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Shang Deyi was a representative composer in the field of contemporary coloratura art song 
creation and was known as "the first person in coloratura creation in China". Shang Deyi had
conducted more and more in-depth analysis and research on colora vocal works and had his
own unique creative opinions. In his creation, he skillfully integrated Western creation
techniques with the style of Chinese folk music, and his typical "nationality" creation
features are of pioneering significance in China. The coloratura art songs he created are rich
in musical styles, distinctive in nationality and are sung by a large number of vocal music 
learners. This article focuses on the analysis and discussion of the national creative
characteristics of the three representative coloratura vocal works composed by Shang Deyi,
"The Prairie in July", "The Millennium Sago Cycas Blossoms" and "The Joy of the Torch
Festival", to provide peers theoretical basis and reference value.
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1. INTRODUCTION

Coloratura [1] singing is based on the form of
Organon's chant, and the singing technique is smooth,
beautiful, smart and sweet. After coloratura singing
was introduced into China from the West, it was 
combined with the traditional vocal art of China, and 
many outstanding composers such as Shang Deyi and 
Hu Tingjiang1 appeared. At the same time, "The
Prairie in July", "Mayila Variations" and other well-
known works also appeared in front of the public. The
coloratura art songs they created combine the 
characteristics of the times, interpret the thoughts 
and emotions of ordinary people against the
background of the times through the close 

1 Hu Tingjiang (1981- ) is a young composer and associate
professor of the Composition Department of China Conservatory 
of Music. Based on traditional folk music, he integrates western 
composition techniques into folk vocal works, perfectly 
interpreting the innovation of music. Representative works
include "Spring Ballet", "Our New Era" and so on.

combination of melody and lyrics, and express
people's yearning and pursuit for a happy life.
Shang Deyi (1932-2020) was a well-known 
contemporary composer and music educator in China, 
known as "the first person in Chinese coloratura
creation" and leader of coloratura music creation [2].
In the creation of art songs, his content and forms
were very diverse, the subject matter extensive, and
ideological connotations profound, which provided
many references for people to learn the creation skills 
of art songs. He created many classical colora vocal
works, skillfully combining national characteristics 
with Western European classical romantic style, with
typical diverse national characteristics. His works
occupy a very important position in the history of
Chinese music creation. His personal creation style is
strong and his works are unique. In the process of
creation, he fully absorbed the "nationalized" music
creation of various regions and ethnic minority folk
songs and folk dance music elements, which is a 
typical presentation of the "Sinicized" musical 
language of his coloratura works [3].
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1. INTRODUCTION
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Organon's chant, and the singing technique is smooth, 
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was introduced into China from the West, it was 
combined with the traditional vocal art of China, and 
many outstanding composers such as Shang Deyi and 
Hu Tingjiang1 appeared. At the same time, "The 
Prairie in July", "Mayila Variations" and other well-
known works also appeared in front of the public. The 
coloratura art songs they created combine the 
characteristics of the times, interpret the thoughts 
and emotions of ordinary people against the 
background of the times through the close 

1 Hu Tingjiang (1981- ) is a young composer and associate 
professor of the Composition Department of China Conservatory 
of Music. Based on traditional folk music, he integrates western 
composition techniques into folk vocal works, perfectly 
interpreting the innovation of music. Representative works 
include "Spring Ballet", "Our New Era" and so on. 

combination of melody and lyrics, and express 
people's yearning and pursuit for a happy life. 
Shang Deyi (1932-2020) was a well-known 
contemporary composer and music educator in China, 
known as "the first person in Chinese coloratura 
creation" and leader of coloratura music creation [2]. 
In the creation of art songs, his content and forms 
were very diverse, the subject matter extensive, and 
ideological connotations profound, which provided 
many references for people to learn the creation skills 
of art songs. He created many classical colora vocal 
works, skillfully combining national characteristics 
with Western European classical romantic style, with 
typical diverse national characteristics. His works 
occupy a very important position in the history of 
Chinese music creation. His personal creation style is 
strong and his works are unique. In the process of 
creation, he fully absorbed the "nationalized" music 
creation of various regions and ethnic minority folk 
songs and folk dance music elements, which is a 
typical presentation of the "Sinicized" musical 
language of his coloratura works [3]. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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2. XINJIANG STYLE: "THE PRAIRIE  
IN JULY" 

2.1. Introduction of the Work 

"The Prairie in July" is a coloratura vocal work with 
strong Xinjiang ethnic customs. Song Binting wrote 
the lyrics and Shang Deyi composed the music. The 
theme of this song is inspired by the Xinjiang Uyghur 
prairie, using the notes and lyrics as a medium to 
convey the fresh and holy natural scenery of the 
Xinjiang prairie to the hearts of the singers and 
listeners. Shang Deyi used the musical elements of the 
Xinjiang national style in his creation. He skillfully 
combined lyrical melody and coloratura melody, and 
used the language of music to depict a charming 
watercolor painting of the midsummer grassland [4]. 

