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SUMMARY

"Coloratura” in the European bel canto isaform of vocal art characterized by
extraordinary decorativeness and power of expression. When bel canto reached China, it was
synthesized with local music, which initiated the rapid development of Chinese singing and
musical compositions for avoice known as: “coloratura soprano”.

The subject of research in this doctoral work are selected vocal works from the
European repertoire (Handel, Mozart, Bellini, Verdi) and works of Chinese vocal music,
representative of the subject of the work. The main purpose of the author of thesisisto
present new Chinese coloratura pieces, their characteristics and historical devel opment.

The written work, which is essentially a description of the completed artistic work,
supplements it by presenting the necessary - in the author's opinion - analysis of the
development process of the voice specialty - “coloratura soprano” in China, on the basis of
such premises as.

- using the coloratura technique as one of the basic elements of artistic expression in
vocal European music

- assimilation and development of the bel canto coloratura technique in Chinese vocalism
in performance and teaching, as aresult of the tendency to combine the Chinese tradition and
the influence of Western music

- presentation of anew vocal repertoire from the 1980s to the present day, intended for

the voice “coloratura soprano”

The author puts forward athesis about the formation of the original coloraturaart in
contemporary Chinese vocalism and describes its influence on the development of native

vocal music and its promotion outside China.
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I ntroduction

The reign of the Qing Dynasty in China ushered in aperiod of shutting down from
outside influences and blindly rejecting all news that came from outside China. For this
reason, the bel canto vocal style was unknown in China until the beginning of the 20th
century. Together teachers appeared in China with the emergence of the national music school
from Western countries, while Chinese students more and more often improved their skills
abroad. However, until the 1970s, the coloratura soprano did not exist in China as a separate
type of female voice, and most of all there were no compositions specially composed for this
voice.

The author of this doctoral dissertation would like to document the thesis about the
emergence of the Chinese method of coloratura singing, an important source of which isthe
European art of bel canto, and describe its influence on the development of native vocal
music, as well asits promotion outside China.

The main goa of the doctoral thesisisto systematize the knowledge about the process
of creation and development of the coloratura technique in Chinese vocal music, aswell asto
indicate didactic issues related to this research area. This goal is to be achieved through the
theoretical and practical comparative analysis of selected vocal worksin the field of
Europeanoratorio and operamusic, as well as Chinese works. It will be a supplement and a
scientific description of an artistic work in the form of outstanding arias and songs from the
coloratura soprano repertoire recorded on a CD.

In the field of research on the phenomenon of coloratura singing in Chinese science,
thereis a particular shortage of articles that would present the history of the development of
the "coloratura soprano” voice in China and reliable analyzes of the use of elements of the
European coloratura singing technique in Chinese voca works. The author of this paper
believesthat it is aresearch problem that is very valuable in terms of practice and theory, and

will be presented in several aspects.

Thefirst aspect isthelook at coloratura singing as a product and part of the heritage of
European music. The process of getting to know and accepting European music by Chinese

audiencesis an interesting issue worth focusing on.



The second aspect is the assimilation and free use of the basics of the European style and
coloratura singing techniques in order to combine them with the diverse singing styles of
many Chinese ethnic groups, which allows for a better performance of Chinese coloratura
compositions. Thanksto this, it is possible to transfer outstanding Chinese works of vocal

musi ¢ outside the country and disseminate them in the world.

Thethird aspect concerns vocal didactics. It isamatter of using Chinese coloratura
singing exercises in a substantively justified manner by Chinese teachers and teaching
coloratura piecesin order to raise the level of technical skills and artistic competences of
vocal adepts.

In China, there is virtually no theoretical position devoted to the Chinese art of
coloratura composing and singing. Although bel canto entered the canon of the Chinese art of
vocal music at the beginning of the 20th century, and a hundred years have passed since then,
the vast majority of research work focuses only on the general subject, which is the European
art of vocal music, by summarizing it, for example:

Shang Jia Xiang The History of Development of European Vocal Music !
Zhang Hong Dao The History of European Music, 2

Qian Fan, Lin Hua Introduction to the Opera,®

Liu Xing Cong i Liu Zheng Fu The History of European Vocal Music, 4
Li Wei Bo An Introduction to the Development of Western Vocal Music®

All of the above works in modern China are considered authoritative sources of
knowledge. Most of them, based on the context of the historical development of European
vocal music, present the most important composers, their works and singers representing
various historical periods. Naturally, they present the context of the development of bel canto

coloratura singing techniques along with the corresponding pieces, which for me provides a

1 Shang Jia Xiang. The History of Devel opment of European Vocal Music.[M] China Radio and Television Press.
Bei Jing 2009.

2 Zhang Hong Dao. The History of European Music. [M] People’s Music Publishing House. Bei Jing.2005.

3 Qian Fan, Lin Hua. Introduction to the Opera. [M] Shanghai Music Publishing House. Shang Hai.2014

4 Liu Xing Cong, Liu Zheng Fu. The History of European Vocal Music. [M] Chinese Y outh Publishing

House .Bei Jing.1999

5Li Wei Bo. An Introduction to the Development of Western Vocal Music. [M] World Book Publishing
Company. Bei Jing.1999



strong theoretical basis for understanding the styles of composers creating in different eras, as

well as the development of the coloratura singing skills of vocalists.

The book A Study of the Source and Technique of the bel canto Systemby Li Kefis
now awork in Chinathat fully explores the study of the beautiful singing system and its
technique. Its content is devoted to the history of the development of bel canto, the
composition of works and vocal music teachers. Thiswork is popular in the country, but its
disadvantageisrelatively little space devoted to the formation of key theoretical theses.
Nevertheless, | believethat it isasignificant theoretical support for vocal study.

There are many books devoted to the study of bel canto technique. Among them are
tranglations of: Li Wei Bo's: Legacy of the Voice’ and Manual for Voice Exercise.® The first
of them summarizes and translates works on vocal music written by many music teachers and
singers from the period of the development of European bel canto art. The second is the
tranglation of articles written by the American author Richard Alderson, some of them
concern the technique of coloratura singing.

Thereis also atranslation by Huang Bo Chun Great Opera Sngers on the Snging
Technique®, which by presenting the experiences of the greatest European singers of vocal

musi ¢ inspires Chinese students by showing them the right path.

JaDi Ran's book, Bel Canto Italian Snging Technique and Study of Scientific
Methodology'®, deals with the study of the methodology of teaching bel canto technique. Zou
Ben Chu's book Learning to Sing: A Sudy of the Shen Xiang Singing System*! is devoted to
organizing and summarizing the scientific theories developed by Chinese vocal music teacher,

Professor Shen Xiang. This paper is an important clue for Chinese bel canto students.

Research articles published in Chinese magazines mostly focus on the aspect of
analyzing the performing of European coloratura compositions. There are very few articles on

Chinese coloratura pieces. After conducting research and selection, | found atotal of over one

5 Li Ke.A Study of the Source and Technique of the bel canto System. [M]Shanghai Music Publishing
House.Shanghai.2020

“Li Wel Bo.Legacy of the Voice. [M]Shanghai Music Publishing House.Shanghai.2005

8Li Wei Bo. Manual for Voice Exercise. [M]Centra Conservatory of Music Press.Bei Jing.2015

9 Huang Bo Chun. Great Opera Singers on the Singing Technique. [M]China Y outh Publishing House.Bei
Jing.1996

JiaDi Ran. Bel Canto Italian Singing Technique and Sudy of Scientific Methodology. [M]Shenyang
Conservatory of Music.Shen Y ang.2009

1 Zou Ben Chu, Learning to Sng: A Sudy of the Shen Xiang Snging System, [M] People’s Music Publishing
House. Bei Jing.2015



hundred articles devoted to research on foreign coloratura compositions of vocal music and
foreign singers. Most of them focus on the research analysis of the European coloratura
singing technique, in particular on 19th-century opera arias. For example, Qian Si Minin A
comparative study of the singing of the opera selection Ah,non credea mirati 1% studied
singing by Maria Callas, Joan Sutherland, Edyta Gruber, Dilber Yunus. Li Wei Yi studied
performance and stylistic aspectsin the part of Olympiafrom Jacques Offenbach's Taes of
Hoffmann on the example of the aria Les Oiseau...*?

In total, | found 10 articles devoted to the coloratura singing technique and teaching

issues. These include:
Hu Shen's article on Coloratura Soprano Singing Techniques and Voice Exercises, 4

Xue Cheng Fang's article, A Brief Analysis of Coloratura Soprano Techniques and

Practice in Snging®®

Cui Pel Xin, A Brief Analysis of Coloratura Soprano Snging Technigues on the example
of the Song of Laughter6

2 Qian Si Min. 4 comparative study of the singing of the opera selection “Ah, non credea mirati”. Y un nan Arts
Ingtitute. Kun Ming.2013

B Li Wei Yi. Sudy performance and stylistic aspects in the part of Olympia from Jacques Offenbach’s Tales of
Hoffmann on the example of the aria Les Oiseau...Yunnan Arts Institute. Kun Ming .2016

14 Hu Shen. Coloratura Soprano Snging Techniques and Voice Exercises. Journal of Shenyang Conservatory of
Music. Shen Yang.2011

15 Xue Cheng Fang. A Brief Analysis of Coloratura Soprano Techniques and Practice in Snging. Xi’an
Conservatory of music. Xi’an.2018.

16 Cui Pei Xin. A Brief Analysis of Coloratura Soprano Snging Techniques on the example of the Song of
Laughter. Henan Normal University. Xin Xiang .2018
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Chapter 1

The development of the bel canto style and the formation of the coloratura singing
techniquein Europe

1.1 Theformation and development of the bel canto style— a historical outline

Bel canto isan artistic form of vocal music originating in Italy. The term bel canto

is quite vague and controversial. For this reason, at the very beginning of the work,

I would like to interpret the concept of bel canto in such away asto facilitate a clear and
accurate presentation of the bel canto constituting the background for the main research
subject of the above study - coloratura singing.

The art of bel canto isthe most distinctive, most expressive skill in operasinging in
European vocal music. Let us add that it was not created suddenly, in a short time. The
process of formation of bel canto art involves hundreds of years of accumulation of
experience, permanently connected with the creation and development of opera, as well as
other types of music: oratorio and chamber music.

The American authoritative music dictionary, The New Grove Dictionary of Music

and Musician, gives the following genera definition of the term bel canto:

Generally understood, the term Bel canto refersto the Italian vocal style of the 18th and
early 19th centuries, the qualities of which include perfect legato and agile and flexible
delivery.”t

At the same time, however, it is mentioned that the term bel canto itself is quite

ambiguous. In addition, the dictionary also gives two other definitions of bel canto:

Thefirst: More narrowly, it is sometimes applied exclusively to Italian opera of the time

of Rossini, Bellini and Donizetti.18

The second: Bel canto is usually set in opposition to the devel opment of a weightier, more
powerful and speech-inflected style associated with German opera and Wagner in

particular.*®

17 Stanley Sadie, John Tirell. The new Grove Dictionary of Music and Musicians — 2 Revised edition Vol 3 [M].
New York: Oxford University Pressinc. 2004.11 P 161
18 Stanley Sadie, John Tirell. The new Grove Dictionary of Music and Musicians — 2™ Revised edition Vol 3 [M].
New York: Oxford University Pressinc. 2004.11 P 161
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In recent years, more and more authors have begun to avoid various types of
simplified, overly general explanations and definitions, promoting the thesis that bel cantoisa
comprehensive system. In my opinion, the definition of bel canto included in the specialized
vocal music dictionary - A Dictionary of Voca Terminology isthe basis for defining the

research scope of this work:

The term Bel canto is commonly used to refer not only to a style of singing, but also to
an era of operatic history, to a musical style, and to a pedagogical technique for training the

singing voice.

With the emergence of opera as a stage art and its rapid spread in European countries,
the art of singing bel canto, born of opera, gradually evolved into a specific system consisting
mainly of operaworks, religious music, and artistic songs. At the same time, after the
establishment and implementation of a scientific and complete bel canto singing system at the
beginning of the 17th century, a process of combining singing practice with research theory
emerged in the 18th and 19th centuries, which was finally completed in the 20th century.

In this way, from the perspective of the style of the song and the voice technique, we

will conduct a dissertation on the development of the art of beautiful singing.

Opera
The operawas founded and the first phase of its development fell on the early Baroque
period (beginning of the 17th century). The assumption was that the new music and drama
genre was to revive the ancient Greek theater. Jacopo Peri, asinger and composer associated
with the Florentine Camerata, in the preface to the publication of his opera Eurydice,
proposed theoretical and practical solutions for recitatives, establishing the “recitative style”.
Music is dedicated to the literary content, it ismainly used to convey the text. Claudio

Monteverdi also wrote hisfirst operas according to this principle.

Manfred Bukofzer in his book: Music in the Baroque Era - From Monteverdi to Bach
shows that a new idea about the opera: bel canto, was born in Venice about 1630-1640 y.,
where such composers as. Francesco Cavalli, Pietro Antonio Cesti, and from 1613 also

Claudio Monteverdi, created their operas. Bukofzer, pointing to these creators, states that:

19 Stanley Sadie, John Tirell. The new Grove Dictionary of Music and Musicians — 2™ Revised edition Vol 3 [M].
New York: Oxford University PressInc. 2004.11 P 161
2Cornelius L. Reid. A Dictionary of Vocal Terminology, [M] Recital Publications Hardcover,1995.9, P.18.
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Thanks to them, the autonomous rules of music were restored, as music was no longer

subordinated to the text, and it began to be treated as equal to the word.?

Thefirst in the world, the opera house of San Cassiano (opened in 1637), was built in
Venice. The opera house freed itself partially from financial dependence on the aristocracy
and opened itself to the townspeople and ordinary people. During this period, beautiful,
lyrical arias developed. The importance of solo ariasin the process of writing operaworks has
grown significantly, and the division into arias and recitatives has become even more clear.
%2The consequence of these novelties is the flourishing of the opera aria, which - unlike the
recitative - is supposed to be a pure pleasure to listen to beautiful singing. The new ideas
should be considered in the aspect of the composing technigue that is now dominant: the
accompaniment monody, the principles of which were previously laid down by Giulio Caccini,
the leading theorist of the Florentine Camerata. Manfred Bukofzer draws attention to the fact
that the development of arias concerned not only opera, but also cantata, which introduced bel
canto ideas at the same time. Perhaps even the cantata played a greater role, especially the
cantata by Cesti. In the last phase of the Baroque period, the solo ariain various types of
musiC: opera, cantata, secular or sacred, issimilar in the musical sense. It is still a separate

whole, counterbalancing the recitatives.

Another important center for the development of barogue operawas Naples,

where Alessandro Scarlatti became the school's chief opera composer. In his works,
recitatives differentiated even more into: "clean, dry recitatives' (recitativo secco) and
recitatives with accompaniment (recitativo accompagnato)?3. The styles of arias were also
diversified, the aria da capo becomes characteristic ("returning to the beginning"). In the 20s
and 30s of the 18th century, two types of operawere finally distinguished in the Neapolitan
school: seria and buffa. The opera buffa, or comedy, derives from a series of short satirical
interludes placed in the intervals between the acts of the opera. The Italian representative
example of the opera buffa is Giovanni Battista Pergolesi's La Serva Padrona. Opera buffa
was also developing in other European countries, where such genres as opera semiseria,

French comic opera, German singspiel, English ballad opera are born.

21 Manfred Bukofzer, Music in the Baroque Era - From Monteverdi to Bach,

(Muzyka w epoce baroku - od Monteverdiego do Bacha). PWN, 1970, s.170.

22 Shi Y ong Qin The Evolution and Reflection of Early Italian Opera [J], Music Composition, 2011 numer 1

2 Donald Jay Grout, Claude Victor Palisca . History of Western Music [M]. Translated by Y u Zhigang. Beijing:
People's Music Publishing House 2010. 9, p. 238.
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The opera seria was the most important for the consolidation and spread of the bel canto
style. In the mid-seventeenth century, its structure was basically formed. Undoubtedly, the
opera series was continued in successive varieties of operaworks created in Classicism and in
early Romanticism, which is considered the most characteristic period for the opera bel canto
style. With the spread of opera, the vocal art of bel canto gained extraordinary popularity
throughout Europe, assuming the role of a unitary standard of vocal art.

In the nineteenth century, music in the West entered the era of Romanticism. Three
composers. Rossini, Bellini, Donizetti introduced the "beautiful singing opera’ to the
mainstream of art. Their works retained the traditional structure typical of Italian opera, but in
terms of arias, recitatives or orchestral accompani ment, they significantly enriched the
dramatic expression of the music, completely departing from the original operamodel. They
created heroes using rich, unique, varied voices and types of voice timbre, and moreover, they
mobilized all musical means to maximize the use of bel canto singing technique in opera art.
In summary, since its birth, the opera has shaped the bel canto vocal technique as a distinctive
singing style. Regardless of its development in the form of Wagnerian drama or national
operas of individual countries, or even 20th-century expressionist operas - all these forms are

derivatives of bel canto vocal art.

Sacred music
From the moment bel canto was born, religious works, just like operas, participated

in development of “beautiful singing”, and with it a much more complete system of
vocal music was created.?* From ancient Greece and Rome to the Renaissance, religious
music remained an unchanging theme. In the period from the late Renaissance to the Baroque,
despite the fact that religious music lost its dominant position, religion still strongly
influenced Europe at that time, so religious music continued to occupy a prominent placein
the sphere of vocal music culture.

The most significant forms of religious music composition in the Baroque period were
oratorios and cantatas. An oratorio isakind of musical performance based on areligious
theme, and a cantatais a type of music presented indoors, which is usually listened to by
several people. In terms of form, both: oratorios and cantatas are similar to operas: they

% Li Ke .Bel Canto Historical Exploration and Technical Study. Hua Dong Normal University,
PhD dissertation.,2015.
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contain recitatives, arias, duets, and choirs; at the same time both belong to the category of
main music. 2A typical example of such amusical work is Georg Friedrich Handel's Messiah.
Cantatas are divided into secular and religious kind of music. This musical form
reached its peak in the work of Johann Sebastian Bach, now there is a collection of over 200
Bach cantatas (most of them are religious cantatas), which is half of his entire work. Despite
the fact that through successive eras: Classicism, Romanticism, until the 20th century,
religious works experience constant changes in terms of structure and compositional
technique, the singing technique is always based on the continuation of the traditional bel
canto style. Whether in the case of Mozart's Requiem, Missa Solemnis (Op.123) by Ludwig
van Beethoven, or Ein Deutshes Requiem, composing Johannes Brahms in the Romantic era
up to the 20th century, and saturated with contemporary influences of Benjamin Britten's War

Requiem, the singing style still remained associated with the art of bel canto.

Artistic songs

In Western music history, artistic songs (lied) from Germany and Austria are often
seen as the prime exampl e of the vocal genre of "artistic songs'. Their popularity isrelated to
the creation of poetry in the times of Romanticism. The piece by Franz Peter Schubert
Gretchen Am Spinnrade is considered the official beginning of the artistic songs of
Romanticism?. Polish musicologist Mieczystaw Tomaszewski in the book: From confession
to calling. Sudies on Romantic Song provide a number of definitions of this genre. Among
them, my attention was drawn to avery ssmple and general definition of Ernst Bitken : Song
(Lied): musical poem for singing #’. Inthe bel canto vocal music system, however, we can
perceive amuch broader understanding of the essence of the concept of "artistic songs”.
Artistic song is aform that has the following features:

it is different from folk songs, characterized by artistic seriousness, a soloist character,

written by a professional composer, being an excellent combination of literature and music.?®

Austrian and German romantic art songs are the main part of the wider repertoire

called: "art songs'. However, in the system of vocal music composition bel canto, German-

25 Zhang Hongdao. History of European Music. Beijing: People's Music Publishing House, 2017.3 P5

% Stanley Sadie, John Tirell. The new Grove Dictionary of Music and Musicians — 2™ Revised edition Vol 3 [M].
New York: Oxford University Pressinc. 2004.11 P 671

27 M. Tomaszewski, From confession to calling. Studies on Romantic Songs( Od wyznania do wotania. Studia
nad piesnig romantyczng). Akademia Muzycznaw Krakowie, 1997, P.62

28 Stanley Sadie, John Tirell. The new Grove Dictionary of Music and Musicians — 2™ Revised edition Vol 3 [M].
New York: Oxford University PressInc. 2004.11 P 55
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Austrian, French, Italian and Slavic artistic songs together are building four great pillars of the
artistic song sphere. Hundreds of composers wrote alarge number of artistic songsin awide
variety of forms, but only in German and Austrian art songs a common characteristic
appeared:

a specific national language as the language in which the song is sung; strong literary
layer in the text, often the text is poetry written by an outstanding poet; the piano as an
accompanying instrument. Moreover, the piano and voice parts are very closely related to
each other, so that they together create the texture of the music and the semantic content.

If one small particleis missing, the artistic value of the entire composition is destroyed. 2°

In summary: operaworks, religious compositions, artistic songs, all these musical
forms make extensive use of bel canto's vocal technique, thanks to which it has gained
universal recognition around the world. The countries of East and West use this style of
singing in their own national languages or on the foundations of their native culture. In this
way, the scope of bel canto's influence was greatly expanded, and its global character and

internal coherence have been greatly strengthened.

