soprano and Symphony Orchestra
(1986), and through the Three Frescoes (1998) adapted from the tunes of South Fujian. His musical idioms
come out of folk idioms and modern musical techniques such as the tone cluster, a greater stride in aesthetics than
in his Third Symphony. The National Martyr and the Symphonic Frescoes have blazed a new trail for the
massive use of tone clusters in Chinese choruses.

As with the quality of his symphonic works, Wang Xi-lin’ s criticism, apart from his monographs on
composition theory, about the fate of Chinese music has received wide attention for its sense of profound mission,

significant topics, original viewpoints, great frankness and penetrating insight.
The Third Symphony (Op.26)

He kept the scheme of the work in mind for quite a long time. The original idea can be traced back to 1968
when he was subjected to persecution during the Cultural Revolution. The preparation took place in the early
1980s, and the composition started at the beginning of 1989. It was completed in September, 1990. the
premiere happened a year and half later at the Beijing Concert Hall. It was performed by the Central
Philharmonic Orchestra under the baton of Han Zhongjie. This powerful large work, colorful and philosophical,

in four movements, lasts about 58 minutes. The dignified and profound mood symbolizes the composer’s concern
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and his contemplation of the nation’s history and of man’s destiny. This is his another lyrical, tragic and epic
symphony.

First movement , adagio: The exposition and development consist of two basic themes. The introductory
theme, in pan-tonality, is both the basic musical thought of the movement and the core of the whole
compaosition.

(Example 1)
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The theme comes out slowly over the bass strings in the shapc of a chromatic ascen and descen. It is called a
“trudge theme”, giving a picture of a prisoner through his long and difficult journey, wandering, exploring and
struggling.

The first theme, over the English horn, called “painful theme” for its miserable, depressed and cold vein, is
in a free 12-tone scries. The series from note 1 to 9 in strict order are the core of the theme, whereas quite a few

repeated notes are interpolated between note 9 and note 12.

(Example 2)

After the exposition of the two themes, the tension experiences two lengthy and enormous increases:
alternatively imploring, outpouring, velling, and struggling, full of tragedy and eloquence. At the second
climax, the music fully expands and keeps strengthening from the climactic point into a mass of such points, and
at the peak, the orchestra stops abruptly (in measure 168). Then the two themes repeat in loneliness, rather like
a lingering sound following the climax, not their recapitulation. It is like an observation and a contemplation of
the past and future after impact and setback. The 15-minute first movement is only an introduction to the whole
work. It is followed by the major part which contains the real development of the conflict.

Second movement , allegretto: This is a large-sealed variation with basso obstinato. The symphonic
development of fixed materials takes the form of ancient passacaglia. Both its introductory theme and the theme
of basso obstinato grow out of the “painful theme” of the first movement. The basso obstinato, in a basic unit of
eight measures, varies as many as 39 times. In this large design, the composer depicts such images as
grotesquerie, absurdity, rudeness and arrogance, as if he were bringing to life a band of clamorous gamblers.
Here the free and fluent color mass and rhythm counterpoint have largely extended the scope of the ancient
passacaglia , shocking and stirring as if you were personally on the scene.

After measure 336 is the coda of the movement, slowing down to half of its initial tempo. The introductory
“trudge theme” in the first movement was over the muted bass strings; then the “painful theme” over the solo
English horn overlaps the “trudge theme” as a counterpoint part, with even more depth and desolation. By the
end of the movement, the allegro characteristic of the scherzo is repeated in a quicker tempo accompanied by the
theme of basso obstinato in irregular beaten chords and brass chromatic clusters, roaring past in a strong tone

current.
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Third movement , largo: This is a deep tragic song in two parts with a coda, developing from a single
theme. It forms a sharp contrast to the second movement in material, structure, tempo, dynamics, development
and mood. The composer has designed for the movement a theme over the alto flute that has a long breath and
that is unintercupted in its progress. It senders the extending and modulating “sad theme” extremely touching. A
void and cold background comes out over the muted strings. The fan-like tone mass with forte piano trills throbs
as the human heart does. In the second part, a short glissando is heard over the upper partials in the strings’ high
position, like the sob of ghosts, and so is the “tone band'counterpoint” adding to the effect that of the spirits and
at morphere in a graveyard. But this is only the background, against which the theme appears over the cello, like
an old man telling with sighs a miserable fall. Then it winds up with overlapping sequential half tones, creating
three sound billows and indignant pressing climaxes, full of tragic protest and accusation. The original coda
follows the soft soll of the xylophone. The alto flute’s “sad theme” fills the gaps caused by the pause of the
orchestra with artificial overtones in the upper part of the solo cello, and this individual elaborate instrumentation
creates a far-reaching state for the monologue-like theme. The movement ends up with light xylophone tremolos,
leaving the listener in an indefinable sorrow.

Fourth movement , allegretto: This finale is distinct in its structure. Except for the introduction and coda,
the body (over 400 measures), without any regular theme, develops as a long continuation in “ground rhythm
mass , an increase and decrease of the main material, a change in rhythm, texture, and dynamics. As the
composer said, Having assimilated the princi of Western minimalism in musical structure, this lengthy allegretto
movement, with “figured texture” as its skeleton, has radically changed harmonic language so to increase greatly
music’s inner tension. Besides, the taiple rise and fall of dynamics, increasing in strength - though with ups and
downs - is the important motive force in the structure of this movement, forming a most powerful and heart-
shocking climax of tremendous momentum.

From measure 459 on, at half of its initial tempo, the music leads into the coda, not only for the movement,
but for the whole work as well. The “trudge theme” appears over the bass strings again in lower octave,
sometimes with pizzicato. This chromatic bass line is flowing into a tranquil and wide space. Against this
background, the “sad theme” is heard again over the solo English horn, together with three groups of tritone
overlap performed by the strings in a high register. It creates a choral sound linked to the biting cold and an
anxious mood. Then a chromatic ascent “call” tone is derived from these two motifs. In constant repetition, its
dynamics rises step by step from ppp to fff, and is supported by strong harmony. The “call” becomes an
indignant protest and a grave warning all at once. The short tutti breaks the power of the music and fades away
in a split second, deepening the connotation of the coda. According to the composer, his revision of the initially
designed quiet end for the second explosion took him a weeks’ time. The remaining music over the bass strings
stick to the “call” motif and is, very feeble in its volume, like a muted echo as a dying silk worm with its endless

silk, symbolizing eternal worries. The whole work ends in deep thoughts.
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