2.2. National Characteristics of  
Melody Techniques 

The musical structure of "The Prairie in July" is a 
single two-part composition. The melody of the whole 
piece has a strong Xinjiang national style, and the 
rhythm has strong dance quality. The cheerful melody 
is combined with the gorgeous color tune into one 
piece, which perfectly shows the national customs of 
the Uyghur people singing and dancing. The national 
character of the melody technique in the song is firstly 
reflected in the national characteristic rhythm pattern 
of the song. Shang Deyi used the "Mexirepu rhythm 
pattern"2 in his creation, which is a unique national 
characteristic rhythm of Uyghur music. It is 
characterized by being cheerful and powerful, which 
can well set off the cheerful atmosphere on the
grassland. Shang Deyi ingeniously designed the 
rhythm combination, combining the basic frets of 
"Messyrep rhythm pattern": XXX XX and the variant: 
XXX XXX are combined to absorb the characteristics of 
this rhythm combination, and based on this, the mood 
conveyed by the lyrics is improved (XXX XX XXXX X), 
and runs through the song (Fig. 1, Example 1-1). 
The melody expression form of "The Prairie in July" is 
mainly composed of lyrical melody, supplemented by 
coloratura melody. The most representative parts of 
the lyrical melody are bars 10-21, 30-38 and 59-67. 
For example, in Fig. 1 (Example 1-1), the first bar 
starts from the tonic and goes up and down, and then
the second bar goes down; the third bar uses a fourth 
jump, and the melody fluctuates and fluctuates, which 

                                                           
2 The original meaning is "happy party", which consists of three to 
six dances with different rhythms, no interludes, or even a 
passage longer than one festival. 

makes the melody more vivid; finally, the fourth bar 
phrase ends with the tonic. 
The 39-48 bars are a lyrical melody that starts, turns 
and ends with the word "ah" from crescendo to
crescendo. The melody is meaningful and full of the 
Uyghur people's love and pride for the grasslands. 
Two short sentences show the rhythm completely. 
The most representative parts of the colora melody 
are bars 24-27, 49-50 and 55-58 of the song. 
Bars 22-29 (Fig. 2, Example 1-2) are composed of long 
tones to connect the color-tuning and short jumps. 
The jumps are added to the melody of the long 
sentence. The rhythm is bright and brisk, which 
outlines a beautiful landscape painting of "the
grassland is full of vitality, girls and boys dance, and 
racehorses". It not only enriches the melody, but also 
makes the Uyghur national characteristics of the 
whole song more intense. 
Bars 55-58 (Fig. 3, Example 1-3) use rests and big 
jumps, reflecting rhythmic characteristics of Uyghur 
folk dances. The descending scales of two consecutive 
bars in bars 57-58 make an emotional foreshadowing 
for the introduction of the climax of the whole piece. 

2.3. National Characteristics of 
Accompaniment Textures 

In the creation of "The Prairie in July", Shang Deyi not 
only applied the national characteristics of Uyghur 
music to the melody technique, but also applied it to 
the accompaniment textures, which mainly reflected 
in the following aspects: 
Firstly, bars 1-9 in the song: The first nine bars are the 
prelude of the song, and the bass and melody parts 
both use the octave playing technique. The rhythm of 
the bass part is X. X XX, which is a typical ethnic 
rhythm of the Uyghur people and is full of rhythm. It 
brings singers and listeners step by step into the 
beautiful wilderness scenery of the Xinjiang prairie in 
summer; Bar 8 changes the accompaniment pattern in 
preparation for the introduction of bar 9 (Fig. 4,
Example 1-4). 
Second, bars 10-21 of the song: The piano 
accompaniment texture in this part mainly uses the 
chords of the melody part and the octave of the bass 
part. In order to express the artistic conception of 
singing and dancing on the grasslands expressed by 
the song, it is necessary to pay attention to playing the
chords of the right hand with repeated chords in 
skips, and the last beat of which is maintained. This 
kind of accompaniment texture can better integrate 
the lyrics content with the melody, and strengthen the 
national characteristics of the melody. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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Figure 1. "The Prairie in July" bars 10-13 (Example 1-1). From [5].

 
Figure 2. "The Prairie in July" bars 22-29 (Example 1-2). From [5].