1.2. General view of the coloratura singing technique
1.2.1. Definition of coloratura

Coloraturasinging is apart of abel canto art (bel canto system). At the beginning of
its devel opment, coloratura method of singing most fully expresses the assumptions of the bel
canto style in music. Later it becomes a universal technique. Coloratura as atype of vocal
technique is very diverse in nature. Etymology of thisterm (in Italian language: bel canto
means “beautiful singing”) basically indicates the aesthetics of sound. The aesthetics are
changing with the changes and development of musical styles and may be different for
different eras. That is why the development of the bel canto technigue was associated with the
development of the bel canto style: from the early baroque style, through classicism, to the

end of the 19th century.

2Yu Du Gang ,Wang Da Y an Introduction to Art Song [ M], Shanghai: Shanghai Music Publishing House, 2009.
2,P29
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In the Chinese vocabulary of music, the volume of Cihai, the general concept of the
bel canto technique is quite representative. It contains information that “beautiful singing” isa
singing style developed in Italy in the 17th and 18th centuries. Its specia features are:

Full breathing support and the ability to flexibly and freely control the breath,
beautiful, bright, round timbre of the voice, smooth and even connection between sounds,
vivid and fluid, embellished color phrases.®

The Specialist Dictionary - estates that the term bel canto means:

A term covering the remarkable qualities of the great 18" cent. and early 19™ cent. It.
singers, and suggesting rather perf. inthelyrical style, in which tone is made to tell, than in
the declamatory style. Beauty of tone and legato phrasing, with faultless technique, were the

prin. ingredients.3

Due to the technical skill requirements of opera singers and the emergence of castrato
singers, bel canto has evolved into a scientific sound-producing system 32, Scientific
principles have been established regarding the rigorous division into voices, breathing
reguirements, sound position, diction, loudness, timbre, vibrato and other aspects, aswell as

laryngeal position, resonance, articulation, etc.

Breathing, emission of the voice, resonance

In the 17th century, great opera performances could accommodate quite alarge
audience. It was a great challenge for singers and consequently it led to a flawed vocal theory
about producing sound: singing should only use the sound of the chest, and the sound of the
head or falsetto should not be used.

In the 18th century, there was a major breakthrough in the vocal art of bel canto. The
singers began to use abdominal or abdominal-thoracic breathing, and also used the diaphragm
to regulate the breathing process. Moreover, contraction of the lower abdomen to take deeper

breaths, thus the voice support became much longer. Knowledge of the resonance of sound

30 Xia Zheng Nong, Chen Zhi Wei . Cihai (Sxth Edition, color illustrated book) [M]. Shanghai: Shanghai
Dictionary Puihaiblishing House, 2009. 9, p. 549.
31 Michael. Kennedy, Joyce Bourne. The concise Oxford dictionary of music: fourth edition[M]. Trandated by

Tang Qijing et a. Beijing: People's Music Publishing House ,2002.9, P.6
32 Qian Fan, Lin Hua, Introduction to Opera .Shanghai: Shanghai Music Publishing House,2017.1 p.83
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zones has also devel oped, the earlier meta-theory of chest resonance has been refuted, and the
head and chest sounds have been recognized as equivalent. Giambattista Mancini, in his work
Practical Reflections on the Figurative Art of Snging, for the first time raised the issue of the
resonance of sound zones, moreover, he proposed an equivalent position of the head

resonance with the chest resonance, which should naturally connect with each other.®

In the nineteenth century, vocal music experts began to move closer and closer to the
modern concept of mixed sound, believing that female and male voices had identical sound
zone structures. For example, in 1830, Garauds Vaillant, considering the question of the

method of tenor singing, wrote:

In order to extend the chest voice upward a few notes, or to unite the chest and head
registers, tenors employed the “voix mixte”, in which 'the one (register) participate a little
with the others**

In the second half of the twentieth century, the notion of producing sounds with a
"completely mixed sound" was widely recognized in the field of bel canto vocal music. Shen
Xiang (1921-1993) , afamous Chinese tenor and teacher of vocal music, explained:

strictly speaking, every sound is a zone of sound, if we want to extend the scale and join
the zones of sounds, we have to use the natural voice, falsetto (head sound and chest sound)

in a mixed way according to the pitch, according to different proportions %
Diction

In hiswork Le Nuove Musice Caccini mentioned that the technique of pronouncing
words very early became an important principle of the "school of beautiful singing”. This
thesis holds much real until today. Caccini argued that words must be sung clearly, the
meaning of words should be precisely expressed, and emphasis should be placed on practicing
vowels. In the 18th century, the famous singer and educator Pier Francesco Tosi

recommended vocal exercises based on 5 Italian vowds; “a”, “e”, “i”, “0”, “u”.

3 Berton Coffin Historical Vocal Pedagogy Classics [M]. Scarecrow Press, Inc. 2002 p 6-8.

34 James Stark Bel canto: A History of Vocal Pedagogy [M]. Toronto: University of Toronto Press, 1999 P 73

35 Zou Benchu. A Study of Shen Xiang's Singing System: Singing Studies[M]. Beijing: People's Music Publishing
House, 2000.11 p 93
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Tos states that fast passages should be taken on the first vowels, never on the third and
fifth vowels, and in the best schools the close form of the second and fourth vowels were
avoided %

In order to obtain clearer pronunciation and clarity of consonants, as well asafeeling
of freedom and naturalness of the voice, the mentioned authors emphasized the necessity of
singing influence on the manner of speaking. Giovanni Battista Lamperti (1840-1910)
maintained, that the voice of singing has developed from the voice of speech, speech and
singing have identical technical bases. He believed that singing was only an expanded form of

speech.
Agility

Although the Italian term: agility is not one of the basic elements of the bel canto
vocal art, it has developed from a combination of the most important elements of bel canto,
and has become his unique technical style. Early, at the beginning of the 15th century, the
Dutch music school paid special attention to the various effects of using ornaments and
coloratura singing. Two centuries later, with the advent of the Barogue and the times of
castrato singers, and the golden age of “beautiful singing”, peopl€e'sinterest in coloratura
shows has reached an unprecedented level. In order to demonstrate their unique coloratura
skills, the singers modified the works of composers without any qualms. The audience
watched opera performances only for their favorite singers, completely ignoring the plot of
the opera and the moods conveyed by the songs (it is possible that the singers did not care
about it either). Although enthusiastic interest of the Baroque people in great technical
performances certainly negatively affected the development of vocal art, it strongly stimulated
the development of agility, which became an important feature of bel canto, with the main
form of presentation: ornaments. The essential ornaments are: Trill, Saccato, Appoggiatura,

Turn, Vorate.

After the great days of the Barogue ended, agility turned into an important, integral part
of bel canto vocal technique. Mature, it has become atradition of the Italian school of vocal
music that is still being developed and studied.

36 Berton Coffin Historical Vocal Pedagogy Classics [M]. Scarecrow Press, Inc. 2002 P2
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1.2.2. Basic coloratur a elements
The Concise Oxford Music Dictionary explains the term col oratura:

The elaborate and agile ornamentation of a melody, either extemporized or written, with
runs, cadenzas, trills, roulades, and the like. Hence a coloratura soprano is one whose voice

is flexible enough to cope with these demands. 3

The New Grove Dictionary of Music explains the term “coloratura”, placing it in the
domain of ornamental and decorative style in music. German musicologists translate
“coloratura”’ as all ornaments that have been found in vocal music pieces throughout history.
Such abold use of the term has already begun to become more common in England and Italy.
In the above study, we can easily see that these authoritative dictionaries are consistent with
the definition of coloratura: “decorative, full of colors and technical sophistication”. So what
are the technical skillsin the coloratura? British author Lucie Manen describes the techniques

of coloraturain her Singing Handbook this way:

Staccato singing is characteristic of coloratura... another feature of coloratura singing is
the use of embellishments... a rapid scale of tones is sung by changing the technique of

coloratura. 8

As described above, we can see agenera division of coloraturatechniquesinto the

following types:

1. Ornament technique: adding a half note or other character to the notes, using another
note as amodifier, these are ornaments. A musical ornament resembles the decorative
elements that accompany usin everyday life, not only makes the music richer and more vivid,
increasing the feeling of the beauty of the melody, it aso makes the music much more
majestic. The techniques of sound ornamentation include trills, grace notes, repetitions,

mordent, arpeggio, tremolo, etc. as shown below:

37 Michael Kennedy, Joyce Bourne. The concise Oxford dictionary of music: fourth edition[M]. Translated by
Tang Qijing et a. Beijing: People's Music Publishing House, 2002.9, p140
%_ucie Manén. The art of singing - a manual[M] , Beijing: People's Music Publishing House, 1981,P 68
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Example 1, trill

2, Technigue staccato: staccato means shortening the note value (above the note is an ¢

or V) and separating it from the following notes.
e e e e e

Example 2, staccato

3. Scale volate technique: The fast scale technique or the technique of fast musical
phrasesis arelatively abstract concept asit refersto fast musical phrases, for example the
techniques of fast passages or fast sound.

Example 3, scale volate

4. The cadence technique: Cadence means an effective vocal solo part based on a
harmonic cadence at the end of alonger musical part. It is one of characteristic elements of

composing style bel canto.
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Example 4, Verdi, Gilda’s aria , the cadence in bars 28-29
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The appearance of "coloratura” in the 17th and 18th centuries was the result of adesire to
present vocal virtuosity. Then, entering the nineteenth century, "coloratura’ gradually
transformed into musical expression, plot expression, character creation, gaining more and
more musical and artistic value, to finally turn into "coloratura" singing with exceptional
artistic charm. Although in the history of Europe other voices also used the technique of
"coloratura" singing, now the word "coloratura" indicates "coloratura soprano”. When the
word "coloratura" is commonly referred to, | believe that the word has two meanings: oneisa
special singing skill; the second is relying on this singing technique or having in the repertoire
musical works characterized by artistic coloratura. Both meanings are included in the research

analysis of thiswork.
Among the general features of coloratura the following should also be distinguished;
(1) coloraturais a high-scale technique

Coloratura singing takes place in the high zone of sounds or is characterized by ascale
with alarge range. Very often in one sung phrase there are rising and falling jumps by one or
two octaves. In the era of castrato singing in Europe, the jJumps were even greater. Most of
the time the voice is concentrated in the high zone of sounds. The timbre of voiceisthe most

valuable for the “coloratura soprano” voice type.
(2) "instrumentalization" of the voice

Another eye-catching feature of coloraturais the instrumental nature of the melody.
Many coloratura vocal songs place very high demands on the physiology of the human throat
and vocal cords. The physiological structure of each person'svocal cordsis innate and
individual. Usually singers are basically incapable of coming into contact with the coloratura
high zone of sound. On the other hand, the structure of the musical instrument is under control.
Many instruments when played, in terms of scale or flexibility, go far beyond the singing
range of the human voice, such asaflute or aviolin, and thisis precisely the element that
coloratura strenuoudly follows and is specialized in. In addition, various types of vocal
techniques used during coloratura singing, such astrill, staccato, falling and falling ornaments,
etc., are able to use amost all the techniques used also for playing the instrument, adding
weight, pace or natural voice, falsetto and other very detailed changes.

(3) variety and function of articulation
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The coloratura require the performer to strictly adhere to the notation of articulation,
which above all supports the artistic expression and is an important element of the bel canto
style, especialy inits 19th-century version. Only if each note sung retains arelatively
independent character, the enhancement of the breathing action and the fast running rhythm
can it be possible to perform the coloratura piece correctly. Thisis the most difficult and most

important of the coloratura singing skills.

1.3. Evolution of the specificity of the “coloratura soprano” voice at various stages of

music development

XVII and XVIII century

In the 17th and 18th centuries, castrato singers held a dominant position in the world
of vocal music, which had a strong, stimulating influence on the shaping of coloratura singing.
At that time, virtually all composers created arepertoire for castrato singers. In this
repertoire, castrato singers presented the audience with their breathtaking singing skills.
Among the composers, the most complex coloratura works were written by, among others
Monteverdi, Vivaldi, Handel.

In al these works there are very fast sung phrases, interval jumps and various ornaments
and changes of tones. There are wonderful ornamentsin music, agreat number of trills and

long sung col oratura phrases and cadences.

J.S. Bach in the aria Laudamus te from Mass in B Minor enriched the melody by using
alarge number of sixteenths and thirty-two, apart from the dotted notes and syncopation, he
also used numerous auxiliary notes, repeats, passages and grace notes. The manuscripts show
that Bach repeatedly corrected wonderful, decorative vocal melodies. Musicologists Marshall
and Rifkin claim that this fragment is a borrowing from an aria, and the aria itself was written
for the needs of the famous Italian Faustina Bordoni (1700-1781)%.

39 Wang Dandan. A study of the musical style of Bach's Massin b minor. 2007. Shanghai Conservatory of Music,
PhD dissertation
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Example 5, J. S. Bach, Laudamus te from Massin B Minor

This style of creating compositions and singing, full of free displays of coloratura,
persisted until the end of the 18th century. The reform of Gluck's opera made the opera and
singers postulate of "returning to nature”, which changed the situation. Gluck emphasized that
in the process of creating an opera one should avoid using the art of exceptionally difficult
displays, as they destroy the coherence and clarity of the entire piece. Thanks to Gluck's
reform, the relationship between music and drama was defined, which made music a servant
to the development of drama. From that moment on, coloratura singing began to serve the
heroes of the drama and the plot of the play.

Mozart - unlike Gluck - in the process of writing an opera, at all times kept the central
place of music, paying great attention to its role in the devel opment of the emotions of the
heroes of the play. In addition, Mozart also wrote arias, artistic songs, and religious music.
Among them, there were many coloraturaworks. The brilliant fragments of coloratura singing
they contain are perfect for presenting the characters and content. In the second half of the
18th century, in the sphere of vocal music, Mozart pioneered areturn to nature, especialy in

the field of coloratura compositions.

Castrato singers held a special position in the 17th and 18th centuries. This situation
began to change only at the end of the 18th century. This does not mean, however, that
women's voices did not develop during this era. Assuming that in the 17th century singers did
not attract much attention from the audience, in the 18th century singers competed equally
with castrato singers for operatic parts and fame. Among them, the most famous were:
Francesca Cuzzoni (1696-1778), Lucrezia Aguiari (1743-1783), Gertrud Elisabeth Mara
(1749-1833), Brigida Giorgi Banti (1756-1806) and Angelica Catalani (1780-1849). Without
their contribution the technique of beautiful singing, the development of European vocal

music would have been completely different. At this point it should be clarified that aslong as

24



dazzling performances were popular in this era, the scores were dense and full of leaps, it was
always referred to as coloratura. Hence, the term "coloratura’ mainly meant technical
performances and it did not have the real meaning of a coloratura soprano.

XIX century

The nineteenth century in Europe is the era of Romanticism. European vocal art has
entered its second golden age. There were masses of talented opera composers, such as. Karl
Weber, G. Rossini, V. Bdllini, G. Donizetti, J. Offenbach, Jules Massenet, Charles Gounod.
Moreover, in Russia, the Czech Republic, Poland and other countries of Eastern Europe there
was a development of the national opera. such wonderful composers as P. Tchaikovsky, B.
Smetana, S. Moniuszko. With castrato singers leaving the world stage, the vocal parts and the
content of the performance began equally treated. The performing arts have returned to a
state where technical skills are used to express the content of the performance, and singing is
intended to develop the plot .

At that time, despite the large number of ornaments and cadences appearing in the
scores of operas, the rule in execution were changed. From the time of Rossini singers has to
sing according to the musical notation. They may apply only small changes in music, only the
cadences remain adisplay of virtuosity. All singing isto be focused on the character and the
plot. At the same time, a new artistic form appeared on the music scene, full of poetics and
intimacy - artistic songs with piano accompaniment. There are a so extensive coloratura songs
with an orchestra, e.g. Concerto for Coloratura and Orchestra, Op. 82 by Reinhold Gliere,
Flinlingsstimmen Waltz by J. Strauss.

Among the sopranos, one of the most representative coloratura soprano was Giuditta
Pasta. The range of her voice was extremely wide, from ato d3. Stendha himself admitted:
Her voice has a range, even above the low one, and still maintains a perfect resonance. She
has a very rare ability to sing both alto and soprano 4

40 Shang Jiaxiang. A History of European Vocal Music. [M]China Radio and Television Press.2003. 5 p127
41Li Wei Bo. An Introduction to the Development of Western Vocal Music. Bei Jing World Book Publishing
Company, 1999.12 p.117
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At that time, she was famous for singing Rossini's operas, she was considered the greatest
European soprano singer. Luisa Tetrazzini and Galli Curci, using their exceptionally clear
voice, introducing the audience to a trance and excellent technical skills, made unique
interpretations of coloratura parts. They contributed to the fact that a specialized voice of the

"coloratura soprano” type gradually emerged.
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Chapter 2

The genesis of coloratura singing and the historical development of the “coloratura

soprano” voice in China

2.1. Rungiang ( Saturation), beautifying retouch of folk music. Elements of
coloratura singing in the Chinese vocal tradition

In the early years of 20th century , Chinese music teachers introduced the Western art
of bel canto (beautiful singing) to China, presenting it to Chinese society. The Western style
of coloratura singing gradually began to penetrate the musical world of the Chinese people.
From the beginning it was understood and appreciated, it began to be imitated and studied,
and then creatively used. It has not been more than 50 years since the first Chinese coloratura
work was written, and during this period many outstanding coloratura compositions and
singers appeared on the Chinese music scene. The fact that the coloratura singing technique
had such a great influence on the Chinese art of singing in so short time indicates that it found
responsive ground. In the fertile soil of China, the art of coloraturais deep-seated and
continues to thrive today.

Until the 20th century, the main parts of Chinese vocal music were: Xiaotiao - the
type of folksong, opera music, and region-specific folk music. The way of singing in Chinese
folk music has an ingredient that is very much like European coloratura. It differs from
Western coloratura, but it can be considered as its prototype. Baptized as the "first man of
coloratura’, the composer Shang De Yi in his article Some of my experience in creating
coloratura songs very precisely indicated:

Our country has a long, ancient, wonderful civilization, in the rich folk music, the elements of

coloratura have always existed.*?

These coloratura elements with Chinese characteristics existed in the so-called Rungiang
—aspecific singing technique. The Chinese Encyclopedia of Music and Dance explains the

meaning of the term rungiang as follows:

42shang De Yi, Some of my experiencein creating coloratura songs, Journal of Jilin Art Ingtitute [J],
1981.(6), 86-89
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a unigue technique of beautifying, decorating, and embellishing the singing voice,

created during the long development of Chinese folk vocal art.*
According to the Dictionary of Chinese Music:

Rungiang is a technique used in folk music to change the tune, to add some notes to the
basic tune, to add color to the tune.**

The most representative examples of the use of rungiang are:

long Mongolian songs
angdie appearing in Tibetan songs
ha ha giang - an element of Sichuan folk drama Qingyin

dramatic songs of the Wangbang opera from Nanyang

Due to the rungiang elements, China has had an environment allowing audiences to
accept European coloratura since long time. Thisis also the reason for it to take root after its
arrival, and then coloratura entered a phase of development and gradual transformation into a

coloratura singing method with Chinese characteristics.
2.1.1. Long Mongolian songs

Genesis and development of long songs are related to the specific lifestyle of the
Mongolian nation and they are the heritage of the songs of nomadic tribes, filled with the
mood of freedom. Well known Mongolian composer Meregjih stated: Long songs are
romanticism of the soul.*® While performing them, one has to deal with large jumpsin
intervals, there are also fragments in the high zone of sounds, sung with short notes, which in
themselves have a coloratura character. The most characteristic feature of the long song is the
use of nuglaa or tremolo, as aform of a singing technique, element of exceptional

decorativeness, having the ability to characteristically prolong the sound.

43 Editorial Board of the Chinese Academy of Music. Encyclopedia of China (Music - Dance Volume) [M].
Encyclopedia of China Press, 1992

4 |ngtitute of Music Research, China Academy of Arts. Dictionary of Chinese Music (Updated Edition) [M].
People's Music Publishing House, 2016 .

4 Uri. Interview with the famous Mongolian composer Morgihu. [J] Western Mongolia Forum, 2013.
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Example 6, nuglaa in long Mongolian song
2.1.2 Angdie coloraturaelementsin Tibetan songs

Another example isthe angdies found in Tibetan songs. It is a singing technique
aimed at the control of breathing and overtones (aliquots) and the use of ornaments.*® The
Tibetan song melodies are original, with a wide range of sounds. Their performance requires
specific qualities of voice. It needs to have alarge scale and volume, be able to sing both high
and low parts, sing strong and gentle and also cope with emerging tremolo, repetitions or
other ornaments. The rhythm is free here, the enrichment of the flowering of the singing is
usually donein long notes at the end of the song, or as along sequence of a coloratura scale.
The performer improvises, surrendering to the mood and presenting his vocal abilities and

artistic personality.