 
Figure 3. "The Prairie in July" bars 55-58 (Example 1-3). From [5].

Figure 4. "The Prairie in July" bars 1-9 (Example 1-4). From [5]. 

Third, bars 22-38 of the song: The piano 
accompaniment texture in this part mainly adopts the 
accompaniment structure that combines three parts 
at the same time, i.e. left hand plays the octave, and 
right hand plays the corresponding syncopation 
pattern. In the 25th bar, Shang Deyi filled in the long 
notes with tight sixteenth notes, echoing the melody 
of the song, making it more fluid and aesthetic. 

Fourth, bars 39-67 of the song: The texture of the 
piano accompaniment in this part focuses on the 
expression of emotion, using two different 
accompaniment forms. The first is the use of the 
previous three-part accompaniment structure, and 
the second is the short arpeggio method. The 
appearance of arpeggios makes the melody more 
lively and light, stretches the mood, and gradually 
leads to the climax of the whole song. Bars 66 and 67 
use staccato to play the octave pattern [6]. 
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(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
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novel is presented by traditional for L. Rzhevsky
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Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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3. NORTHEAST FOLK SONG STYLE: 
"THE MILLENNIUM SAGO  
CYCAS BLOSSOMS" 

3.1. Introduction of the Work 

"The Millennium Sago Cycas Blossoms" is a colora 
vocal work with the characteristics of northeastern 
folk songs. Written by Wang Zhuo and composed by 
Shang Deyi, it was created in 1971 of the last century. 
It is a piece of music that uses Western coloratura 
creation techniques to reflect the theme of the real life 
of Chinese people's society. This piece is Shang Deyi's 
first publicly published coloratura vocal work, and it 
has been sung for 40 years without fading. It was the 
only coloratura song approved for release at the time, 
and was later adapted for violin solo. The theme of the 
song is taken from the story of the doctors of the 
People's Liberation Army who worked hard to study 
acupuncture and moxibustion techniques of 
traditional Chinese medicine, and deaf-mute man 
regained life and spoke after receiving acupuncture. 

3.2. National Characteristics of 
Melody Techniques 

The musical range of "The Millennium Sago Cycas 
Blossoms" is large, reaching more than two octaves. 
Nearly one-third of the song is coloratura, which has 
high technical requirements for singers. It is the first 
milestone in the creation of Shang Deyi's coloratura 
art songs. This piece skillfully uses the traditional 
national mode pentatonic scale, and the composition 
is a multi-segment structure (ABCDA) common in 
traditional national music. 
The national character of song melody and technique 
is first reflected in the national characteristic rhythm 
pattern. Shang Deyi used the common rhythm 
patterns XXX XX  and XXX XX  in Chinese national gong 

and drum music in "The Millennium Sago Cycas 
Blossoms" (Fig. 5, Example 2-1). On the one hand, the 
use of this rhythm pattern can be combined with 
other rhythm patterns to enhance the artistic 
conception and atmosphere of the song, and secondly, 
it can also increase the northeastern folk song style 
characteristics of the song. At the same time, it is also 
a song with distinctive characteristics of the times. 
Shang Deyi mostly used the short-jump sound with
typical national characteristics in the no-word 
coloratura part of the song. Through the gradual 
progression and increase of the colora part, the 
melody is brought into the climax. 
Section A is drawn from the introduction, and the 
lining word "ah" is used to express emotions. From
the 23rd bar to the 24th bar, the rhythm changes from 
a quarter note to a sixteenth note at the beginning, 
and the colora part appears lightly, emotionally 
reflecting the incomparably excited emotions of the 
deaf-mute after speaking. 
The emotions of Section B changed from joy to 
depression. Through the comparison between the 
past and the present, it recalled the agony of the deaf 
and dumb people in the past. At the end, the emotions 
turned back to the excitement, and the emotions of 
Part C were inherited. 
The joyful emotional color of the C section echoes the 
A section, and the speed is correspondingly faster. The 
clear melody matches the meaningful lyrics, and the 
phrase "the east wind sends warmth, the red flag 
reflects the colorful clouds" sings the arrival of hope. 
A large part of the flower chamber part of the D 
section uses the method of four-tone moulding, and 
the emotions gradually enter. The emotional climax of 
the piece is the appearance of the scattered cadenza. 
Finally, under the rendering of emotions, the music 
returns to Section A of the reproduction part. 

 
Figure 5. "The Millennium Sago Cycas Blossoms" bars 21-23 (Example 2-1). From [5]. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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Figure 6. "The Millennium Sago Cycas Blossoms" bars 25-34 (Example 2-2). From [5].