Example 7, Angdie, coloratura passages
2.1.3. Folk drama Qingyin (Sichuan sound) and singing technique: ha ha giang

Qingyin, which can be translated as: “Schuan sonority” or “Schuan sound” is a kind of
an intimate musical performance based on a synthesis of literature and music with elements of

acting. It comprises three categories: vocal, narrative and popular art. This form was created

46 Gayong Qunpei. On the "Angdi€" in Tibetan Khampa mountain songs[J]. Journal of the Central
Conservieatory of Music, 1997(03):33-36+32.
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at the time of the end of the Ming Dynasty, spreading throughout the entire territory of
Sichuan. More than 300 years have passed since then. In 2008, it was entered on the Chinese
list of the greatest cultural achievements as. "Intangible International Cultural Heritage 2nd

Class" Chinese sources provide the following explanation:
Qingyin, a type of Chinese traditional ballad from Schuan

However, this explanation lacks a description of the specificity of the presentation of
these ballads. Thisisimportant because the performer - singer is also an actor presenting a
specific type of performance. What di stinguishes them from vocal performances from other
regionsis the use of the Sichuan dialect as the main language of speech and singing, as well
as the subject of the most important traditions and culture of Sichuan. Qingyin was presented
in tearooms and taverns. Usually one or more singers-actors performed, and the
accompanying instrument was a bamboo drum. It cannot be avoided - the extraordinary
creativity of the actors of the Sichuan Qingyin.

In Qingyin, the most representative way of singing is ha ha giang. As the form of ha ha
giang is unique and its artistic expression reaches a high level, this singing technique, rich in
unique ornaments and embel lishments, has been called the "opera of the east” by the foreign
media. The haha melody and akind of "language play" or "language games' are characteristic
elements of the performance in the Chengdu dialect. Ha ha giang is - generally speaking - a
singing technique using staccato articulation on the syllable "a" (written phonetically as "ha"
in English). The singer interweaves spoken sentences with sequences of sounds without text
in staccato articulation on the vowel "a" - hence the name Ha, ha melody (Ha ha giang).
During the performance, the performer treats along note as the equivalent of smaller rhythmic
values, e.g. ahalf noteis broken down into four eighth notes, eight sixteenth notes, and even
into smaller values. The artist sings each phrase as required to fit the text.

This singing method has common points with the European technique of reducing the
value of anote called diminution.*® However, in the case of Ha ha giang, shortening the value

of notes has nothing to do with the composition of the melody, rather it relates to the way of

4va Zhang, Research on the Inheritance and Devel opment of Sichuan Qingyin

3rd International Conference on Culture, Education and Economic Development of Modern Society (ICCESE
2019). (http://creativecommons.org/licenses/by-nc/4.0/

48 Diminution: the method of shortening the note and replacing it with notes of shorter duration. In a case of
haha giang reducing value of noteis not related to composition. It isimprovise and belongs to the domain of
performing arts, not music.
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stage expression and depends on the creativity of the performer. Ha ha giang is the most
unique form of singing, and it is also the most difficult technique to master.*®

Due to the variety of texts and the requirements of artistic expression, the elements of ha
ha giang are not formalized in terms of details, the changes taking place here can be very
diverse (see: Examples 8,9). A characteristic factor in the ha ha giang technique is respiratory

control. Thisiswhere the key to developing good dynamics and full color in ha ha giang
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Example 8, Ha ha giang melody to the text: Girlswalk in pairs, treading green grass.
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Example 9, ha ha giang melody for the text: Cuckoo cries, flies south from the mountain
forest

The contemporary ha ha giang style adopted the technique of coloratura soprano
singing, moreover, during the delicate and ecstatic presentation of the melody, based on the

rich and repeatedly changing timbre of the voice, it introduced its own innovations.

The form of staccato or combined staccato singing does not have itself an independent

stage meaning. The entire performance varies depending on the content of the singing.*!

4 jao Hong Mei ,, Ha Ha Qiang” i “Koloratura” Dyskusja o réznych sitach zyciowych sztuki [J]. Syczuanski
Dramat. 2010 (01): 75-77

0 Tian Jindy, Su Yimiao. Analysis of the singing method of Schuan Qingyin "haha tone"[J]. Sichuan Drama,
2020(09):86-89.[J]..

®1Zhao Zhao. A famous Schuan Qingyin actress, Cheng Yongling, a member of the provincial CPPCC[J].
Sichuan United Front, 1994(06):22-23.
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The use of ha ha giang changes the melody into a more lively one, conveying the
expression of the actor's voice in amuch better way. The diction ismore clear, thesinging is
round and flexible, reflecting the actor's ability to control breathing and portray the characters
and the plot of the piece. Thanksto it, the long, standing notes have a greater expression, and

the content of the pieceisricher.

2.1.4. Local songs - Wanbang of Henan

Wanbang is a special type of operathat has developed in Nanyang City, Henan
Province. Its origins dates back to the end of the Ming Dynasty, while it gained popularity
during the Qing Dynasty. After the establishment of the People's Republic of China, this art
form was named Wanbang due to the naming of the city of Nanyang with the abbreviation
"Wan". At that time, Wanbang was on the brink of annihilation caused by the expansion of
other forms of opera. The only state-owned opera group specialized in Wanbang, the
Wanbang Opera Group of Nanyang, was established at that time to save this art form and
provide it with opportunities for growth. Wanbang's repertoire consists mainly of serious
operas, tragedies, court operas, and great war dramas. The audience briefly describes
Wanbang as "the great drama’. Love dramas and comedy are very rarely part of hisits
repertoire, the themes mostly come from historical materials and dynastic dramas.

The style of singing in Wanbang is delicate, intense, its characteristic feature is the
use of very high vocal registers, there is coloratura singing, but in a completely different sense
than in the European bel canto. Chinese Music Songs Collection * Henan Volume *( 1996 y.)
Wanbang's music emphasizes that coloratura manifests itself in singing in the octave higher
than the main melody. 2 In Wanbang the range of the voice scaleis mainly above b2, the
highest sung sounds are g3, which practically limits the possibilities of the human voice.
Coloraturamusic from Wanbang has a specia feature of tuning, this tuning allows the music
of Wanbang to portray the emotional state of the heroes of a piece much better. With this
tuning, the emotions of the heroes are fully depicted. Wangbang divides sounds into "happy
sounds" and "bitter sounds'. Happy sounds are used to emphasize joy and beauty. "Bitter

sounds" are used to present sadness, a sense of hurt, dullness and fear.

52 Chinese Ethnic Music Integration Henan Province Editorial Office. Chinese Opera Music Integration - Henan
Volume - Wan Bang Music [M] . ChinaISBN Center, 1996.6, p772
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Example 10 : the basic arrangement of sounds in the Wanbang coloratura

In various works, along with the inner mood of the characters, the melody should be
properly enriched. These coloraturaroles can be male or female. Usually coloraturais added
after the lyrics sung by character are ended - enriching the drama

Example 11: the occurrence of coloraturain atypical Wanbang aria

Circles drawn in notes indicate the raised octaves in coloratura passages. This imitates
crying. Thetext reads: | remember about the Lady ... Introducing a rhythm with a dot and the
use of ornaments increase the mood of this fragment, the protagonist, full of sorrow and
suffering.
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Example 12, coloraturain Wanbang

The melody in the presented example experiences ups and downs, it is smooth
and casual, it suggests afeeling of light and gentleness in order to represent the
character's joyful emotional state. The huge range of voice needed to perform the pieceis
noticeable.

The coloratura of the opera Wanbang and the European opera, despite their differences,
have the same effect, namely: enriching the artistic expression of the music by decorating the
melody. They are, however, distinguished by the intonational nature of the Wanbang
coloratura. The essence of its creation is based on the combination of these same melodies
with different texts, along with transferring them to higher register for stronger expression of
character, events and places of the piece.

2.2. Repertoire dedicated to coloratura soprano and the most famous performers
2.2.1.Theoriginsof bel cantoin China

Over 200 years ago, Emperor Qianlong became the first viewer to see an overseas
opera. Unfortunately, the so educated ruler showed no interest in this foreign operamusic.

Thefirst show of western bel canto was unsuccessful. Existing in Europe for aimost 300 years,



the bel canto singing technique reappeared in China only at the beginning of the 20th century,
then it was accepted by the Chinese and entered the phase of development that continues until
today. The hundred years of its dissemination have passed very quickly, and the impact it has
had on music is profound. According to the author, the above process was inextricably linked
with the work of foreign musicians. With official artistic events, the establishment of

professional music schools, as well as the returning home after studying abroad.

In 1866, the "Love Club for the Beauty of Drama" founded by the Chinese from Great
Britain began to organize shows of drama and operetta. In 1876, a British opera company
staged a Western opera. From 1894, Russians began to found in China " choral associations’,
"society for the love of music”, etc. All these groups played concerts during which serious,
international works of vocal music were performed. All this had a stimulating effect on the
spreading of the art of bel canto in China. At the beginning of the 20th century, the number of
foreign singers and professional music groups coming to perform in Shanghai was increasing.

During these frequent musical events, vocal performance was one of the main artistic
forms. According to the records, from the 1920s to the 1940s, atotal of 237 performances and
88 opera performances took place.

Professional music education accelerated the devel opment of bel canto. Along with a
new culture, new thinking, Western musical art, music theories, musical forms, methods of
musi ¢ education, singing techniques, and performing arts have come to China. The bel canto
technique also began to gradually be accepted and developed further in China. The National
School of Music in Shanghai (the predecessor of today's Shanghai Music Conservatory) was
officialy opened on November 27, 1927. Xiao You Mei took over asrector. It was an
important stage in the development of contemporary music education in China. In terms of
education, the school relied heavily on the European music education system, so vocal music
became one of its important divisions. The school employed national and foreign music
experts, such as vocal music teachers Li Eng Ke, Zhou Shu An, the famous musician Huang
Zi who returned from Americato his homeland, as well as Russian professors of singing. The
teaching style is based on the Western model of vocal education. Lessons were held
individually. The establishment of the National School of Music in Shanghai has opened up a
new space for the further development of bel canto in China and for connecting it to
traditional Chinese culture. Today, China has 11 independent music colleges, more than 400
professional undergraduate music schools. In conclusion, we can see how great progress has

been made in the field of music education and vocal music in China.
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Finally, let's mention the return to homeland of Chinese singers who received
professional music education in Europe and the United States. This return contributed to the
spread of many foreign ideas in China, such as the Western concept of sound aesthetics or
vocal techniques. In 1933, after graduating from the Huntington University in the USA,
Huang Y ou Kui returned to the country, in 1939 he graduated from Cornell Yi Yu Xuan
University. In 1941, Lang Y u Xiu returned to the country from Belgium from the Royal
Academy of Music in Brussels. In 1945, Zhou Xiao Y an from the Russian Music Institute in
Paris. All these artists brought the sophisticated idea of bel canto to China, thanks to which
they contributed to raising the level of technical skills of Chinese singers. A whole crowd of
outstanding graduates, successfully educated, promoting the development of Chinese opera
and song. At that time, among musicologists and composers returning to the country were:
Wang Guang Qi, Kang Y ou Mei, Huang Zi, Zhou Shu An, Qing Zhu, and Ma Si Cong. Based
on the composing techniques mastered abroad, the artists combined them with characteristic
Chinese musical elements, achieving excellent resultsin the field of composing artistic songs.
Without them, contemporary Chinese vocal music would not have been shaped.

2.2.2 Chinese vocal repertoirefor coloratura soprano

In the period leading up to the second half of the 1970s, due to the "Cultural
Revolution", freedom of thought came under total control. With the beginning of the Opening
Reforms, China began to absorb foreign values again. Thanks to the great changes in the
sphere of economy and politics, not only has there been arevival of literature and art, there
also has been awidening of the space for composing music.

In 1930, Zhou Shu An's Lullaby was published in the April issue of Musical Art. The
text of the song is simple, there are seven stanzas, each with modifications to the melody. The
main method of making changesis adding coloratures. It can be said that thisisthe first
Chinese coloratura song coloratura.>® From that moment on, there was a rapid devel opment
in the field of creating coloratura pieces, the enthusiasm of many composers for creative work
was aroused, it resulted in the creation of outstanding, coloratura pieces of vocal music, below

the main ones:

Composer | Song |

53 Zhou Chang. Contemporary Chinese Musicians and Works [M]. Beijing: Peopl€e's Music Publishing House,
2003.P67
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He Lvting Happy lark
Zheng Spring is coming
Qiufeng
Lu Zaiyi Clouds and flowers
Shang Deyi The millenium sago cycasisin flowers,
The spring of science has come
Li Yinghai Lark, you wonderful singer

At that time, the use of coloraturain Chinese vocal music showed its characteristics,
following closely with the spirit of the era. For example, the song Shang De Yi The
Thousand- Year-Old Sago Tree Has Blown was my country'sfirst real life art work using the
techniques of Western coloratura. Coloratura singing was used to present the joy of hearing
the sounds by a child who regained hearing after the end of the therapy. The success of this
piece shocked the music world, which had been silent for many years. The text of the song

contains the following sentence: The quiet world breaks out in spring. Shang De Yi stated:

If you compare human life to a city, the Thousand-years-old sago tree has blossomed and

became the first brick of such a city in my life.>*

It is amasterpiece that Shang De Yi wrote motivated by enthusiasm for folk music. For
the Chinese music scene, composing this song became a very important step in the
development of vocal coloratura songs. This meant that in terms of the technical level of
composers, Chinese coloratura pieces of vocal music had reached the stage of maturity, but
also strongly emphasized the important position that coloraturatook in the great "river" of

Chinese vocal music, playing an extremely important role in its further devel opment.

From the 1980s until the end of the century it was time for Chinese col oratura songs.
Based on the use of appropriate creative techniques, the composers synthesized them with
traditional Chinese aesthetics and elements of folk music. Thanks to this, awhole series of
coloratura pieces with a more pronounced characteristic of Chinese folk music was created,

some of them are listed below:

Composer Song

Shi Guangnan Birds, my friends, operatic aria: The song
of Goddesse of Mountains, from operaQu
Yuan

Shang DeYi July Meadow, Reed pipe, The joy of the
Torch Festival, Plum blossom this year, Your

%4Shang Deyi. Tamping the battlements of life [J]. Art Garden (Journd of Jilin Academy of Arts), 1996.P80-81.
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song

Liu Cong In the green valley, Swallow, Strait, Bird
singing in the wind, Running to the moon, A
song without text

Xu Jding Xin A lunar spring night on theriver, the Seer
Yong Mei
Jiang Yi Min Thelark flew over the barracks

The above works, from the point of view of the subject and content, are characterized
by a greater variety of color forms used. In folk music, apart from the selection of coloratura
elements, a skillful synthesis with the relevant themes and motifs of real life was sought. A lot
of reaistic, expressive artistic images were created in the written works, thanks to which the
wide audience in China accepted and liked the coloratura works. For example, Shang De Yi
imbued his piece Prairie in July with a very strong coloratura style of Xinjiang Uighur’s Song:
Plum blossom this year he wrote following the example of folk songs from Manchuria; the
song The Joy of the Torch Festival isawork with the coloratura style of the Nuosu (Yi)
ethnic group.

At the beginning of the 21st century, the art of composing works for a coloratura
soprano was becoming more and more refined. In order to meet the requirements as to the
meaning of the text and the appropriate presentation of the mood of the pieces, coloratura
techniques from folk music from various regions were borrowed in an extremely skillful and
natural way. In addition, great changes took place in the field of singing, the creators raised
the artistic level, thanks to which the skills of the singers were further devel oped and
improved. In thisway, a completely new era has come for the creators of coloratura.

With the advancement of the art of coloratura singing, the process of creating vocal
works began to become more and more varied. Hu Ting Jiang is the representative of this era
His coloratura pieces are not only saturated with the climate of the time, they also have a

permanent characteristic of ethnic groups, and at the same time are extremely modern.

Hereis an overview of the composers and songs of the recent period:

Composers Songs

Liu Cong The bird singsin thewind

Zhang Zhuo Ya My Shangrila

Hu Ting Jiang Mayila Variations, Spring Ballet,
Blinding Land, Young Spring's Song, Ask
Spring

Shi Zhen Rong Thelark of joy

Sheng Zong Liang Tempest (bird)

Chen Shu Liu Beautiful mountains and water

Bing He Eyes
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Chen Yong Spring Rain in Banna, Love of the
Moonlight

Zhang Xu Dong Ariaof winter snow, Soprano Maira

2.2.3 Famous modern Chinese coloratura singers

In view of the spread of bel canto in China, more and more coloratura sopranos began
to appear, which made a great contribution to the further development of this singing
technique. The older generation of famous singers included: vocal music teacher Zhou Xiao
Y an, Sun Jia Pan and others, known as Chinese nightingales and larks. At the end of the 20th
century, professors of Chinese universities already educated many talented female artists who
won numerous awards and distinctions on the international and national stage. In the above

work, | will briefly present two famous singers: Dilber Y unus and Huang Ying.

Dilber Yunus, anative of Kashgar Uighur, isa
famous lyrical coloratura soprano. After graduating from
the Central Music School, Dilber Y unus began her career
asasoloist at the National Chinese Opera, and at the same
time, thanks to her talent and a series of outstanding
performances on the stage of Dilber Y unus, she received a
lifetime soloist position at the Finnish National Opera. In
1997 and 1998 Dilber Y unus won the highest awards
given to opera singersin Sweden. Currently, sheis still
working in thefield of vocal music, holding professorship

and supervising positions at the Chinese Conservatory of

Music and at other music academies. European critics
have repeatedly rated her performances very highly, considering her a perfect combination of
singing technique with art, she was baptized as: " Chinese nightingale”. Her most
representative roles include: the role of Luciain Luciadi Lammermoor by Gaetano Donizetti.
Queen of the Night in Mozart's Magic Flute, Blondy in Mozart's Abduction from Seraglio,
Zerlinain the opera Don Giovanni, Aminain Bellini's opera Sleepwalker, then Laurettain
Puccini's opera Gianni Schicchi, or in Igor Stravinsky's The Nightingale. Dilber Y unus
remembered her mission - to actively promote traditional Chinese culture, she aways

emphasized the fact that she was a Chinese artist. When performing at solo concerts or
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recording individual albums, she aways sang several Chinese folk songs or Uyghur folk

songs.

Huang Ying: Lyrical Coloratura Soprano, a graduate of the Shanghai Conservatory of
Music, studied with Professor Ge Chao Zhe. In 1996, she won a competition with nearly 200
femal e artists from around the world, winning the lead role of Cio-cio san in the movie
Madame Butterfly, becoming the first Chinese soprano
singer with worldwide fame. Then she went to New Y ork
in order to pursue an artistic career. She studied abroad
with two of the most famous teachers of the American
Juilliard School - Renata Scotto and Daniel Ferro. In the
last 10 years of her career, Huang Ying has performed
partsin Puccini's operas. Magdain LaRondine, Cio cio
san in Madame Butterfly, Laurettain Gianni Schicchi, Liu
in Turnadot, Mussetain La Bohéne. She also sang parts
such as: Gildain Verdi's Rigoletto, Zerlin in Mozart's Don
Giovani, Susannain The Marriage of Figaro, Paminain

the Magic Flute. Over the years, Huang Ying has been
promoting original Chinese songs with all her strength, and as a singer she has performed the
most Chinese songs on the international stage. She participated in the arrangement of
Qingshihuang Tan Duna, played in the operas Tu Dan Ting and Poet Li Bai Guo Wen Jing. In
April 2011, she starred in Zhou Long's The Tale of the White Snake, winning the World
Pulitzer Prize for Music in the ninety-fifth edition.> In 2013, at the invitation of the Chinese
government, she returned to the country as a music expert to take the position of professor,

ambassador of cultural exchange between China and the West at her former university.

5 Ren Hai Jie, Ying Huang: Music making is my religion [J], 2016.04 P14
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Chapter 3
Selected European coloratura ariasin the aspects of: musical style, performance
techniqueand vocal didactics

3.1 Musical analysis of selected arias with coloratura specificity

3.1.1. G.F. Handdl, aria: Regjoice greatly, o daughter of Zion from Messiah

The oratorio isamusical form created during the European Baroque period. It is an large
piece of adramatic nature, but it is not intended to be performed on stage. Handel's Messiah
Oratory is one of the most remarkable works of this genre. The text of the piece comes partly
from the Bible and partly from the work of the librettist Charles Jennens. The Messiah
consists of three parts that describe Jesus' birth, His crucifixion, and His Resurrection. Regjoice
greatly a daughter of Zion is the eighteenth soprano ariain the first part of the Messiah.

The words of the ariais taken from the Old Testament, Book of Zechariah and reads as
follows:

Rejoice greatly, O daughter of Zion,

Shout, O daughter of Jerusalem

behold, thy King cometh unto thee. [He is the righteous Saviour],
and He shall speak peace unto the heathen. /Zechariah 9:9-10)

Ariahas atypical ABAL structure. It isan ariaof "dacapo". The main theme, located in
bars 9-11, contains arhetorical figure consisting of the use of constantly increasing interval
jumps (from fourth to sixth), ending with an octave downwards. The entire first vocal phrase
rises upwards, introducing dynamism and mobility, which continues to increase in the further
course of the arias. Thisisatypical reflection of the joyful excitement as we await the coming
of the Savior. Thisjoy permesates the entirety of Part A and A1, mainly through the coloratura
used in it in the form of various rhythmic sequences, long sixteenth passes, dotted rhythm,
articulation variety, legato arcs, and emotional pauses. This ariawas selected for the Program
of Artistic Worksin this doctoral thesis because of its representativeness for the issue of
coloratura singing. It is even kind of “catalog” of figures and coloratura elements used in the

Baroque period.
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Example 13, G. F. Haendel, aria Rejoice, bars 6- 13
The contrasting movement with the first, Part B, is also amusical equivaent of the
text, asisthe case with Part A. The main word in Part B is “peace”. The rhythm issimplified
here, the melodic line is softened by close intervals, asif caming down. Long notes are
characteristic, suggesting "calm". This part ends with arelatively complex cadence, whichisa

rhetorical figure illustrating the ascent to the sky.

3.1.2. W.A. Mozart - Allelujaz motetu Exsultate jubilate

Hallelujah ( Hebrew) basic meaning is Praise the Lord. This phrase has become part
of the Christian church liturgy. The development of the Alleluia in music was marked in the
early chorales of the Ambrosian and Gregorian epochs. Alleluia can be seen in medieval

(500-1450) motets as well in 17th and 18th century choirs. In second part of 18th century,
the European Age of Enlightenment was in full bloom and gave the Alleluja a new character,
adding a series of embellishments to the melody, inserting coloratura phrases to make the
singing more expressive and rich.

The Aria Allelujais the fourth part of the motet Exsulatate Jubilate K165. The motet was
composed by 17-years-old Mozart in 1773. The structure of this piece does not fully
correspond to the motet form. The composer changed the existing formal model, which

resulted in many features of secular music appearing here.
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The arias tempo is Molto allegro, the melody is light and fast, the text consists of only
one word "hallelujah”. In fact, the piece is based on the ABA1 formal pattern. Thiswork is
the quintessence of the classic style of Mozart. The "instrumentalisation” of the human voice
also appearsin this piece. The coloratura sections feature long and fast runs of sixteenths,
figurations ending in relatively distant intervals, aswell as very large interval jumps. All the

melodic and rhythmic elements are meant to express adoration and enthusiasm.

Example 14, W. A. Mozart’s Alleluja, bars 102-106, coloratura with amotif repeated

twice

3.1.3 Elvira'saria Qui la voce sua soave from Vincenzo Bellini's opera Puritans

The opera The Puritansis Bellini's last work. Count Carlo Pepoli is the author of the
libretto of three-act opera seria. In the Puritans, the love story of Elviraand Arthur is
presented. The background is the conflict in the 17th century England between the Stuart
dynasty, and the puritans of Oliver Cromwell. Aria Qui la voce sua soave appears in the
second act of the Puritans. Elwirasingsit, convinced that her beloved has betrayed her. He
feels pain and loses all hope. The arianot only expresses Elvira's despair, but also the hero's

inner drama.

Aria Qui la voce sua soave has an ABB structure, thisform of structure isreferred to
in Chinaasa"large aria’ or "double arid". Large aria appeared around 1750, its style was
characterized by a combination of two different ariasin style. Most often, the first was lyrical,
the second dramatic. This style of singing fully conveyed the main theme of the opera,
showing very clearly the internal conflict of the protagonist's mood, henceit is also referred to
asa"double aria."* According to the European theory of music, it is assumed that aria of
Elwira isatypical ariabel canto from the early Romantic period. It includes a Cantabile or
Adagio part (with cantilena, in slow tempo) and a coloratura part called Cabaletta. In
between these parts there are al so short fragment in which the choir or other soloists perform.

%6 Miao Tianrui, Encyclopedic Dictionary of Music [M], Bei jing:People's Music Publishing House, 1998. p. 739,
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The beginning of aria (scene) announces the further development of the arias. Vocal part

of Elwira presents the main melodic motifs with great dramatic power.

Part A Cantabile: in this part there is a mel odic-rhythmic theme, in which the role of the
drama carrier is played by the octave interval, and a second motif, in which the chromatic
descent along with dotted rhythm and expressive pauses creates a mood of helplessness and

defensel essness of the protagonist who loses the senses.

Part A Cantabile: in this part there is a melodic-rhythmic theme, in which the role of the
drama carrier is played by the octave interval, and a second motif, in which the chromatic
descent along with dotted rhythm and expressive pauses creates a mood of helplessness and
defensel essness of the protagonist who loses the senses.

Part B is Cabaletta, spectacular, full of movement and very variable in character, fast aria.

Part B1, the second part of Cabaletta, is basically very similar to part B, it can be afield
for a coloratura show. It ends with the finale, followed by stretta, i.e. the thickening of the

texture, until the effective ending of the ariain a high tessitura.
Bellini said:

If I amto write a piece that will take part in the competition, | will certainly write the
complicated part in counterpoint deeply and penetratingly. If | were to write an opera, |
would postulate that it should follow a simple melodic line and the mood it contains, instead
of using the orchestral exaggeration effect.>’

Bellini in hisworks very often used long-spanning arched melodic lines (see Example 15)

57Feng Libin. Bellini, the master who favors and reveres melody--Analysis of the artistic characteristics of the
opera Norma[J]. Symphony (Journa of Xi‘an Conservatory of Music), 2000(01):26-28.
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Example 15, V. Bellini , Elwira’s aria, the beginning of Cantabile part

In part B, andante turns into allegro moderato, the music becomes faster and more
energetic, indicating that there is agradua transformation of Elvira's emotional state. At this
point, adding a pause, a dotted eight, or atriola increases the movement of the music. The

composer creates an image of the heroine losing her sense of reality.

Bellini used triplets, syncopation, dotted rhythms, pauses and other rhythm elementsin
the melody to emphasize the drama. In our exampl e, the dotted notes and pauses placed
between the phrases, when sung, resemble the emotional lack of breath of the protagonist who
cries or contemplates, thanks to which the sadness and despair of Elvirais shown in amuch

more realistic way, reaching the point where "silence speaks" .
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Example 16, V. Béllini, Elwira’s aria, bars 51-56

The ending (bars 126-153) features many quick descending semitones. This coloratura
fragment has afast, fluid, nervous melody that reflects the psychological state of mad Elvira,
afull presentation of the psychological catharsis of the protagonist ( see Example 16).

Example 17, Bellini, Elwira’s aria, bars 131-136
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3.1.4 Gilda Caronome'sariafrom Verdi's opera Rigoletto

Rigoletto is one of the most outstanding works of Giuseppe Verdi. Theideafor the
operas libretto comes from Victor Hugo's play The King Has Fun. Many of Verdi's operas
expose the insidious and selfish hypocrites of the owning class, while at the same time
showing a deep sympathy for the oppressed and suffering heroes, reflecting the Italian
peopl€'s desire for democracy at the time, arousing people's hatred of cruel and corrupt power.
Aria Caro nome comes from the second scene in the first act. This aria that best characterizes
the Gildain the entire opera. It is also the only complete coloratura ariain the piece. The story
begins with the Duke of Mantua disguised as a poor student, sneaking into Gilda's house to
confess her hislove. After the prince's departure, simple and naive Gildafalsinto alove trap
set for her. Longing for love fantasies, she begins to sing tenderly, recalling the boy's
"beloved name".

Ariais preceded by arecitative (bars 1-10). Against the background of distributed
arpeggio chords there is adelicate, soft singing of Gilda, recalling the fake name of the prince
- Gualtier Malde. After the recitation, the term of the tempo appears. Allegro assai moderato,
means that the performance of this part should be agile and lively, showing the joyful mood of
the main character. The term dolce shows the tender and timid flowering of lovein agirl's
heart. See music example 17:

u_e_sz'o assni moderato,(d.ss) Gitds,
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Example 18, G. Verdi, Gilda’s aria, recitative
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At the end of the recitative thereis a sign of morendo's musical expression, which
indicates a gradua weakening of the sound until it disappears completely. Thisway, the
coherence between the aria and the recitative, Gilda's desire for love and her growing feelings
towards the prince are better emphasized. Later on, the voice of the heart becomes more and

more firm, preparing Gilda for the next meeting with her beloved.

Example 19, G. Verdi, Gilda’s aria, the end of recitative

The aria proper begins at bar 11. In bars 18-25, the main theme of the aria appears,
which will be a subject to ornamental modifications in the next part. It isthe greatest and
most refined piece in the entire aria. The ariais set in the key of E major, the light color of the
major key emphasizes the moment when aray of love lights up in Gilda's heart. The entire
ariais energetic and warm. Very delicate, like word for word, Gilda's singing resounds with

love and with a soft call to the name of the beloved.

Ca- ro ho-the che il mio
Carvll up 08 my in. most

Przyktad 20, G. Verdi, Gilda’s aria, bars 16-23

Ariais crowned with a cadence - a culminating vocal show, in which the most
outstanding singers present their performance skills.
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3.2. Technical and performance problems on the examples of selected European

arias

3.2.1 G. F. Haendd, Rejoice greatly, a daughter of Zion

Rejoice greatly, a daughter of Zion isin the first part of the Messiah. It isahymn of
praise for abeautiful life, depicting a scene of joy and a desire for peace. Oratorios entered
Chinalater than opera arias, and the Messiah oratorio gained popularity in Chinaonly in the
last decade.

The vast mgjority of performers of this ariain China are fourth class singing students or
post-graduate students. Ariais an excellent material for learning vocal music. Its range of
scaleis not wide, focusing mainly below the F2 pitch. Asasacred aria, it follows the rule that
singers should not use avoice that is firmly embedded in the chest resonance. Let us add that
Handel emphasized in his arias the coherence and fluidity of the sound. In terms of singing,
he focused on the beautiful character of voice quality, trying his best to express devotion and
adoration to God. The intervals used in the first phrase, widening in the following motifs (first
the fourth, then the fifth, then the sixth, and at the end octave phrase) constitute atypical
rhetorical figure, meaning joy and adoration.

While performing the above aria, the most difficult parts are the fast hexadecimal passes.

]

S ———

Example 21, bars 71-75, coloratura based on a constant pattern

When singing sixteenth notes, it is necessary to master the control over the dynamics
of voice, to maintain an even tone and a light and round sound, and to avoid sluggishness and
rhythmic precision. The problem isthe lack of time to take a breath calmly before the fast
sixteenths in bars 17-18, visible in the next note example. When singing, artist must avoid the
strong sound of "ice" in the quick end of the sung phrase, resulting from insufficient
inhalation, or omitting or singing incorrectly. The main melody should be emphasized with
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light accents, surrounded by coloratura, but after the figuration has been rejected, it creates a
certain consistent melodic line. In the example below, in measures 18-19 we have a melody
based on fifths in the descending direction and aso in measures 20-23 we have a melody
based on fifths in the descending direction. In the previous example, the figuration is based on

the main notes that progress down athird.
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Example 22, G. F. Haendel, aria Rgjoice, bars 14- 23

3.2.2W. A. Mozart, Alleluja

Mozart's Alleluja is very popular in Ching, it is a compulsory piece for concerting
lyrical sopranos. Quick runs of hexadecimal figurations occupy a significant part of it. Thisis
avery big chalenge for effective breathing, control over the dynamics, aswell as a uniform,
natural character of the timbre of the voice. For this reason, its correct performanceis
recognized in China as a determinant of the high level of asinger who has mastered the skill
of fast coloraturasinging. In China, practically every coloratura soprano, including
performers of national music®, has performed an interpretation of this ariain the course of his
career.

Asthe Chinese style of folk singing is very deeply rooted in the music culture, the
Chinese like a bright, sweet timbre. During the performance of this song, Chinese singers pay
attention to maintaining respiratory support, flexibility of the diaphragm, instrumental,
uniform timbre and sound energy. When singing legato, each note must be sung clearly and
separately, the voice must be fluid and soft.

During long runs (over 6 bars) it is essential to become familiar

*8 Folk singing: atype of singing derived from Chinese songs, folklore songs, xiaotiao. Nowadays, he gradually
draws more and more patterns from the bel canto techniques. There were singers who could perform both Bel
Canto pieces and traditional Chinese folk songs, for example: Lei Jia, Huang Hua Li, Wu Bi Xia.
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with musical text to capture the character of the coloratura and properly select the breaths.
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Example 23, W. A. Mozart’s Alleluja, bars 51-56

In the example given above, the melody consists mainly of a coloraturaform of
sixteenths. Long notes do not achieve their effect by breathing alot of energy, but by finding

the correct focal point in the melody for the entire phrase.

3.2.3. Aria by Elwira: Qui la voce suo soave

Bellini's vocal works are extremely popular among singersin China, he is one of the
favorite composers of lyrical sopranos, participating in various competitions. | myself had an
opportunity to take a part in many competitions in China, | heard participants from all parts of
Chinasinging this aria.

The performance of the coloratura part depends on the singer's stage skills and vocal
skills. The artist must use coloratura techniques based on the appropriate emotional mood and
singing technique in order to present various emotional states and their changesin therole
played by the protagonist. A positive thing worth a notice is the fact that with the passage of
time, both in terms of voice, language, style of performance, the way the sung coloratura
phrase is performed, the interpretation of the above song by the Chinese singersis getting
closer to theideal.

Let uslook at the example of bars 63-71, in which the scales a first goes in the
ascending direction then the scales with the octave span going down. This coloratura phrase

depicts Elviras madness, her hysterical state, showing the main character deprived of all hope.
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The coloratura singing used to perform this fragment enriches the inner world of the
characters emotions, drawing avivid and realistic image of Elvira. During the performance of
this fragment, Chinese singers abandoned the old habit of one-sided concentration on the
display of technical skillsand the lack of understanding of the true intention of singing, and

began to combine the emotions of the protagonists with the way of singing.

Example 24, V. Bellini, Elwira’s aria bars 60-68

Similarly, but even more intensely, Elvira's madness manifests itself in phrases based on
a chromatic scale descending downwards (in examples 24 and 25 above).
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Similarly, but even more intensely, Elviras madness manifests itself in phrases based

on a chromatic descending scales..
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Example 26, V. Bellini, Elwira’s aria, bars 131-136
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When singing, pay attention to the precision of the sound between the half notes, the
sense of distinctiveness between the notes must be clear. In addition, it is necessary to
precisely capture the first note in each of the groups of eight sixteenths, only the accuracy of
thefirst note is able to ensure the precision of the descending glissando of the whole group,
on the other hand, the rhythmic pressure will allow the gradual presentation of Elviras mental
state.

Thanks to the production of this coloratura part, | came to the conclusion that the
following requirements should be met: At first you should maintain afree and light mood.
The most difficult thing isto quickly sing its coloratura part (cabaletta). It is necessary to
relax, feel free and use your "mind" to sing, you should lead your voice with emotions. At
second, you need to slowly train to find the main sound. Thiswill make intonation precision
easier to obtain. At the same time as maintaining the accuracy of the sound, singer should not
become nervous or in ahurry. The exercises must be done slowly and only on the basis of the
achieved practice it is possible to accelerate. Otherwise, it is easy to miss the sound or to pass
it too quickly. In addition, you must use your breath rationally. The melody of coloratura
phrases in this aria places very high demands on the control of the breath. The better the
breathing control, the less strain on the glottis. Choosing the right and precise air exchangeis

very helpful in stabilizing your breathing.

3.2.4 Aria Caro nome
There are many coloraturafragmentsin this aria. Verdi's coloratura arias are
characterized by a high level of difficulty, requiring singers to have high technical skillsand
appropriate musical education. Aria Caro nome not only requires the singer to present a
lyrical soprano, but at the sametime it is necessary to have the freedom and vitality of a
coloratura soprano. In China, thisariais also a frequent piece in the repertoire of singers
participating in competitions.

While performing the above song, | paid a special attention to capture the following
aspects:

First of dl, the precision of the ornaments. There are trills, staccato, triplets and other
elements. All of them present a high level of difficulty in singing, it is necessary for the singer
to present the dramaturgy of the lyrics. Moreover, in order to present a complete artistic effect,
it is necessary to combine the changes of the melody with the complicated state of the

heroine'sinternal emotions.



Example 27, G. Verdi, Gilda’s aria, bars 29-32

Looking at the above fragment of the score, we can see that the correct use of trills and
pause is a certain difficulty. They suggest nervousness, anxiety and slight shyness. This

requires the singer to fully comply with the score in order to perfectly follow the composer's
recommendations.

Secondly, attention should be paid to the continuity of the coloratura rhythm.

" Srings piss.

Example 28, G. Verdi, Gilda’s aria, bars 29-32

While singing, the singer has to maintain the precision of intonation and the precision of
the rhythm, which expresses the rhythm of Gilda's heartbeat. Progressive interval jumps pose
agreat challenge to the precision of the singer's voice. Only the combination of sound
precision with a split rhythm allows us to present the changes taking place at that moment -
ups and downs—of Gilda's emotional state.
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In the third place it is necessary to train well and plan the final cadence, included in bars
61-62.

Example 29, G. Verdi, Gilda’s aria, atypical bel canto cadence

The main problem here is the precision of the sound. In this movement, the high notes
jump two octaves, and are accompanied by split chords and half notes. Sinceit is a sung
phrase that requires a free presentation of vocal art, without accompaniment, therefore in the
rapid course of rising and falling notesit is very difficult to catch the sound precisely, it
requires long hours of practice. The next issue is to maintain the breathing and high pitched
position. The above part can be performed in various ways depending on the habits and
customs of female singers, yet the vast majority of coloratura sopranos lean towards singing a
high note on E3, it can be said that it has become an unwritten rule. When performing Caro
nome, it is extremely important to present the image of the heroine. In order to sing this aria
well, you need to empathize with the role played. Gildais ayoung girl, so the timbre of the
singer's voice cannot be too mature, but clear, bright, gentle and full of mood. The piece must
show to the audience the excitement and shyness of Gildasfirst love.

3.3 Main problems seen from the point of view of vocal teaching
3.3.1 Aria Reoice greatly, a daughter of Zion

The ariatempo Rejoice greatly, a daughter of Zion isfast, the phrases sung are long, the
difficulty level is high, this requires the soprano to master basic singing skills. The main
features of this song can be briefly summarized asfollows: 1. The text issimple, it facilitates
the emission of sound; 2. The sound range is not wide, it is suitable for the soprano; 3. The
mood isvery clear, it iseasier to captureit; 4. There are large interval jumps, which helpsto
exercise laryngeal stability; 5. The coloratura part is of great valuein terms of exercising the
power of breath control and increasing the dexterity of the voice. For these reasons, the focus

of my music education was to develop the strength of breath support.
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In the case of thefirst phrase, the pauses between successive words of Rejoice are not
used to draw air, but are typical emotional pauses that build arhetorical figure. The frequently
used principle of "breathing in fear" can be applied here. Sudden terror makes the muscles of

the whole body take sharp breaths while keeping the chest resonance open.
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Example 30, G. F. Haendel’ s aria Regjoice, bars 6-10

Nevertheless, due to the large number of notes, one must not draw too many
inhalations, in this way the body will stiffen very easily, and it will not be possible to flexibly
sing the coloratura phrase, moreover, in the rhythm determined by the four sixteenth notes,
capturing the correct dynamics requires control over the volume reduction. Use the diaphragm

evenly with all your strength to maintain good air distribution.

Then be careful with the speed and clarity of your singing. When female students start
practicing thislong, sung coloratura phrase, their voice is aways too heavy, helpless. After
speeding up, when there are alot of notes, the speed blurs the sound very easily, or the notes
are sung clearly. For this reason, students are advised to practice at the beginning of their
studies at aslow pace, relaxed. It is necessary to maintain arelatively stable position of the
larynx, relax the muscles of the neck. Along with the different time signatures, the sung
coloratura phrase can be practiced in the form of a group of eight notes, the first of whichis
defined as the note giving dynamism, the rest are performed due to the driving force of the
breath. During practice, it is also necessary to pay attention to the precision of the voice so as
to avoid leaky closure of the vocal cords resulting from the rapid course of notes and leading
to "leakage" of air. At this point, students are reminded of the need to stabilize the larynx, and
they are advised that the upward and downward motion of sounds does not stiffen the chin
and other muscles. Then, based on this exercise, agentle, gradual increasein speed is

performed until it is correct. It isagreat test of self-control and patience of female students.
3.3.2 0On the educational value of Mozart's Alleluja

Alleluja has long been used as teaching material in the study of vocal music. Thisis

because this famous aria is akind of manifestation of both: technical singing skills and

57



artistic education. Its educational value can be briefly summarized in the following points: 1.
Help in producing a clear tone of voice. The religious character of the text of this song made it
necessary to follow the purity and elegance of the sound. The sound zone of the melody,
changing its position fully help the singers in creating and practicing the timbre of the voice; 2.
Enables the contractor to apply breathing correctly; 3. Its fast and long scales of the main
theme and large jJumps in singing phrases are a complete material for practicing control over
inhalation and exhal ation.

In this aria, the coloratura phrases have great educational value, especialy the places
where the high notes jump from F to C note, for the performer it is an extremely irritating
challenge. During learning, the coloratura part is a priority. Students are required to be
extremely precise in rhythm and to be precise in singing. In order to achieve the effect of
gentle and consistent singing, students have to pay close attention to the breathing exercises.