3.3. National Characteristics of
Accompaniment Textures 

Shang Deyi not only applied national characteristics of 
Uyghur music to the melody technique, but also 
applied it to the accompaniment texture, which 
mainly reflected in the following aspects: 
First, about the piano accompaniment, the composer 
designed the conversion of sixteenth note to eighth 
note at the end of the song A section, so that the mood 
of the song develops from high to low, and it also 
plays a role in the transition of the subsequent theme 
to narrative (Fig. 6, Example 2-2). 
Second, at the connection between the B and C 
sections of the song, the composer used the piano 
accompaniment a compact and coherent sixteenth 
note, changing the rhythm from 4/4 to 2/4 (Fig. 7, 
Example 2-3). 

Third, the end of Section C is the climax of the whole 
piece. The piano accompaniment’s columnar chord 
progression and reverse progression make the music 
image more vivid and rich, and it also promotes the 
emotional development of the song to a climax (Fig. 8, 
Example 2-4). 
Fourth, in the reproduction of Section A, the piano 
accompaniment again uses a continuous and tight 
triplet pattern, which brings out the highest emotion 
of the musical theme and enhances the sense of 
termination at the end (Fig. 9, Example 2-5). 
The rhythm of the piano accompaniment part of the
piece imitates the rhythm of the melody part. The 
cooperation of the two in and out and echoing each 
other makes the rhythm and tempo full of the sense of 
pause and transition. At the same time, it also shows 
the straightforward and upright style characteristics 
of Northeast folk songs more clearly [7]. 

 
Figure 7. "The Millennium Sago Cycas Blossoms" bars 43-45 (Example 2-3). From [5]. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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Figure 8. "The Millennium Sago Cycas Blossoms" bars 73-80 (Example 2-4). From [5].

 
Figure 9. "The Millennium Sago Cycas Blossoms" bars 130-134 (Example 2-5). From [5].

4. YI STYLE: "THE JOY OF THE  
TORCH FESTIVAL" 

4.1. Introduction of the Work 

"The Joy of Torch Festival" is a colora vocal work with 
distinctive Yi style. The lyrics were composed by Lu 
Yunsheng and the music by Shang Deyi. It was created 
in 1981. The song not only reflects the fusion of 
Western coloratura creation techniques and elements 
of Yi folk songs, but also reflects the happy life scene 
of the Yi people celebrating the Torch Festival and 
living and working in peace and contentment. Legend 
has it that "fire" is a symbol of hope and beauty for the 
Yi people, and the Torch Festival carries the Yi 
people's yearning for a better life in the future. 
Through the charm of music, Shang Deyi showed the 
unique national style of the Yi people. 

4.2. National Characteristics of  
Melody Techniques 

"The Joy of Torch Festival" is an art song with a light 
rhythm and a sense of rhythm. The music structure of 
the song is a complex trilogy with reproduction [8]. 

The rhythm of the song is full of strong Yi style, using 
the typical "short and long dotted"3 rhythm in Yi 
music. In the introduction of the six bars of the 
prelude, half notes and quarter notes are used in the 
first and second bars respectively, which are used to 
imitate the rhythm and rhythm of Yi horn music, and 
pave the way for the jubilant and warm emotional 
atmosphere of the song. From the third measure 
onwards, the first eight and last sixteen notes and 
eighth notes are used to simulate the rhythm of the 
drums of Yi nationality music (Fig. 10, Example 4-1). 
The first part (bars 7-22) can be divided into two 
sections, A and B. Section A is composed of two 
parallel phrases. Shang Deyi chose the national 
pentatonic mode in his creation, and referenced 
Western composition techniques to coordinate his 
creation, in order to reflect the national 
characteristics of melody techniques. Section B is the 
expansion of Section A. The upward melody that
jumps into the first two phrases makes the music 
more emotional, and the entire melody line is more 
expressive than Section A (Fig. 11, Example 4-2). 
                                                           
3 "Short and long dotted rhythm pattern" is "small front dotted 
rhythm pattern", and the notation is recorded as: X. X XX 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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Figure 10. "The Joy of the Torch Festival", introduction section, bars 1-6 (Example 4-1). From [5]. 

 
Figure 11. "The Joy of the Torch Festival" bars 16-18 (Example 4-2). From [5]. 

 
Figure 12. "The Joy of the Torch Festival", colorati excerpts, bars 28-30 (Example 4-3). From [5].