Here are examples of the ideal phrase as part of your breathing training.

Example 31, Mozart’s Alleluja, bars 102-110

The above phrase is based mainly on the quick scale of sixteenths, it isvery useful for
a student who exercises endurance and breathing length. This endurance and length must be
based on the even distribution of air and harmonized movement of the group of muscles
responsible for the exhalation and inhalation action. When performing arapid scale, aforceis
created in the diaphragm that |eads to the complete relaxation of other muscles (especially the
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muscles of the throat). When the strength of the musclesin the throat relaxes, the voice,
stimulated by the breath, naturally flows with the music line. During their studies, students
should be reminded very often that when faced with along phrase, they must properly control
the distribution of the breath so that in the most economical way, using breathing, they
complete the phrase. By mastering this aria, the level of range and the vitality of the students
voices increase significantly.

3.3.30n the educational value of the aria Qui la voce sua soave

When learning this aria by Bellini, the main task isto find the correspondence between
the expressed emotions and technical skills. The most difficult part of the song is coloratura
part and solo singing. At first, the singer must already have certain vocal skills. Secondly,
when performing the coloratura phrase, the great problem is to accurately depict the main
character's effect of being close-to-madness. After mastering of these problems, students, very
often make a similar mistake, concentrating only on the singing technique, ignoring the
emotional sphere. They are not able to achieve an emotional state corresponding to the image

of the character being performed.

They have to adjust the technique to the mood by means of the suggestion of mood
transmitted by sound. In this fragment of the aria, amelody appears in arapid scale of
descending semitones, it runs four times, then at the end there is again six bars progressively,
by a half-tone descending. It is a great challenge to have the ability to maintain breathing. It is
necessary to support properly breathing combined with the technique of coloratura singing,
only then the sung sounds are uniform and coherent. At the same time, this activity should be
based on a harmonized cooperation between the control of the breath and the muscles of the
body. During inhaation, you have to open the diaphragm and keep the ribs open in order to
control the level of air taken in. At the same time, the rapid conversion of the thoracic
resonance should be enhanced, which will alow the sound to "run" much better. Only this

way it is possible to present Elvira's unstable emotional state, expressed close to madness.
3.3.4 On the educational value of the Caro nome aria

L earning the Caro nome aria requires capturing style, sound, and the use of breathing.
After presenting al the lyrical emotions asintended by Verdi, it is still necessary to add your
own interpretation, because only in thisway it is possible to connect the vocalist with the song

and better present its artistic meaning. Only the synthesis of two mentioned elements will
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enable the correct performance of this piece and show the uniqueness of its musical style. You
also need to capture and use the timbre of your voice appropriately.

Then it is necessary to systematize the vocal exercises, you need to study the score very
carefully. Every phrase, every character - they all need to be remembered well. In everyday
practice, you need to increase the number of exercises to support and control your breathing.
By doing so, it is possible to show better the charm of the piece and effectively raise artists
qualifications. An important element of this song are constant pauses and the use of the
method of singing large, coherent melodic lines. In the coloratura part it is necessary to
control the breathing, not forgetting about the staccato, ornaments and pauses in the phrase
being sung. All thisisto achieve the listeners with afeeling of lightness, but aso continuity of
phrases.

Finally, when practicing the coloratura part of the aria, it is necessary to master the

following points:

1. On the basis of breath, free dynamics control, as fluid as water or the movement of
clouds, evokesin the listener a sense of a specific smoothness of lines. At the end of the aria
there are a series of coloratura fragments, while performing them, you should raise the sound
slowly and delicately like athread. Each of the notesin the middle must be clear. After a
gradual increase in dynamics, the Allegro becomes weaker and slows down. This procedure
serves to characterize the image of Gilda, who, after an emotional outburst, fears that
someone might find out about her feelings, and therefore tries to hide them. The whole scene
is extremely evocative.

2. In severa places of Gilda's arias, one should - in accordance with the principles of bel
canto - use Messa di voce. Thisiskind of the coloratura effect: the singing of agradual
crescendo and decrescendo on along sustained tone. At the same time, this dynamic effect
maintains the position of the sound, perfectly in the required position and enriches the sound
of the voice, giving it a smooth, soft finish.

3. Students must truly integrate their emotions into the role of the protagonist. With the
help of personal emotions and understanding the whole piece, they should experience the
emotional changes in the psychological mood of the protagonist, asif they were transforming
themselves into the protagonist. Only in thisway isit possible to fully portray the heroine of

the opera
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Chapter 4

I nfluence of the European color atura singing technique on the development of
Chinese vocal art
4.1. Analysisof selected examples of Chinese coloratura vocal pieces

4.1.1. Shi Guang Nan, Aria of the Mountain Goddess from the opera Qu Yuan
and the song Little Bird, my friend

Earlier | mentioned that the bel canto coloratura singing technique appeared in China
with the arrival and development of opera, but at the very beginning it did not gain much
popularity. In the 1930s, the development of bel canto entered itsinitial phase, which was
mainly based on the imitation of European coloratura singing. However, it was not until the
end of the seventies that an extraordinary flourishing of literature and art, including musical
art, was noted. Composers began incorporating coloratura elements into their vocal pieces,
making them independent solo parts, which greatly contributed to the development of Chinese
coloratura art. In this chapter, | will discuss the influence of the European coloratura singing
technique on the development of Chinese coloraturavocal art using the example of selected

Chinese coloratura pieces from the last decade.

Shi Guang Nan (1940-1990), one of the main representatives of contemporary Chinese
music, the first composer educated in the new China, baptized as "the vocal artist of histime".
Shi Guang Nan was a very creative composer, in his short artistic career he wrote atotal of
nearly 1,000 vocal pieces, including: lyrical songs, three operas, four drama pieces, three
sound tracks for films, piano and symphonic pieces. His work encompassed avery wide range
and many forms. One of the main reasons why his works
won such great recognition from the public is their
national character. Shi Guang Nan derived from the folk
culture of individual Chinese regions, incorporating into
his music the musical language from there and a
characteristic rhythm, then by processing and refining
these elements, he created works of a unigue nationa
style, implementing Chinese aesthetic norms. At the same
time, his desire was to creatively adopt Western

compositional technigques and open a completely new

path for Chinese national music.
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Shi Guang Nan, Aria of the Mountain Goddess from Qu Yuan opera. Ariaof Mountain
Godesse, also known as " Song without text", isan ariafrom the opera Qu Y uan (1989). The
ariaappearsas"art in art”". Only from the dramatic context can we read what The Mountain
Goddess can express in her singing. In the whole Song of the Mountain Spirit there are only

,Myit,ta”, "ou”, so the aria does not have any text carrying specific

semantic content. Despite this, we fully experience the rich emotions of the Goddess of the

the modal sounds "wo

Mountains. The dramatic moment in which the ariais sung is as follows: The Mountain
Goddess is going to meet her beloved in a secluded place in the bosom of nature. She happily
goes to the place of the meeting, but her beloved does not come. The disappointed Goddess
waits for her beloved amidst the storm, thunder, rain and lightning. Her song is a great

monologue, but without words.

Theariahasathreepart structure ABA1, but additionally in Part [B] we can

distinguish some smaller wholes.

Main part, marked as[A]

Themain part [B] isdivided into parts B, C, B1
Main part [Al]

Main Part [A] isdesignated Lento ad libitum

It contains the basic melodic and rhythmic themes and shows the way they appear in
the combination of the vocal and orchestral parts. Two main melodic themes are intertwined
both through the vocal line and the orchestral part "echoing”. Theme 1 appears in the vocal
part in bars 2-6 and parallel in bars 5-6 in the orchestra part, theme 2 is presented.

S A
Lento ad lib. Wi wp -, %
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Example 32, Shi Guang Nan, Aria of the Mountain Goddess, bars 1-6 theme 1 in

the melody line; in the same time the theme 2 it appearsin  bars 5-6

Theme 1 and theme 2 appear throughout the aria, both in the voice and in the orchestra.
We find here a certain ideathat is to show the Goddess of the Mountains as belonging to the
natural world. The Goddess of the Mountains closely "harmonizes' with the surrounding
plants and animals making various sounds. Her singing is combined with the sounds of nature
in which she has the position of ruler. The sonic aura of thisariais a perfect illustration of
such a construction idea. Theme 1 and theme 2 illustrate the fantastic, almost magical world
of wild nature. The expression of this"wildness" and exoticism is basing the melody on the
octave interval jump. Theme 1 and 2 are very similar to each other. Both are also repeated

over and over again with repeated use of harmonic progression.
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Example 33, bars 17-21, theme 2- progression in the vocal part

In bar 12 there is afigurative transformation of theme 1, which mainly consists #a of
the fragmentation of the values of the repeated motifs. The figuration motif is derived from
the second part of theme 2. It has a coloratura character.

Part [B] ismarked Moderato.
It covers bars 27-74, is divided in terms of motif material into fragments B, C, B1.

Part B

There is a new melodic motif, completely different from the previous part. It has a
danceable, joyful character, but at the same time wild, ludic, disturbing and lined with
eroticism. It shows the duality of nature, which can both exude peace and shows its dangerous
nature. The "ludic" motif, which for the purposes of the analysis | call theme 3, appears first

in E flat minor and then in transposition to A flat minor. It includes 5 measures.




Example 34, bars 34-38, theme 3

Part C isakind of coloraturainterlude. The entire fragment, i.e. bars 38 to 46, include
figurations. First they are undulating passages, then shorter figures. The melody descends first,
then goes up again, this cycle repeating itself. This serves to represent the ups and downs of
the emotional state of the Mountain Goddess. All figurations have one thing in common:
basing on the apparent key of E flat major, despite the essential E flat minor. The composer
avoids the sound of G flat in order to create the appearance of amajor key. Gradualy, it
thickens the rhythm, tears smooth and long scal e passages to end this fragment with a calming
effect, asif the Mountain Goddess returned to her nostalgia for her beloved and to a state of
sadness and even despair.

An excellent effect of emotional inner confusion, afight of joy and despair isreflected in
ashort, only 4-bar fragment, in which two well-known themes appear simultaneously: theme

2 in the vocal part and theme 3 in the orchestra part. It covers bars 47-50.
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Example 35, bars 47-50, accumulation of topics 2 and 3

The next fragment (bars 51 to 57) is again marked as Tempo ad libitum, which
indicates their recitative nature - despite the absence of the text. It is an extensive coloratura
vocalization, that can be described as meditation. It is also the most personal fragment of an
aria. It isareflection of the inner confusion and emotional turmoil of the protagonist. It isalso

the last moment of her loneliness, because in a moment the choir will appear.
Part B1 coversbars58to 74.

This time the choir uses two times the 5-bars theme 3 and the Mountain Goddess sings
coloratura ornaments according to a constantly repeating rhythmic pattern. Theme 3isalso
doubled by the orchestra. The third repetition of theme 3 belongs to the soloist voice, and the
orchestra ssmultaneously performsit in an interval of thirdsin relation to the soloist's melodic

line.
The main movement [A1] covers bars 75-91

Thisisthe part where the main themes of the piece accumulate. From bar 85, we have the
term Ad libitum again, which means that the soloist has alot of freedom in interpreting the
well-known sound material. The final fragment - epilogue is an exact repetition of bars 21 to
25 from the main part A. However, the character of the orchestra part is different, which
changes the character of this fragment, moreover, the last sound of the soprano developsinto

the dynamics of forte, indicating ahigh level of emotions of the protagonist.
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Shi Guang Nan, artistic song Little bird, my friend to the wor ds of Cao

Yong

The song Little Bird, My Friend was written in 1988. It is a piece by Shi Guang Nan,
composed especially for a concert which main theme was: "Love for birds, bird protection,
emphasizing that birds are friends of man." It took the artist only one day to write the piece
since he was invited by the author of the lyrics, Cao Yong. Originally, this piece was written
for the singer Dilber Y unus, who, unfortunately, was unable to perform it at that time, staying
outside of China. Thus, the composer's plans were realized only in August 2000, when Dilber
Y unus returned to the country to perform on stage and sing this piece during a concert
dedicated to the celebration of the sixtieth birthday of the great folk musician Shi Guang Nan.
It happened here after the premature death of the composer.

Text of song:

A little bird sat on my window,

He silently grabbed and took the poem | had written.

My poem, a, he admired the blue sky,

| amasking the bird to come and become my close friend, and ...
Look, this bird also understands poetry,

Enjoy the flight under the blue sky,

Like drunk wine.

A little bird sat on my window,

He gently took a song from my lips,

My song, &, it sounds in the forest

Let the green shadow protect my dear friend,
You hear this bird understand the music,

He sings with tact covered in a green shadow,
He sings about eternal friendship,

Little bird my friend!

Little bird my friend!

The song consists of three parts: A, B, C
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A short Introduction- bars 1-4 - musically illustrates alittle bird that flew in and jumps

up on the window. Thisisthe first image of a bird in this song. Appearsin the piano part.

Part A (bars 5-36) consists of two identical musical sentences: bars 5-13 and bars 14-22.
Thethird part of this part is vocalization 1 covering bars 23-35, ended by a piano in bar 36.
Like al vocalization in this song, the vocal part presents different variations and ways of

singing by the bird.

Part B (bars 36-59). In bar 36, anew sound material begins with aanacrusis, both in the
vocal and in the piano part. The nature of the music becomes more fluid due to figuration in
the piano, imitating the undul ating movement of a flying bird. An interesting procedureis
adding - basically after the end of the vocal phrase - asmall coloratura, afast-paced
descending passage, which isa"foreign" musical element to this phrase, not related to it. The
short passage can be described as: "bird motif". Appearsfirst in bars 40-41.
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Example 36, Shi Guang Nan, Little bird, my friend in bars 44-47 marked col oratura
imitating the singing or movement of a bird

The "bird motif" repeated for the second time in bars 45 - 46 |eads us directly to the
next vocalization (bars 47 with aanacrusisto 58), which imitates the sounds of abird and
symbolically defines its movements. As aresult of the introduction of the "bird motif", an
additional bar is created, which isakind of "extension" of the phrase, which causes the
phrases to become 5-bar. The rule, however, isto start the melody line with the pre-measure
notes throughout the work. The second vocalization is more extensive, diverse and ends with

a spectacular trill in fortissimo dynamics.
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Together, parts A and B form a structure that repeats itself twice in the form of two stanza
of the text.

Part C (bars 59-76) can be divided into two smaller parts. Thefirst is the epilogue of the
poem (bars 59-66). The sentence is repeated twice:

Little bird my friend!
Little bird my friend ...

The motif is nostalgic, sad, it constitutes a harmonic cadence, it clearly ends the piece.
After it, acompletely separate movement begins, which basically includes an imitation of bird
singing, based on passages, repetitions, distributed chords. The piano, on the other hand,
supports the voice with a characteristic movement motif with the use kind of ornaments -
forenotes.

4.1.2. Shang DeYi, songs. Waltz of the Spring Breeze and the July M eadow

Shang De Yi (1932-2020), a famous contemporary Chinese composer. He created
coloratura songs combining Western technique
with Chinese folk style, with a very clear national
character. Shang De Yi wrote alot of songs, but
—= hisgreatest artistic achievements were in thefield
of coloratura songs. Since the publication of his
first song: The Thousand-Y ear-Old Iron Tree Has
Blown, he has continued his creative work,
composing songs such as Plum Blossoms This

Y ear, Spring Breeze Waltz, July Meadow and over
& twenty other coloratura songs. Shang De Yi made

agreat contribution to the development of Chinese

coloratura songs.
Shang De Yi, Waltz of Spring Breezeto thewords of Lv Jinzao

The piece was written at the beginning of the 1980s, the composer, using a joyful
melody in the rhythm of awaltz, presented an image of spring with hundreds of blooming
flowers and singing birds. The picture painted with music exudes enthusiasm and delight with
the lush nature and singing of the spring world.
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Text of song:

Soring breeze kisses laughing flowers
The flowers spray a captivating aroma.
Plum, apricot, carnation, rose

The goblets of fresh flowers open rapidly.

The spring breeze pleasantly covers the wings of the birds,
The birds chirp joyfully,
Larks, thrushes, cuckoos, nightingales,

Snging is beautiful, loud and clear

Undulating spring breeze, fragrant language of flowers
We sing a story about beautiful spring rays.

The structure of the piece is basically asymmetrical. Probably the composer's intention
was to convey the changeability and diversity of human experiences in the delight of admiring

the magnificence of the spring bloom of nature.

It can be stated that certain motifs and music in its completenessin this song are still
intertwined with each other, but it is difficult to find one order principle. Basicaly, we find

herelarge parts A, B, A1, C, but thisis one of the possible divisions of the piece.

The prelude belongs to the piano part. It consists of twelve bars (bars 1-12), the first four
of which are an introduction to the main melodic theme, which is the basis for the further
development of the song.

Part A, bars13-30

This movement begins with 18 bars of alovely, airy melody in athree-quarter timing
with a characteristic pattern in the rhythmic layer (extended second value in a measure,
shortened last value). This fragment illustrates a spring landscape: blooming, flowers, colors

and smells fighting with each other.
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Example 37, Shang De Yi, Waltz of Soring Breeze bars 21-30, melodic-rhythmic pattern

of awaltz

In bars 31-43, adlightly humorous melodic-rhythmic theme appears, asit differs from

the rhythmic pattern most typical for awaltz. It is characterized by pausesin 3rd parts-of a

measure. We recognize it in aslightly changed shape from the first 4 bars of the song.
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Example 38, Shang De Yi, Waltz of Sporing Breeze waltz bars 1-4, piano part

The last part of episode A, bars 44-50 is like a short epilogue of the whole fragment

with asinging vocal part in anew, surprisingly fresh sound of the key E flat major. This part

isfollowed by part A1 which refersto the second stanza of the text. The musical material is

identical to that in part A.

Part B, bars51-71
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Part B is based on a completely new sound material, which, however, is not too
complicated. In the vocal part it contains chords spread progressively upwardsin the
following keys: E flat major, C mgjor, E flat maor. It isareflection of bird singing according
to a certain rhythmic pattern. The impression is that the tabs are competing with each other in
defeating the fioriture.

Part A1, bars72 - 83

This fragment within bars 77-83 is an exact repetition of bars 1-4 supplemented by 3 bars.
It isrepeated twice in an identical manner. However, it is preceded by a piano Interlude (bars
72-76), which uses the type of rhythm and the structure of the prelude. The appearance of this
interlude serves to modul ate the key of E flat major to the key of G mgjor.

Part C, bars 84- 131

Part C isvaried, although it is basically based on the sound material aready present. The
first two sentences of this passage are identical, but the repetition ends with a suspension on
the G magjor chord which brings us to the next passage in this key. This fragment: bars 100-
113 initialy refers to the rhythmic pattern known from the main motif (bars 100-104).
Generally, however, it uses al the previously appearing motifs and compositional tricks. Up
to bar 121, the music unfolds quite freely. Then follows a codain which the voice holds one
high-pitched, climactic note, and the piano returns to the motif from the prologue, which

closes the piece in amood of euphoria and intoxication with the richness of spring nature.
Shang De Yi, July Meadow to the words of Song Bin Yan

The lyrics for the July meadow were written by Song Bin Y an. It is a coloratura song
for soprano, often performed and very popular among female artists. At the sametime, it is
also often used as ateaching material by vocal music teachers. The song uses elements of the
music of the Uighurs of Xinjiang. The piece presents the enchanting beauty of a meadow with
two melodies: lyrical and coloratura. The melody is nice and pleasant fast and clear. The song
presents the image of avast, bustling meadow in arealistic way. The dominant element
throughout the song is an expressive rhythmic pattern, somewhat reminiscent of a European

habanera. It comes from the Uyghur type of meshrep performance.

Text of song:

Humming bees collect flower pollen,
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And humming,

Butterflies rise from flowers, they dance gracefully,
And gracefully,

A gentle breeze is blowing,

Green waves arerolling,

A captivating view of the Tianshan Mountains,

The real beauty of the July meadow.

The structure of the piece is basically two parts, but the first part [A] is repeated with
the words of the second stanza of the poem [A bis], then comes the part [B] which is not
homogeneous.

The main movement [A] coversbars 1-39.

It is preceded by a piano introduction, consisting of bars 1-9. The octave melody of the
right hand and the rhythm of the left, as in the Uyghur meshrep performance®, complement
each other, creating afeeling of space for the audience from the very beginning.

The voice appearsin bar 11. It presents the main, very characteristic theme, which
consists of strikingly harmonizing elements. Uyghur rhythm, melodic circular figures and
expressive articulation. The theme consist of 4 bars. In the sequence of bars 11-22 we
recognize three phrases that create akind of coherent whole. Thefirst is atheme, the second
is an extension of thistheme, and its culmination appearsin sixth major interval jump. The
third phrase is more static. Here are phrases 1 and 2 in this sequence.

In bar 23 avocal appears in which the melodic line creates amusical equivalent of
butterflies dancing in space. Tessiturarises high. The design of the vocals reflects the grace,
lightness, playfulness and agility of butterflies. It uses the articulation of the main theme. A

dialogue is established between the piano and the voice.