The middle part (bars 27-50) is transferred to the B 
Gong mode of the same Gong system in the connecting 
sentence (bars 23-26), and the same #G Yu mode is 
used interchangeably, with bright tonal colors. The 
rhythm is changed from compact notes to longer 
notes, which are more telling, opening the curtain for 
the subsequent emotional unfolding. The melody of 
the coloratura Cadenza is lively, lively, and full of 
jumping sense. Through the gradual progression of 
the melody, the emotional atmosphere of the song is 
gradually pushed to a climax. At the same time, it is 

also full of Yi people's yearning and longing for a 
happy life, reflecting the national charm and color of 
the song (Fig. 12, Example 4-3). 
The recapitulation (bars 7-22) is a complete 
reproduction of the first part of the song. The melody 
echoes the theme of the song, and the rhythm 
consolidates the rhythm and rhythm of Yi music. The 
melody of the closing sentence has been raised octave,
forming a strong sense of termination, making the 
musical image of the whole song more unified, and 
sublimating the artistic conception of the song. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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4.3. National Characteristics of 
Accompaniment Textures 

The importance of the texture of the piano 
accompaniment to the piece "The Joy of the Torch 
Festival" cannot be underestimated. It echoes the 
human voice and reflects the national characteristics 
of the whole piece to a greater extent. 
The intro part (bars 1-6) uses cylindrical chords as 
introduction (Example 4-1) to simulate the sound of 
festival gongs and drums. Furthermore, the addition 
of split and rest rhythm is full of dance rhythm, which 
sets off the warm atmosphere of the festival. 
The first section (bars 7-22) A section uses a series of 
arpeggios combined with a syncopated rest rhythm 
(Fig. 13, Example 4-4), which has a strong narrative. 
Section B uses a combination of cylindrical chords and 

arpeggios to express the festive atmosphere of the 
Torch Festival (Fig. 14, Example 4-5). The wavy 
melody lines shape the straightforward and forthright 
character of the Yi people on the score. 
The middle part (bars 27-50) is characterized by a 
transition and transition, with arpeggios as 
transitional connections at first, and then column 
chords as accompaniment textures (Fig. 15, Example 
4-6). After the modulation, a variety of 
accompaniment texture combinations are used, which 
reflects the musical color tone of the main melody. 
The coda part (bars 57-68) uses arpeggios to form a 
cadenza on the basis of an octave-raised melody. The 
melody and rhythm of the whole part correspond to 
the first part, which is the sublimation of the whole 
song's emotion, making the happy picture of the 
Torch Festival in front of people. 

 

 

Figure 13. "The Joy of the Torch Festival" bars 9-10 (Example 4-4). From [5]. 

 
Figure 14. "The Joy of the Torch Festival" bars 16-18 (Example 4-5). From [5].

 
Figure 15. "The Joy of the Torch Festival" bars 31-33 (Example 4-6). From [5]. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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5. CONCLUSION 

Inspired by the different national languages, cultures 
and aesthetics of China, Shang Deyi created Chinese-
style coloratura art songs with distinctive national 
characteristics, which further improved the artistic 
sense and expressiveness of our national vocal music, 
and the majority of vocal music lovers have access to 
more storytelling and infectious vocal works. His 
research and induction in this area not only played a 
breakthrough role in the creation of Chinese national 
coloratura vocal music works, but also had practical 
and theoretical significance in the field of Chinese 
national vocal music performance and teaching, 
having an enlightening effect on the promotion and 
innovation of my country's national vocal music [9]. 
In the creation of melody techniques and the creation 
of piano accompaniment textures, the three works 
"The Prairie in July", "The Millennium Sago Cycas 
Blossoms" and "The Joy of the Torch Festival" fully 
demonstrate their superb coloratura creation skills 
and the soul of the "nationality" creative style. The 
research on the national characteristic analysis of Mr. 
Shang Deyi's melody technique and the national 
characteristic analysis of accompaniment texture in 
the coloratura vocal works has positive significance 
for the younger scholars to improve the deep 
cognition level of the works. 
Shang Deyi integrated Western creative techniques 
with the style of Chinese folk music in music creation, 
and is a model of pursuing the perfect unity of form 
and content. The wide dissemination and popularity 
of his works also proves from the side that only works 
with "fireworks" created based on life, close to life, 
and eulogizing life can become excellent works loved 
by the people. Professor Shang Deyi had been 
indulging in music creation all his life, and he 
regarded his fame, fortune and wealth as clouds. 
When he was young, he was still obsessed with 
education, and he had pupils everywhere. Shang 
Deyi's life was just like his name says, "virtuous and 
righteous, and his name was like his person", his 
creative concept that he did not forget his original 
intention is worth learning by future generations [10]. 
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