Part [A] isrepeated with the text of the second stanza of the poem, forming Part [A big].

Thistime the vocalizing bars reflect the image in which "green waves arerolling”.

% Di Li: Thisisalocal dialect that belongsto Xinjiang. The addition of local dialectsto the lyrics adds to the
Chinese ethnic character.
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Example 39, Shang De Yi, July Meadow bars 11-19, main theme in bars 11-14

The main movement [B] covers bars 40-68

In bars 40-50 we find echoes of the piano introduction in the vocalise. Its melody is
extensive here. The more astonishing is the two-bar insert (bars 50-51), strongly contrasting,
abundant in staccato, with a fragmented rhythm based on the already known Uyghur rhythmic
pattern. In bars 56-57 it moves up by fifth. The last bars are afree-form coda, set in ahigh

tessitura

Ty

3la
Example 40, Shang De Yi, July Meadow bars 49-52



4.1.3 Hu Ting Jiang Soprano Maira

Hu Ting Jiang, afamous contemporary
Chinese composer. From 2005, professor at the
Chinese Conservatory of Music in Being. His vocal
compositions are not only characterized by a distinct
national style, but he also very skilfully introduce the
techniques of Western bel canto. His works are deeply
permeated with the folk element, the spirit of the
epoch the spirit of science and art: His main works
include: Dazzling Mirror, Spring Ballet, and Youthful
Bird.

Musical analysis of the Soprano Maira

In Hu Ting Jiang's song Soprano Maira the main theme was taken from the Maira
Kazakh folk song. This song describes a beautiful Kazakh girl named Maira. Maira has akind,
open-minded personality, moreover, sheisagreat dancer and singer. Anyone who hears her
voice falls under its profound spell. The shepherds stop and listen patiently. Maira’s original

song has very strong folkloric dancing and singing characteristics.

Text of song:

People call me Maira, poets call me Maira

| have white teeth, a good voice

Snger Maira, when I'm happy | sing,

| play dombra®

Incoming people gather under my roof.

I amagirl fromWali, my nameis Maira

Rose flowers are embroidered on my white shawl,
Young Kazakhs envy me

Who will sing better than me?

80 It is a traditional Kazakh plucked instrument popular in North and Central Asia.
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The song hasadistinct ABA1 structure
Main movement [A] bars 1-87; consists of three parts:

Part A bars 1-49: presentation of theme 1 and theme 2
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Example 41, Hu Ting Jiang Soprano Maira, bars 25-28, subject 1 (without the ending at
bar 29)

Theme 1 is presented three times. It is a danceable, fast and effective theme showing a
lively folk character. It flows smoothly into theme 2, presented in bars 34-39. Theme 2, on the
other hand, ismorelyrical. It is harmonically suspended on the A major Subdominant and
instead of the solution, the first variation on theme 2 follows immediately. It consists of the
rhythmical concentration in the voice melody and the change of the piano accompaniment
from flowing, distributed chords to chords in staccato articulation. In the right hand of the
piano there isamelody line, which is like the second voice of the soprano melody, placed a
third lower. The originally lyrical theme turnsinto arhythmic dance motif of an open type,
ending with afolk singing "la, 1a, 1a". It not only enriches the musical language of the piece,
but also presents the personality of the Kazakh girl in ahumorous way. The musicin this
fragment perfectly shows her self-confidence, optimism and personality full of cordiality and

vigor.
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Example 42, Soprano Maira bars 34-46; the second theme in bars 34-39; folk style starts
from bar 39

Part A1, bars 50-71: first variation on themes 1 and 2. Instead of along note ending
theme 1, thereisarapid scale in the ascending direction in the high tessitura. Theme 1 is

repeated twice, followed by afragment covering the 7 1/2 bar loosely based on theme 2.

Part A2, bars. 71-87: vocalization, and at the same time free improvisation based on
themes 1 and 2. Such a development of the songs corresponds to the description of agirl
Maira, whose favorite activities are singing and dancing, therefore this passage can be read
simply as Mairas singing. At the same time, in the melody and the rhythm of this fragment,
we find quotes from the previously developed musical material. The more singing nature of
the vocal melody is complemented by the virtuoso accompaniment of the piano. In thisway,
an atmosphere full of life and bustle is conveyed, which at the same time prepares the ground
for subsequent coloratura elements. It allows the singing and piano accompaniment to
complement each other perfectly, transforming into awhole. Thanks to this, the artistic effect

is enhanced.
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Main movement [B] , bars 88-136;

Part [B] is very well thought out in terms of composition. It begins with a piano
introduction which, in bars 88-91, presents theme 1 - dynamic, decisive, in the dynamics of
forte fortissimo. It is followed quite unexpectedly by a connector that starts with ritardando
and muted dynamics, all the way to mezzo piano. From bar 96 there is alarge change in mood,
which is mainly caused by the slowing down of the tempo, lengthening of the value of the
notes in the sung part, and a change in the accompaniment to broken passages. Another side
of Maira's personality is shown: lyricism, emotionality, the richness of her interior. This
passage prepares us to show the character of Mairain the most complete way through the
cadence that follows in bars 122-136. It isatrue display of Mairas skills - the singer.

Main movement [A1], bars 135 - 185;

The composer uses the sound material from part [A] both in the piano part and in the
vocal part. Already in bar 135 in the piano we hear theme 1, lively, in the dynamics fff and
with expressive marcato accents. Up to bar 161 the sound material isbasically the same asin
part [A]. The epilogue and the striking coda of the entire song begin from bar 162. It is
created by another Maira's vocalise, which is again a free improvisation based on familiar
themes. The voice moves into very high registers, reaching the ¢ sharp of the sound in three-
way. The flowing melody is accompanied by an extensive piano part. Ultimately, the song

ends with an explosion of joy and euphoria.
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Example 43, Soprano Maira, bars 175-185, song’s final

4.2 The development of coloratura vocal techniquein China

4.2.1 The positive influence of the European bel canto on Chinese coloratura

singing techniques

Sinceitsinception, the idea of singing bel canto has had a significant application in
vocal education. After many centuries, European vocal education, through trial and error,
eventually developed into a complete and scientific didactic theory. From the first treatises
featuring Bel Canto —Le Nuove Musice, G. Caccini®, Opinioni de’ cantori antichi, e moderni
0 sieno osservazioni sopra il canto P.F. Tosi® until the end of the nineteenth and early

61 Giulio Caccini, Le Nuove Musice, Firenze 1601
52 Pier Francesco Tosi, Opinioni de’ cantori antichi, e moderni o sieno osservazioni sopra il canto figurato.

Bologna 1723.

79



twentieth years- in the book: The Bel canto Technique by G. B. Lamperti®, the principles and
understanding of bel canto were presented in detail. The coloratura singing technique, which
isan element of the bel canto technique, is characterized by a high level of difficulty in
performing. Apart from the application of the force of the respiratory support (appoggio),
which is necessary to make the coloratura parts, it is necessary to combine emotions with

great technique by means of perfect sound emission.

When we want a beautiful, clean, smooth way to sing rich coloraturamusical lines, the
most important thing is to correctly grasp the basic principles of breathing, actively open the
resonance cavities and find the correct location of the sound. Already in antiquity, during the
Qin dynasty (from 221 BCE) in Chinathere was a written set of vocal music theories, which
during the reign of the following dynasties: Tang and Song , developed into a mature system,
established during the reign of the Qing dynasty. Among them, the most mature was the set of
theories of stage music, which is an important reference point for the development of
contemporary Chinese vocal music. The advent of bel canto marked a qualitative leap for the
origina Chinese vocal art, especially in the field of coloratura singing practice. Bel canto set
new requirements: the ability to control breathing, extend the range of the voice and its
flexibility, and made singers aware of the importance of resonance in building the quality of

the sound of the voice.
(1) Breathing control

Breathing is the driving force of singing and the supporting force of singing.®*
Breathing while singing is a never-ending topic of discussion in Chinese and foreign music

circles. The famous Italian vocal music teacher Giovanni Battista Lamperti believed that;

breath-control is the foundation of all vocal study - breath control isthe basis of all

singing teaching®

Moreover, G. B. Lamperti argued that during singing one should breathe the diaphragm,
that is to use what we now call “the principle of combined breathing of the chest and
abdomen". With the support of the abdomina muscles and the digphragm, it is possible to
establish breathing control. The Chinese already knew the importance of breathing in

8 G. B. Lamperti, The technics of Bel canto ( Technika bel canto), New Y ork, 1905

84Shen Xiang. Shen Xiang's Art of Teaching Vocal Music [M]. Shanghai: Shanghai Music Publishing House,
1998.10, p15.

8 G. B. Lamperti, The technics of Bel canto ( Technika bel canto), New Y ork, 1905, P. 9.
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antiquity. In the Book of Changes, Tan Qiao dialectically perceived sound and breath as

inseparable parts of the whole process:

Air comes from sound, sound comes from air, air drives sound, sound causes air to

vibrate %

During the Ming Dynasty, writer Wel Liang Fu, in The Rule of Song, stated that: the most
difficult choice is how to prepare the timbre of the voice when the throat is rustling and damp,
only the emission of a sound from the dantian point will make it durable. 8" The point of this
statement is that if we want our voice to be stable, we must emit it from the Dantian point,
which is what we now call "diaphragm breathing”. This method of breathing gives the voice
durability and penetrating power.

An example of apiece in which the use of diaphragmatic breathing is absolutely
necessary isthe aria of the Mountain Goddess from the opera Qu Y uan composed by Shi
Guang Nan. Often the staccato sounds are used to perform vividly, lively coloratura phrases
in the high zone of sounds. The state of the sound is very much like a happy "ha ha" laugh, it
is necessary to create the feeling of "sucking in" and collecting the air, filling the waist. In
note example XX, two coloraturafigures appear in quiet dynamics. In the absence of strong
support from breathing, it is extremely difficult to perform distant interval jumps on such high
sounds, therefore it is necessary to use chest and abdominal breathing during singing, which
causes the full expansion of the back and abdominal muscles, and also ensures control over

the diaphragm, and only in this way becomes the sound more flexible.

5 Tan Qlao. Hua Shu [M]. Shang Hai: China Bookstore, 1996.P12.
57 Dantian is aterm commonly used in traditional Chinese vocal theory, the Dantian is the small abdomen below
the navel.
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Example 44, Shi Guang Nan, aria of the Mountain Goddess from the opera Qu Y uan.

Distant intervalsin staccato articulation in high tessitura and piano dynamics
(2) Active throat opening

When practicing the bel canto technique, opening the throat is an extremely important
and central function because of its direct effect on voice quality. Re-opening the throat is
about placing the larynx in astable, correct position. The soft palate is curved upwards, the
base of the tongue is relaxed, placed evenly behind the lower teeth, the jaws are open and the
throat is also open. Yawning makes it possible to open the mouth and bring it to arelaxed
state, the upper palateisraised. Thisishow the oral cavity becomeslarger. "Yawning" is an
excellent method of gagging the throat as well as keeping the vocal apparatus in good
condition. In everyday practice, you can "yawn" with your teeth closed. At this point, the
inside of the mouth is also opened and lifted. If we can maintain this state while singing, it is
possible to avoid the habits inherent in Chinese singers, such as: striving for aclear voice,
leading to a situation where the voice becomes "white", "flat", "tight". Asaresult of the use of
"yawning", the effect of a"round", "saturated" sound is created. The world-famous Italian
baritone and vocal music teacher professor Gino Bechi very often used the method of

"yawning". He said this:

What is a dilation of the throat? A yawn will solve all problems®

%8 Gino.Bechi Lecture Notes. Central Music Editorial Board[M]. Beijing: Central Orchestra Expert
Studio.1981.P35.
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When preparing Chinese coloratura songs, it is possible to achieve greater voice

saturation by opening the throat. Two coloratura passages from the song Soprano Maira can
serve as an example of the necessity to use an opening throat.
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Example 45, Hu Ting Jiang Soprano Maira , bars 47-64. Coloratura passages in bars 53-
55 and 60-62.

[Text of the musical example: | ama girl from Wala, my name is Maira ha, ha, ha, rose
flowers embroidered on my white scarf, ha, ha, ha, Young ...]

In my opinion, while performing this fragment, one should keep the opening state of
the "musical instrument”, which are the cavities of the human body. Keep the mouth free, key
words should be round and the diction should be loose. It is necessary to preserve the inner
space; the breath should be concentrated like afunnel with resistance upwards. At the end of
the coloratura passages, the singer must remember that "ha" must not be sung as"a". The"h"

in front of the"a" makes it easier to open the walls of the mouth and throat. When doing these
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two phrases, pay special attention to breathing control, like when stringing-beads, avoid losing
alot of air, when the color part runs up and down, keep breathing stable. In addition to using
the abdominal muscles, other areas should remain stationary, each staccato must be clean,

clear, firm, and have bounce and definition.
3) Correct use of thoracic resonance and other resonators
The famous Chinese vocal music teacher, Professor Sheng Xiang said this:

sing while sucking, stick to the wall of the throat, feel the widening of the nasal cavity,

then the state of inhalation opening will appear.®°

Based on the method of mixed sounds (mixing chest resonance and upper resonators)

in order to achieve lightness in the high and super-high sound zones, it is hecessary to
make corrections in the sense of the proportion of the real voice and falsetto. The number of
full sounds in high tessitura decreases, the proportion of falsetto increases. After entering the
super-high sound zone, we use the feeling of falsetto to the full. Thanks to the application of
this principle to technical exercises, it is possible to observe that during the singing of
coloraturaworks, the feeling of "mask” becomes extremely strong. Using the song Little Bird
My Friend as an example, we can see that the coloratura part, which is the third part of the
song, requires the most effective breathing. The exact position of the head resonance should
be found, then the sound goes directly to the frontal sinus. It is forbidden to use force,
shouting. Whereas the abdominal muscles should strongly control the diaphragm, then the
coloraturais charming and full of strength, it is aso characterized by clarity and concentration
of sound.

69 Zou Benchu. A Study of Shen Xiang's Singing System: Singing Studies[M]. Beijing:People's Music
Publishing House.2000.P56.
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Example 46, Shi Guang Nan, song Little Bird, my friend, bars 69-76
4.2.2. Expressing the content and mood of the song through coloratura
(1) Creating a transmission of the text of a song

Lyricsare crucial in avocal piece. Thanksto the text, we can in the imagination,
create an outline of the musical images contained in a given work. We combine the unity of
the word of amusical piece with all the moods that appear in it, which together create the
image of the composition. Both in the Chinese coloratura song and in foreign coloratura
pieces, the beautiful poetic text combined with the melody allows the viewer and performer to
actually feel all the emotions contained in the song and to take a step forward in mastering

and understanding it.

Let uslook, for example, on the July meadow, at two coloratura phrases with the use
of harmonic progression from F sharp minor to C sharp minor, which form one musical
sentence. This fragment is performed as vocalization on the vowel "a". One should pay
attention to all signs and termsin the score and capture the intentions of the composer well. In
the text preceding the vocalize, we have the following sentence: Green wavesroll. The
characteristic structure of the four-note figurations, their aimost graphic drawing enhanced by
legato-staccato articulation, as well as the descending direction of the melodic line throughout
the vocalize, perfectly illustrate the image conveyed by the poetic text. The dynamics
gradually go from quiet to loud, after reaching the highest note, it begins to weaken again,
then, with full breath, the abdominal muscles have to play a strong support role. The melody
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goes down, creating an emotional cleansing while building the inner force that drives the

song's development.
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Example 47, Shang De Yi, July meadow, bars 20-28

(2) Expressing the mood of the music

Musicisalyrical art. Vocal music isan important element of thisart. It has a strong
lyrical component, and emotions are avery important element in its presentation. Not only the
real emotions recorded in the notes are emphasized, but the singer is aso required to show her
own, real emotionsin the point of singing. It isaproblem of duality - the mood of the piece
written in the notes and the subjective feelings of the artist. For female singers, it is necessary
to precisaely master this duality of the mood of the song and their own mood, in order to use
their technical skillsto properly present them. While singing, the artist must deeply
understand the meaning of the emotions of the performed song. Thanks to this understanding,
by studying the background of the work, the specific features of the erain which it was
composed, and the then artistic criteria, it is possible to capture its true emotions. In fact, the
mood of the song and the mood of the singer are independent of each other, looking
superficially thereis no relationship between them, but when we look at the musical-vocal
performance, both of these parts must create one organic whole, so the singer has to put in her
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own emotions and perform their connection with the mood of the piece, of course only after it

is thoroughly understood.

A specia case of the coloratura ariais that of the Mountain Goddess from the opera
Shi Guang Nana Qu Y uan. There are no wordsin it, only the melody is used. This explains
why, in the process of creating the character of the Goddess of the Mountains, one must
thoroughly understand the background of the piece itself, and then combine it with the
coloratura technique in the process of its vocal performance. In this aria, ornamentation and
melodic flowery replace the semantics of the literary text. Music expresses everything.
However, it cannot be said that the four vowels used here do not have any meanings. These
sounds indicate the mythical nature of the Goddess of the Mountains, who is known from
Chinese mythology. Since sheis an unreal being, she uses the language of magic, not a human
language. This creates associations that are reflected in the numerous coloraturafiguresin the
aria. The melodic lineisfull of variability, splendor of ornaments and lyricism with an
oriental tinge. Thereis an instrumentalization of the melodic line. This allows the technical
skills of acoloratura soprano to be fully presented. In this difficult and atmospheric coloratura
piece, the story of love is presented together with all the wealth of semantic suggestions.
When learning this aria and preparing it for performance, all the details indicated by the
composer should be properly followed. However, alarge part of the executive concept
depends on the imagination and the singer's creativity. Thanks to the subtle changesin
dynamics, it is possible to deepen the psychological portrait of the protagonist. The variability
of the timbre of the voice also plays asignificant role. It isimportant to understand the overall

form of the piece and the function of the coloraturain this aria.
4.3 Breaking down barriersto creating the Chinese coloratura style of singing

The Chinese coloratura singing style was influenced by many factors. While
performing a col oratura piece, each singer introduces her own, unique interpretation.
Different nationalities, different epochs, different ideas - all these create conditions that shape
the style, which are reflected in the language of music when composing a coloratura piece. It
can be said that the way of singing (technique) and compositional style are the most important

factors shaping the Chinese style of coloratura singing.
4.3.1 The Chinese singing style of coloratura songs

(1) Expression through language
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Chinese coloratura singing is mainly based on Chinese language , which givesit a
special expression and eminently national style. Chinais a country inhabited by 56 ethnic
groups. Geographical differences have led to linguistic differences, as well as an
extraordinary variety in terms of folk customs, living conditions, and aesthetic interests,
which trand ates into an exceptional wealth of linguistic sources used in the creation of songs.
In Chinese coloratura singing, the singing style of Chinese ethnic groupsis manifested. Due
to geographical differences, the language of the song is very often the local dialect. For
example, in July meadow, the phrase di li appearsin the text, it comesfrom adialect used in
Xinjiang, it was introduced into the lyrics to emphasize itslocal style. Later in the aria of the
Goddess of the Mountains there are only four vowels: "o", "a", "u", "i" - they al derive from
the ancient "magical" “culture of the Chinese state of Chu. When making sacrifices, the
“sorcerer” often used a special sacrificial language, which symbolized his conversation with
the deities. The culture of the languages of Chinese ethnic groups is an important component
of the Chinese culture, it is the essence of the Chinese tradition and it is that formed the

linguistic uniqueness of Chinese coloratura songs.
(2) Operating the variable timbre of the voice

In terms of the use of timbre and aesthetic canons, Chinese coloratura singing has a
national characteristic.

There are two sources of the timbre of the voice: thefirst isthe inborn voice of a
coloratura soprano, characterized by a relative constancy that determines the range of
coloratura pieces that can be performed; in the second, in accordance with the requirements
for the timbre of the voice resulting from the characteristics of the piece, the use of the
coloratura technique leads to the modification of the voice's own, constant timbre. On
relatively stable foundations, it is necessary to obtain flexibility that offers the performance of

a piece more variation and timbre.”

Chinaisacountry rich in coloratura sopranos, it is very much related to the
physiological structure of the Chinese and their pronunciation habits. The sound emission of
vocal music is based on resonance. Coloratura trebles have the advantage for that Chinese

pronunciation and diction so Chinese singers place the tongue more forward and upward,

70 Wu, witchcraft: sorcerer, apopular profession in ancient Chinain the Chu state, at the time it was believed that
sorcerers could communicate with deities, usually participating in prayers or making sacrifices.
1 Li Zhuo. A Sudy on the Art of Chinese and Western Soprano Singing[D]. Liaoning Normal University, 2010.
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resulting mainly in oral resonance, the sound can be more concentrated, bright, but a bit weak
in volume. Despite the fact that the popularization of bel canto in China changed the
previously existing situation in Chinese vocal music of insufficient use of body resonators,
due to the specific pronunciation of Chinese words and artistic inclination to a bright voice
timbre, the bel canto technique should not be used when performing Chinese coloratura songs
inconsiderably, but the timbre of the voice should be corrected in accordance with the

requirements of a specific song.

For example, when performing the Waltz of the Spring Breeze, the pleasant, joyful
mood of the song should be based on the positioning of the sound emission pesitien in front,
in thisway abright timbre of the voice is obtained. When performing the song Soprano Maira,
because Mairais ayoung girl, her voice timbre must be similar to that of ayoung girl's voice
and be lively and playful. While performing the Aria of the Goddess of the Mountains, the
tone of the spirit's voice must be corrected in line with changes in its mood. The unique
aesthetics of the timbre of the voice is a unique feature of Chinese coloraturasinging,
differing from the bel canto placement of resonance at the back, making the timbre of the
voice heavier and distant from folk singing. Placing the resonance in the front gives the voice
too bright - by Western standards - and its volume too small to meet the requirements of bel
canto-style pieces. It should be said that the timbre of the Chinese coloratura singing voiceis
in fact asynthesis, a perfect combination of the “western” bel canto technique and Chinese

folk singing.
(3) Applying Rungiang - beauty retouch of melody

In Chinese coloratura singing, the use of rungiang beautifying retouching enhances the
unique Chinese charm of the performed song, emphasizing its folk meaning. Rungiang
beautifying retouching means decorating, beautifying the singing, thanksto it, the power of
the song becomes richer, the timbre of the voice more energetic, and the expression with the
help of the text more emotional. Such treatments make the musical lines not stiff, lifeless, but
lively, increasing the contrast of the changing moods contained in the song. A common
method of applying glamour retouching is using embellishments. Together with the correct
capture of the mood of the song and its expression, agrace note or atrill or aglissando is
added around the correct note of the melody. The use of these ornaments enriches the song,
givesit energy and folk expression. It isapractical application of the Chinese coloratura
singing style. When performing the song July meadow, as seen in the figure below, at the

89



height of the syllableli of the word "truly beautiful”’, zhen meili in the score there is a note C,
while when actually singing, in order to enliven the text, to better describe the beauty of green,
endless meadow, to express her ardent love for the plain, the singer adds a grace note very

often, there is a change to two notes. “A-c”.

B — — e

- — : - - — — — .. - -

e e e S o A e = = 2 |

; =1 i = ;
v . 3 1 .

E R w3
Example 48, Shang De Yi, The July meadow, bars 33-36
4.3.2 Thecreative style of Chinese coloratura singing
(1) National style

The nation is a symbol of culture, the national style isthe source from which
outstanding works for coloratura soprano arose. A variety of national styles are used in China
and Europe. In their work, composers reflect the habits of everyday life, functioning ideas,
language features, history and culture of individua nations, treating them as models for
composing. Their works contain arich tone of folk music and show a clear national
characteristic. For example, in the song July Meadow, the Uyghur style from the Chinese
Xinjiang is presented, in the song Soprano Maira the Kazakh style, or the contemporary style
popular in Waltz of the Spring Breeze. All these pieces, so different in terms of coloratura
soprano, manifest the rich and varied Chinese folk characteristics along with the power of its
expression, thanks to which Chinese folk and national elements can clearly stand out from
foreign songs. In the same way, the different ariasin terms of style: Rejoice greatly, a
daughter of Zion by Handel and Mozart's Hallelujah introduce the listener into a dazzling

and the colorful world of Europe, in arich, European style. Despite the introduction of
national styles, the pieces for the Western coloratura soprano still have many similarities,
while - when compared to Chinese songs, there are gigantic differences. Due to different
characteristics, different aesthetics and different compositional styles, when Chinese and
Western composers choose similar themes and musical materials for their creative work,
listeners can still perceive enormous differences in nationa styles. For example, when using
an identical theme, the love story created by Verdi Gildain its emotional expression has a
romantic, European style, emanates a charming, classic aura. On the other hand, the
coloratura soprano of the Goddess of the Mountains, created by Shi Guang Nan, is saturated
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with adeep, oriental - Far Eastern color. Hence, these two love stories enable listeners to
experience different kinds of love, stemming from different national styles. That is the place
where the value of national music is located.

(2) Non-folk style

After the start of reformsin the 1970s, China flourished in the fields of: composing
work and stage performances. Chinese works of vocal music with coloratura techniques are
the results of combining Chinese music and vocal traditions with classical Western vocal
technique. These pieces show many Chinese qualities when performed. Thisis where we
mean "coloratura technique”, we have in our mind the base, which is the European coloratura
technique. When combined with Chinese pentatonics and other national elements and folk
music, the "coloratura technique” of the "fusion of Chinaand the West" was created. The term
"non-folk songs" does not mean that a given song is completely free from any influences of
folk music, it saysthat thereis a difference between it and classical folk songs, both in terms
of compositional techniques and further development. A non-folk piece does not exist in
solitude, regjecting the influences of afolk key or rhythm.

For example, Waltz of the Spring Breeze or Little bird, my friend. Most of the style of
these songs is based on the use of western musical scales. Composer uses Western
compositional methods, combining them with the Chinese language and its special features.
Moreover, in terms of music and lyrics of created songs - they fully reflect the spirit of the era,
including the characteristics of the era of new China's development and the energy of life of
modern Chinese people.
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Chapter 5
A compar ative analysis of the style and perfor mance technique of Chinese and

European coloratura pieces on selected examples

5.1. Comparative analysis of musical elements

5.1.1 Coloraturain the architecture of Chinese songs and in Western music

The essential feature that we see as the fundamental difference bet between Western
coloratura pieces and the songs described as " contemporary Chinese art songs' is the place
and role that coloratura playsin the architecture of amusical piece. Thisissue concerns
composition. Basically, the coloraturain Chinese works comesin two varieties:

A. Elements of ornamentation in the function of diversifying the melodic line, occurring
throughout the course of the piece (song July meadow, aria of the Goddess of the Mountains)

B. Independent musical parts, usually in the form of vocalise in the vowel "a",

appearing as:

- longer vocalizations in an extended form (Little bird, my friend)

- choruses after the end of the verse and between the verses (Waltz of the Spring Breeze)

- cadences at the end of the work, or in the intermedium as a function (Soprano Maira)

Ad. A

The presence of ornamentation throughout the course of the melodic lineis basically a
feature in both Western music and Chinese songs. These are small, characteristic "decorative"
figures or grace notes, which are adapted to the main melodic line. On their own, however,
they do not change this line. The difference isthat in Western music, even complex ornaments
are made within the text, and "stretching" aword and breaking it down into additional
syllablesisusually only possible with long and very fast scales. On the other hand, in Chinese
music, coloraturais usually avocalize, most often performed with the vowel "a". Thisfact
seems to be proof of thiswith a different function of the coloraturain both cases. In Western
music, both opera and sacred, the ornamentation musically "pictures’ the word, making it
"musica" or characterizing it on an ongoing basis. On the other hand, vocalize clearly favors
the melody, conveying only a vague hint of semantics.

Ad.B

In the form of a separate part, coloratura usually performs the function of a sound

imitation of nature sounds in Chinese songs, e.g. in the song Little birds, my friend thereisa

long, extensive last part, which isavocal show imitating various types of bird songs. In Waltz
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of the Spring Breeze, a similar passage can be explained as akind of "tournament™” of
competing birds. In this respect, Chinese songs are similar to many Western songs. One of the
sources of coloraturasinging is the desire to imitate nature, especially the singing of birds.
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Example 49, Shi Guang Nan, Little bird, my friend, bars 65-76
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Example 50, Shang De Yi, Waltz of the Spring Breeze, bars 51-7
In the song Little bird, my friend, the coloratura vocalize occurs twice within each

verse, but it is not the same sound material, rather a different version based on the same

harmonic scheme.
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Example 51, Shi Guang Nan, Little Bird, my friend, bars 25-36
The third way of using coloratura ornaments are the so-called cadences. It isakind of a

very decorative ending for longer fragments in Western musical works, especialy in baroque
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arias. secular and sacred, and then in the bel canto of the Romantic period. The essential
feature of the cadence is the absence of an orchestra or piano accompaniment. The cadenceis
not only aharmonic "finish" of agiven fragment, but also a place for the singer's virtuosity.
The difference between the songs and operas is significant in this case. Especially in Western
operaor in vocal-instrumental sacred works, the cadence is one of the stable elements of the
structure, while in Chinese songs it has a modest form and small size, and is also less varied.
It usually doesn't contain any text either. For comparison, a good example is the cadence from

the operas by Verdi and Bellini and the cadence from the song Soprano Maira.

We find an extended cadence at the end of Gilda's ariafrom the opera Rigol etto. (see

example). It isavery characteristic cadence of the romantic opera bel canto.

Example 52, G. Verdi, Gildas aria, bars 51-52, final cadence

In the excerpt from Elviras ariafrom the opera Puritans presented in the example
below, the cadence is made up of long scales ending on the dominant with chromatic scale,
and then returning to the A flat major tonic through the diatonic scale up (example 53). The
cadence precedes the entry of the choir after the 1st Cantabile movement. In the case of the
opera’s aria of the Goddess of the Mountains (example 54), the cadence isin front of the
choir's entrance, so it can be said that in this case it is similar to the ariabel canto, in the

scheme of which thereis also a part of the soloist with the choir, preceded by a solo cadence.
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Example 54, Shi Guang Nan, aria of the Mountain Goddess, bars 51 - 60

On the other hand, when we analyze Soprano Maira's song, thereis a noticeable
similarity to the bel canto cadence in part B, in bars 122 to 136. Here, too, we have alonger
part based on gamma derivations. However, this similarity to the tenure of Bellini or Verdi is
illusory. In Bellini's aria, the cadence is at the same time away of effectively closing the
whole and setting it in the main key. The Chinese composer assimilated this pattern, but it
only concerns the melodic and coloratura side and the fact that accompaniment is limited.
During the scale progressions up, the piano is silent, asis the orchestrain the aria. On the
other hand, the whole of thisillusory "cadence" does not serve to return to the tonic in A flat
major, but contains an effective modulation to E major. Thisis dueto the fact that part B of
the song was set in adifferent key than part A. Now, with this "cadence", the composer
returnsto the starting key. An example comparing the cadences of European arias and the
"cadence" of a Chinese song shows how an idea known from Western opera was transformed
and applied in a Chinese song. Of course you cannot forget about the fact that asongisa

much smaller and more modest form than an opera.
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Example 55, Hu Ting Jiang, Soprano Maira
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5.1.2. Melody and rhythm asthe basis of coloratura. Therole of articulation in

creation of artistic expression.

The so-called " Chinese contemporary art songs" intended for the coloratura voice are a
group of songs that still shape their face. Thereis no question that the main space in which the
coloratura element appearsis usually the melody combined with a specific rhythmic pattern.
Both European music and Chinese traditions have produced some of the most common ways
of decorating music with coloratura elements. Especially the theory of European music has
codified many melodic and rhythmic ornaments. Chinese music is freer in this case, alowing
fer much more improvisation possibilities. Nevertheless, placing the coloratura primarily
within the melody of the pieceis anatural feature for Western and Oriental music.

In Chinese artistic songs - in contrast to European artistic songs - the melodic element
of the vocal part clearly dominates as the most important medium of expression in the piece.
The singing definitely comes to the foreground, the piano usually serves as a harmonic
support, mainly performing the so-called accompaniment. The role of the piano part is not
equivalent to that of the voice, which is one of the distinguishing features of the so-called
artistic songs in Europe. Therefore, the structure of Chinese songsis, in principle, completely
subordinated to the melody, which is often combined with a characteristic rhythmic pattern.
Usually, melodic phrases of alyrical character appear here on the basis of aternation,
intended to present aliterary text and coloratura phrases, intended to diversify, decorate or
illustrate the lyrical narrative. These are usually vocals. The fact that the melody is completely
dominant in this group of pieces means that the piano accompaniment can be treated quite
freely - in practice, this also means allowing the possibility of certain changes made by the
pianist himself in the piano part.

Chinese works for coloratura soprano in the creative process are greatly influenced by
European works for coloratura soprano. Chinese and European works share many common
points. Based on the analysis of the melodies of the discussed works, we discover that they

appear in the following severa aspects:

First of all: the use of extensive scales and waveforms as a color atura base
ascending and descending, often creating an undulating motion. The movement of the
melody is continuous (legato), but also as a string of notes separated from each other

(staccato), which depends on certain performance traditions. Examples include bars 55 from
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the arias by Gilda Caro nome and bars 60-61 from the song Soprano Maira. Both show the
common feature of the use of arapid ascending scalein amelody. In the case of Gildas arias,
the ascending scale is usually performed in the staccato articulation, although it does not

appear in the notes of the staccato marking.
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Example 57, Hu Ting Jiang, Soprano Maira, bars 59- 64, scale legato in measure

[Chinese text of musical example: embroidered roses, ha, ha, ha)

Second: the use of variable articulation in the melody line. The contrasting
juxtaposition of sounds in the articulation of staccato or martellato (written as wedge-shaped
dots or commas above the notes) and legato (marked with an arc) is the most basic way to
combine sounds in coloratura pieces. This type of compositional procedure appears frequently
in both Chinese and Western compositions. Such a combination of amelodic line with a
characteristic articulation scheme can be found, for example, in Mozart's Alleluja in bars 123-

125 and in bars 27-28 in the song July Meadow.
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Example 59, Shang De Yi, July meadow, bars 25-28

Third: the contrasting juxtaposition of articulation isvery often associated with the
dotted rhythm, which is one of the most characteristic rhythms of Bellini's and Verdi’s arias.
In the song Little bird, my friend, the combination of elements of variable articulation and

dotted rhythm occurs, among others, in bars. 25-27.
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Example 60, Shi Guang Nan, Song Little Bird, my friend, bars 25-28
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A similar situation occursin the aria of Elvirafrom the opera Puritani, mainly in the
cabaletta part. In the same example, we use a pause as a reflection of the heroine's accelerated
breathing, who is emotionally and impatiently awaiting her beloved. Temporary suspension of
emotional expression, breaking the legate's continuity, shortening the value in the expressive
function, also occursin contemporary Chinese songs. In the song The July meadow, a pause
placed in the center of the coloratura figuration adds lightness and vigor to the entire epilogue

of the song.
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Example 61, V. Bellini, Aria of Elvirafrom the opera Puritans; Cabaletta, bars 1-7 (in the

example part of cabaletta, begins at bar 4)
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Example 62, Shang De Yi, July meadow, bars 49-52
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The most expressive use of pauses to convey the emotions of the protagonist is the main
theme of Gildas ariafrom Verdi's opera, where the shortening of sounds through pauses
perfectly reflects the state of joyful excitement, even breathlessness at the recollection of a

beloved young man.

5.1.3 Similarities and differencesin harmony between European and Chinese

coloratura soprano works

In coloratura singing, the harmonic base is usually placed in orchestral part or in the
piano (in the case of artistic songs). Of course, changes in harmony determine the
development of the melody in the piece, and at the same time constitute its sound background.
From the perspective of the similaritiesin the harmony of Chinese and European pieces for
coloratura soprano, they are mainly manifested in the use of functional harmony in the major-

minor system. In fact, al coloratura songs represent this kind of harmony.
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It isimportant to emphasize the great role of harmony in creating dramatic situations
in the pieces of European Romanticism bel canto, where dissonant chords appear relatively
rarely, intended to multiply the tension against the background of the dominant gentle
consonant chords. For example, in Verdi Caro nome aria, arealistic image of Gilda

experiencing loveis presented, and at the same time feeling unhappiness.
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Example 64, G. Verdi, Gildas ariafrom the opera Rigol etto, bars 15-18

From the perspective of the harmonic differences between Chinese and European
pieces for coloratura soprano, we can see that European music is built on the basis of an
evenly tempered system, with the semitone as the smallest unit. In practice, this system
manifests itself, among others, in the use of the halftone scale, and in the case of coloratura
elements:. passages and scales based on halftones. The halftone scale is a clear consequence of
the use of the evenly tempered system. Examples include coloratura quick passagesin the
arias Caro nome by Verdi and Qui la voce sua soave by Bellini. This element of coloratura
appears in most bel canto arias from the early 19th century. It also appearsin Western
instrumental music, the difficulty of playing it isnot great, while in the vocal piece the level
of difficulty of its performance is much higher than in the case of musical instruments. Thisis
because the halftone scale is difficult for the human voice to master the precision of the
intonation-. However, the practice of such scale waveforms appearsin al bel canto vocal
schools. They appear relatively rarely in Chinese coloratura songs, but an example of the use
of such coloraturaisthe aria of the Goddess of the Mountains (see example).

Chinese music is built on the basis of afive-note scale, it is based on the basic units of
theinterval, such as the second major, minor third, major third, minor second with a haftone
interval also belongs to pentatonic, but it has a secondary position, the backbone of musicis
the five-note scale. Chinese coloratura songs are derived from the tones of Chinese folk music,
they also borrow the traditional European harmonic system of major and minor keys,
combining them both. Chinese composer Shang De Yi used folk pentatonic while writing

coloratura songs, combining it with the European form of song, he used modern harmonic
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methods along with folk style. In the melodic layer, he operated with the variation of major
and minor modes, achieving clarity of harmonic dependencies. It should also be noted that the
most frequently used compositional procedure in the sphere of harmony is harmonic
progression concerning repetitive coloratura motifs. Such a progression occurs both in the aria
of the Goddess of the Mountains and in the songs: July Meadow, in the coloratura vocalize in

the song Waltz of the Spring Breeze and in the vocalizes of the song Little Bird, my friend.

5.2 Similarities and differencesin performance practice

Based on the analysis of the features of Chinese and European melodies of pieces for

coloratura soprano, we can see that performance issuesin thisfield focus on two aress:

The first one concerns the function of coloratura elementsin agiven piece of music.
The second aspect is the difference in the ornaments used in the coloratura melody.

5.2.1 Coloratura meant as of leading to unity of voice and emotions

The European coloratura soprano, after passing the phase in which the performances
of female artists dominated in the 18th century, entered the stage in which the coloratura skills
began to serve the drama of art in the 19th century. Rapid changes of vast intervals, rapid
changes in the course of sounds and wonderful cadences presented the dramatic personalities
and moods of the protagonists. No matter what country the singer came from, the mood of the
music was in line with the composer's arrangements. It is possible that the timbre of each
singer's voice is different, but thanks to the practice of the performance, the mood of the song
presented to the audience is always the same.

Chinese vocal art has along history and tradition. Already in early China, coloratura
art functioned as an enchanting method of singing opera songs. Coloratura singing appearsin
al kinds of performances, regardless of the social status of the people who took part init.
Singers, in accordance with various local, artistic requirements, mastered the gift of
presentation, a powerful enchanting stage art, which they used according to the vocal tempo,
its dynamics, the melody of sung phrases, temporary changes between long and short sounds,
the use of ornaments, the expression of individual emotions. Thereis some similarity here

with early European coloratura arts.
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In European coloraturaworks, coloratura serves to express emotiona states, clearly
presenting the characters, especially in opera. Each melody is designed to express different
feelings: joy, anger, sadness. Consider, for example, Bellini's coloratura arias. Bellini
emphasized the role of the melody in the function of expressing the state of mind of an opera
hero, and his musical style was characterized by romanticism and lyricism. Bellini's melody is
beautiful, flowing, full of enthusiasm, rich in poetics. It is even more worth emphasizing that
in Bellini's operas the coloratura soprano parts successfully introduced his creative style into
the canon of opera. The female roles, he has created are full of depth and expression. Bellini
perfectly understood the principles of bel canto, enriched the vocal parts with coloratura
elements, contributing to the development of vocal art. For example, amelody from bars 60-
65 from the aria Qui la voce sua soave from the opera Puritans. The fragment given in the
example (which example should be added) expresses the enthusiasm of the deranged heroine,
her joy, hope, madness and waiting for her dreams to come true. Although the passages of the
scales are descending, they continue to rise in the upward progression until ecstasy and
euphoria are reached at the climax of the cadence in bars 19-26.

In Gilda's ariafrom Verdi's opera Rigol etto, one of the most wonderful coloratura
fragments appears, which clearly shows the euphoria, the exaltation of the enamored, naive
young woman Gilda. Her admiration, even adoration for her beloved, and even for his name,
is deepened by the fact that he is avery mysterious young man. That iswhy Gildais more and
more excited, and the subsequent coloraturain the aria are " concentrated” in ever smaller
rhythmic values. In the presented fragment, we have an example of alonger coloraturawith a
vocalize character, using the interval of the sixth and ongoing asit were, two parallel melodies.

doiee
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Example 65, G. Verdi, Gildas ariafrom the opera Rigol etto, bars 36-41. Anayzed
coloraturain bars: 38-40

There is no strict definition of "coloratura” as a musical element in China. Singing in
falsetto in folk songs, use of resonance cavities in dramatic pieces, high-pitched singing from
Sichuan opera, Mongolian urtyn duu, Huaer from Qinghai, solo cadences in the rhythmic
utterance of the text and solo melodiesin folkloric instrumental compositions have avery rich
coloratura. In the contemporary Chinese practice of composing coloratura songs, national and
folk elements are mainly emphasized, while at the same time using Western compositional
techniques.

It seems that the function of coloraturain the discussed Chinese piecesis mainly the
function of diversifying, livening up the melodic line, embellishing it and making it more
attractive to the listener. It mainly illustrates movement, its variability, following texts that
usually describe the beauty of nature, birds singing or take up folk themes.

Against this background, the original work isthe aria of the Goddess of the Mountains
by Shi Guang Nan, in which numerous ornaments as well as coloratura scal es and passages
build the semantics of the piece, create moods that emanate the heroine'sinterior. The
structure of this ariais free, and the types of decorations appear as an illustration (sounds of
nature), or reflect the emotional states of the protagonist, or contribute to the original color of
an unrealistic scenery, in which the action of the operatakes place. In the vocal part we have
an accumulation of various ornaments, known from the European tradition, but used in the
most free way. There are here: loops, mordents, grace notes, groups of grace notes, trills,
fancy passages based on quintola rhythmic groups, numerous repeats, giving

in practice, the impression of atremolo, as well as chromatic scale courses known from
European practice. The range of soundsin the ariais very wide, the melody rises and fals, the
highest note is g3the lowest isthe d 2. In the song, the melody jumps by an octave many times,
weseeit mainly in bars 17, 19 and 21. Between bars 39 and 42, the melody appears as a
sequence of arpeggios that represent some natural phenomena (for example: lightning), which
are also areflection of theinner state of the Goddess Mountains. They can aso be read as an

image of winding mountain trails.
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Example 66, Shi Guang Nan, aria of the Mountain Goddess, bars 39-44; Melodic and
rhythmic motifs are rounded in the form of falling and rising

5.2.2 Differences and similaritiesin the practice of decorating melodies by singers

The essence of European coloraturais decorating the sounds of the main melody. Very
often, in coloratura soprano arias, a part of the aria presenting the main melody appears first,
after it ends the melody repeats again, but this time decorative melodic-rhythmic elements are
added to the main melody. The appearance of such ornaments first enriches the melody of the
aria, making it more beautiful and captivating; secondly, it emphasizes the maturity and
technical vocal skills of the singer. Thisway of decorating the main melody appeared in a
particular musical form called Aria da capo and was shaped in the mature phase of European
Barogue. It was the singers job to decorate the melody, so they made a great contribution to
the final shape of the piece. They had to know the rules of using coloraturafigures and
ornaments. Only in the so-called In the “golden age” of bel canto in the first half of the
nineteenth century, the basic scheme of a solo aria changed. However, ornaments shaped in
the Baroque period were still used. Thus, a certain system of known ornamentsis a hallmark

of bel canto music.
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Contemporary Chinese composers basically use all coloraturafigures and ornaments
known from Western music, but they use them in away that emphasizes the national
character of the songs. Most often those that are similar to traditional Chinese music: quick
scale runs, trills in song endings, rhythm patterns, motifs in staccato articulation, grace notes
which, however, in Chinese music are related to linguistic specificity and repetitions. Thereis
adifference between traditional performance and today's performing styles of contemporary
artistic songs. Artists - singers of traditional coloraturaforms usually had to use - just like
Western singers in the 17th and 18th centuries - improvisational skills. They had to show
great creativity and the ability to match the means of expression (appropriate coloratura
figures) to the requirements of the song lyrics. Today's performer usually does not improvise,
but to some extent he can diversify his performance by ornamentation.

As aresult of "decorating” the melody, it is possible not only to enrich the color of the
piece, but also the overall expression, which has a strong impact on the listener. For example,

the use of ashort and long trill in Caro nome aria and the song Little Bird, my friend.
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Example 67, G. Verdi, Gildas ariafrom the opera Rigol etto, bars 19-22, short trills and
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Example 68, Little Bird, my friend, bars 54-55: use of along trill
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Saccato, "jumping sound”, is one of the basic waysto bring out the tone in coloratura
singing. Practicing staccato in coloratura singing is a compulsory exercise. Especialy for the
coloratura soprano, when a much deeper and more powerful force to support the breathing of
high sounds is required. While singing staccato, by closing and opening the glottis while
raising the sound, the diaphragm and abdominal muscles rapidly accelerate their work, with
elastic force growing and contracting, which causes the sound to depart from the focus of the
head resonance while maintaining an active rel ease state sounds. Only then is the voice
flexible, focused and carrying. Thisissue can be discussed on the example of afragment from

an aria by Bellini.

Example 69, V. Bellini, Ariaby Elvirafrom the opera Puritans, bars 117-119

During the performance of the coloratura figure in the staccato articulation of bar 117,
the oral cavity should remain active, and the upper jaw should be in the elevated position.
During the singing of the rising scale, the voice should be stabilized in the position of the
sound, the position of the sound must not be changed as it moves upwards. When staccato
occurs, the voice must be "covered” in ahigh position, not alow the sound to be distracted
because of the high note and its staccato, be concentrated, because only in thisway isit
possible to prepare for the upcoming large number of scale runs in the following part. The
course of rapid notes and scales in a cadence is always an important component of coloratura
singing. The implementation of a smooth legato of coloratura singing requires the singer to
use an energetic voice, be ableto run it freely up and down, while maintaining consistency
between the courses of the scales. Practicing such a fragment should include up and down
scale runs from the high and low notes of the melody, at the same time, with the help of
uniform, smooth breathing, find a resonance point, control the timbre of the voice - only then
can we sing each phrase correctly.

In Mozart's Alleluja, the coloratura part is made up of many fast-moving sixteenths, so

the most difficult element in performing this song is mastering the technique of fast singing.
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Not only the breath has to allow a quick course, each note should be sung accurately, which

will make the timbre of the voice soft, clear while maintaining artistic expression.

Example 70, W. A. Mozart, Alleluja from the motet Exsultate jubilate, bars 102-106

It isimperative that you use the slow practice method when preparing this piece. Split
the scale, the accent belongs to the first note of each measure. When practicing on the half-
tone scale, the priority is to solve the problem of sound accuracy. Y ou can first use the help of
apiano first, then mimic the sound, one by one by singing until you have mastered its
accuracy to perfection, then increase the tempo of practicing . When practicing the sound
scale, you need to be patient, work hard, do not move on with indistinct singing. At the same
time, when raising the sound, you need to cultivate good habits, first you need to set the notes
in the mind and the accuracy of their performance in the right position so that when you open
your mouth, you will immediately find them on it. Do not hesitate and be indecisive, and do
not accept "sufficient sound accuracy”, keep it out of fear. Make sure that your breathing does
not "fall". Y our coloratura singing skills will improve after practicing with this method.

5.2.3. Verbal expression in Chinese and European coloratura singing

Singing through speech brings us joy and spiritual sensation. Singing cannot exist
separately from language. In addition to capturing the meanings of the lyrics of the sung song,
it isnecessary to pay attention to the pronunciation in different languages. Below | will carry
out an analysis for Italian and Chinese. In pronunciation in Italian, particular emphasisis
placed on the clear pronunciation of the vowels and the intonation of the voice. The vowel
plays an important role in connecting sounds, it is considered the "axis" of the sung words.
When performing singing phrases with arelatively wide range of sounds, you should increase
your concentration. The text of Elviras ariafrom the opera Puritans presents sad and

wounded feelings tormenting Elviras heart. The success of an aria performance does not

113



depend only on the voice that moves the listeners, it also hasto be filled with emotions. Only
through a thorought understanding of the text isit possible to correctly and accurately convey
the mood of the piece and its artistic concept. In the first part of the aria, the sung part begins
with the words: Qui, la voce sua soave, singer should pay attention to the clear singing of the
connected vowels; i- a- O-e-u-a- O - a- e. "While maintaining the correct pronunciation
of vowels, it is also necessary to perfectly practice the rules of correct pronunciation of
consonants.

When performing the first phrase in the consonant beginning of the cantilena part, care
must be taken to articulate it accurately, so that the following pronounced vowels maintain
their correct position. Thisimportant point of technical skill affects the fluency of the music
and the accuracy of the language.
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Example 71, V. Bellini, Aria of Elvira, cantilena, bars 1-3

At the end of the cabal etta, the words are: Come beloved, come to me, come to me.
Come to me as soon as possible! . They show the main character, Elwira, who isin atrance,
almost in madness. Part of the coloratura cadence of the piece requires the singer to skillfully
use her voice when performing high notes. In the high zone of sounds, fast scales of rising and
falling sixteenth notes should be made vigorously, it is necessary to properly capture the pace:
fast - slow, low - high notes, dynamics and springiness (the distinctiveness of each sound).
Only thanksto this will the voice become brighter, more beautiful, more vivid, endowed with
apowerful lifting force. When performing a coloratura part (cabaletta), you need to maintain
a high voice position, use the strength of the diaphragm to develop afeeling of jJumping and
flexibility. Keep your breathing steady, find the exact point of inhalation, keep the sounds
consistent and be active, also make better use of your technical skillsto interpret the text.

2 capital letter has an accent in the word
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Example 72, V. Bellini, Aria of Elwira; cabaletta: bars 65-70

Chinese is much more complicated than the languages of individual European
countries. When pronounced in Chinese, each word consists of a combination of the
consonant shengmu and the vowel yunmu, shengmu as an Italian consonant and yunmu as a
vowel. According to ancient Chinese singing techniques and newer Chinese traditions, when
singing, special emphasisis placed on the principle: "Words should draw the melody, clear
words - round melody”, hence when performing Chinese songs using Chinese techniques, we
feel arelatively flat position of the mouth, small jaw opening. They are basically open
horizontally, only the front part of the mouth is involved. The Chinese songs sung in this way
are placed in the resonance of the front of the face. However, the timbre of the voice very
often becomes too "sharp and squeaky”, "thin" "compressed"”, especially during diction in the
high zone of soundsit is very easy to make mistakes. Similarly, asin bel canto, we should pay
attention to the vowels, that is, the consistency of Chinese yunmu. During the exercises, you
should first put the consonants aside, finish the melodies with only vowels, only after finding
the feeling of vowel consistency do you add consonants, and in your awareness you pay
special attention to the pronunciation of vowels. On the example of the last phrase from the
July meadow of Shang De Yi, the problem of the inability to pronounce Chinese words

correctly appears in the high zone of sounds. If you are to rely solely on the traditional
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method of singing and diction, you would get the feeling of poor performance of the high

parts, the emitted sound would be devoid of beauty, too sharp and squeaky, too narrow and
without flexibility. Naturally, it is not possible to rely solely on the bel canto principle
of the service of consonants towards vowels, in this way the diction would become

indistinct. When practicing the mentioned part, you can concentrate first on practicing its

vowels.
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Example 73, Shang De Yi, July meadow, bars 65-68

Vowels should be sung according to the melody and rhythm, paying attention to the
vertical position of the mouth during vowel diction. When borrowing from the bel canto the
state of "half-yawning" one should exaggerate the vowels sung. Once you have mastered the
vowels, it istime to add the consonants and finish learning to sing. Thanks to these steps, we
not only get "clear words and around melody", but also avoid some of the gripes of the

Chinese singing method.

5.3 Considerations on the development trends of the Chinese vocal art of coloratura

singing

Starting from the second half of the 20th century, with the expansion of popular music,
we have to face the problem that the art of coloratura soprano singing in Europeis slowly
losing popularity and leaving the music market. The number and quality of pieces for
coloratura soprano are steadily declining, and the existence of the soprano isin a state of great
danger. Although the Chinese coloratura soprano is still initsinfancy, it seemsthat it will not
escape a sad destiny. The question of how to successfully overcome this transition era will
determine the vitality of the revived art of Chinese coloraturasinging. Thisis a problem that

all adepts of vocal art must face. | am rooted in China, a country rich in folk and national
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music. Thanksto my bel canto studies, | have a good understanding of Chinese and foreign
coloratura singing. After many years of studying with music masters and participating in
numerous competitions and discussions with fellow singers, | think that the further
development of the Chinese art of coloratura singing should take into account the following

elementsin afurther stage of development.

5.3.1 Theborrowing of bel canto technique promotesthe globalization of Chinese

coloratura chant

Bel canto has a unique charm due to its unique singing technique. It is knowledge
accumulated and integrated through the efforts of many generations, the development of
which has resulted in the creation of a complete system of singing techniques. From an
educational perspective, bel canto has evolved into a scientific subject for teaching vocal
music. Bel canto requires from singers and female singers arich expression, variable, rich
colors of presentation, the ability to apply the full resonance effect. Bel canto viewsthe
human body as a musical instrument which, after undergoing rigorous training, serves
vigorously and freely present coloratura singing and other complex, extremely difficult skills.
This official knowledge of how to produce sounds is consistent with scientific principles,
making it possible to reduce the load on the vocal cords to the maximum extent and
effectively extending their life.

Contemporary Chinese coloratura works began to appear in the second half of the
twentieth century, and with the growing cultural exchange between China and the West, the
level of their recognition and public interest gradually increases. For these reasons, thereis an
urgent need to develop a singing style with clear national characteristics and, like Western bel
canto, a scientific sound emission and singing practice system to promote Chinese coloratura

works internationally.

5.3.2. Shaping of the new style of Chinese coloratura songs as a result of combining

bel canto achievements and Chinese music specificity

Composing is the foundation for singing, it is an expression of the desire to create
beauty. Singing is areal manifestation of composing, it is capable of representing al the
shades of everyday life. If we assume that singing isafield of art that has been passed on to

mankind and cannot be lacking, then composing plays a pioneering role in bringing this art to
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life. In each piece of vocal music, the words, melody, harmony, each fragment constitute a
coherent whole, which from the moment of birth, through the artistic performance and the
reception of the audience, achieves sublimation, introducing aesthetic values. The style of
creating pieces for coloratura soprano includes the desire to obtain a beautiful poetics of the
melody, to show the beauty of the national style as well as the beauty of freedom and
dynamics. Among these desires, the pursuit of poetic beauty is an age-old themein the style
of creating coloraturaworks with a national trait. In actual artistic practice, the following two

postulates must be met:

First: the melody must have a poetic beauty. The pursuit of poetic beauty isthe goal of
every composer, athough such aspirations essentially depend on the composers age and
culture. Bellini wrote the ariafor coloratura soprano Qui la voce sua soave as alyrical piece,
with a beautiful melody with a bit of melancholy, smoothly telling about the delicate, tender
heroine. Bellini adds alittle vagueness to seemingly simple melodies, combining lyricism and
romanticism into awhole, fully demonstrating the ability to perfectly describe the feelings
and moods of the characters, thus emphasizing the style and creative characteristics of the
19th-century romantic school. Similarly, Verdi strove to achieve poetic beauty, for examplein
the aria Caro nome. ... It’s beautiful, elegant melody presents a vivid image of adelicate, kind,
immature, unaware young girl. The style of Chinese coloratura compositions, as well asthe
style of Verdi, together strive to achieve the real, beautiful poetics of the melody. In the July
meadow, the Waltz of a Soring Breeze, the Chinese melodic style of the "poetic image" was

fully manifested by means of ajoyful, warm, uninhibited melody.

Second: thefolk elements of Chinese ethnic groups need to be emphasized. After
conducting in-depth research and analysis of elements of folk culture, we can see that the
created works have avery rich, folklore style. The creative principle of Chinese composers
should be to introduce folk charm to works for col oratura soprano. Each nationality hasits
own specific cultural elements, which makes Chinese coloratura soprano works diverse in
terms of ethnicity. In the piece for coloratura soprano Soprano Maira Hu Ting Jiang, e ements
of Kazakh folk music are used, reflecting a deep national stamp on this piece. In the July
meadow, Shang De Y used the coloratura singing style from Xinjiang, drawing arealistic,
clear, and rich in charm national musical portrait. Summing up the introduction of the charm
of folk and folk music to his works, the pursuit of the ideal, offering peopl€'s imagination and

longing are the common aspirations of composers. Chinese composers, in line with their
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aesthetic musical traditions and habits, naturally introduce coloratura techniques into the
melodies of folk songs, making the works for coloratura soprano not only artistically unique,
but at the same time presenting distinct regional and ethnic features.

5.3.3 Building the path of development for Chinese coloratura art

National art only on the condition of absorbing or being absorbed does become a

positive goodness for world art. World art is always composed of the souls of many nations.”

The question of how the art of Chinese coloratura soprano singing will liberate itself from
the national framework, be absorbed into world art and become an organic part of it, isnow a
key issue for the development of contemporary coloraturaart in China. Art, as an inseparable
part of life, resembles lifeitself, it must change.” Innovations are the main method of
development and transformation of art, innovation does not mean the compl ete abandonment
of the existing patterns, but the achievement of the goal, which is, on the basis of original
elements, through their continuous improvement in order to better adapt to the social
economy, popular culture, gaining great recognition and power of influence in society. This
continual refinement now focuses on the fusion of popular music with traditional folk music.
In 2008, the thirteenth edition of the Grand Prix of Y oung Singers was held, because this
competition was nationwide and was broadcast by the central television channel, the song of
the coloratura soprano Soprano Maira was presented to the national audience, enabling them
to watch the performance directly and learn about this form of singing.

The Spring Breeze Variations and Dazzing Mirror presented later introduced many
elements of popular music to their accompaniment. This met a positive reaction from the
Chinese art world, the public began to look at the coloratura soprano with unprecedented,
great interest. This can be described as the great breakthrough in the development of Chinese
coloratura soprano art since the 1970s, as well as the satisfying result of the fusion of classic

with popular music, which proved that this type of innovation is possible. Connection
with folk music is currently the direction of development of the Chinese coloratura
soprano,
for example, it was created as an arrangement of afolk song from Y unnan, the song

Sparrows' Nest sung by the singer. The song maintains the local dialect and melody, and it

73 By Paul Henry Liangue . Trandated by Hongdao Zhang . A Cultural History of Western Music in the 19th
Century [M]. Beijing: People's Music Publishing House, 1982. p274
74 Zhong Zilin. Overview of Western Modern Music [M]. Beijing: People's Music Publishing House, 1991. p82.
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also has acoloraturastyle. | believe that focusing the development of Chinese coloratura art
solely on these two aspectsis far from sufficient, because the horizons of thinking should be
broadened, because they should permesate all levels of artistic creativity, such as film and
television works. In Western countries, we already have successful examples of the use of
coloratura, for examplein the film The Fifth Element there is an arrangement of the arialll
dolce suono from Gaetano Donizetti's opera by Luciadi Lammermoor. This coloratura
fragment incredibly drives the development of the film's plot, becoming its unforgettable

scene.
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CONCLUSIONS

Bel canto comes from Italy and has avery deep cultural and historical background.
Through hundreds of years of development, it has transformed into aform of a scenic artistic
work mainly in religious songs, opera arias, artistic songs, and then spread around the globe,
exerting a great influence on the world music culture. Coloratura singing is one of the unique
features of the bel canto technique. In the course of development and in combination with the
musical characteristics of individual countries, many classic coloratura arias and artistic songs
occupying a key place were created in the process of learning vocal music and in the field of
stage performances. Chinese coloratura compositions in the process of writing and performing
are based on the foundations of bel canto, combining the style of European coloratura works
with elements of Chinese folk music and traditional songs. By creating innovation, they
become part of the world's music culture.

The coloratura technique of the European bel canto has experienced a devel opment
from individual performancesin the Baroque erato presenting the moods and emotions of the
operas heroes in accordance with the assumptions of its plot. In this way, European works for
coloratura soprano have created a very wide repertoire - this plays akey rolein the
development of the art of coloratura soprano. Chinese works for coloratura soprano begin
their way from the 1970s. Although it is a short history of only afew dozen years, many
outstanding composers and many valuable works have already appeared. Unfortunately,
coloraturamelodies are characterized by avery high level of technical difficulty, in many of
them the songs go up to cand even higher. This led Chinato the problem of insufficient
repertoire to be used for coloratura singing exercises. First, for beginners and intermediate
users, there are very few Chinese coloratura practice songs in the collection of coloratura
practice chants that use low tessitura, so students often face the problem of not having an
appropriate repertoire when studying and practicing. This leads to a situation that students
with vocal skills, still below the appropriate level can only learn singing European vocal
compositions for coloratura soprano. Secondly, such a situation has a very negative impact on
the popularization of Chinese coloratura works among the general public. In recent years,
songs such as Soprano Maira or Spring Breeze Waltz have been appreciated by singing
enthusiasts, unfortunately their technical level isvery difficult, so most of their supporters can
only listen to them, which greatly weakens the impact of Chinese coloraturaworks on awide
audience. Hence, China urgently needs a coloratura repertoire to be used as a basic teaching
material in science and suitable for popularization in society.
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The study of comparing the Western and Chinese art of coloratura soprano singing has
always been adifficult topic, which | experienced while writing the above work. The
similarities and differences in composing and performing coloratura songs are not in isolation,
but are intertwined. Still, for a better analysis of European and Chinese coloraturaworksin
terms of their formation and performance, with the aim of promoting Chinese coloratura art,
the above work presents the problem from a theoretical and practical level based on separate
studies. | wrote the above study on the basis of the experience of learning to sing bel canto
with Professor Katarzyna Suska, alarge number of books and materials read, as well as my
personal experience of over adozen years of artistic and scientific practice. It isthe result of
combining the theory of vocal music with singing and didactic practice. | hope that my work
will be able to provide inspiration for the European school of vocal music operating in China

in the field of artistic and didactic coloratura singing.
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