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There are 13 nationalities currently dwelling withi i

her : g within the boundaries of
Xinjiang Uygl_xr Aulongmous Region (XUAR), China’s most wcslcr;;
and largest unit at provincial level. The most populous nationality is the
Uygur, a.T.l_lrkuz people, who at the end of 1982 numbered about 5,986.800
out of Xinjiang's total population of 13,159,000. Others include the Han
;ll 5,281'{,000 (}aeople, the Kazakhs (913,900), the Hui (575,500) lhé

ongolians (117,200), the Kirghiz (114,200 i ’ 7
e ( ), the Xibo (27.500), and

This article focuses on the performi

his ar focus performing arts of that largest of the

natlo‘nalltles which gives the XUAR its name: the Uygurs. The performing
Erts include song and dance, in which the Uygurs particularly excel

alladry, song opera (geju) and musical plays (yinyue huaju). The period of

major concern is the present, defined as the early 1980s, but it is neither:

poss_it_;le nor desirable to ignore the past. The Uygur historical and cultural
traqltlon‘s_ are among _tt}e most powerful of any of China’s minority
nationalities. When I visited Xinjiang for 10 days during September and

early October 1982 i i i i
way);- » I was especially impressed by their strength in two

One was the Uygur language. The old Uygur scri i
a'bout the same time as Islam and has been usztgi morelglt' I:sasscglr:;;?::gd
since ther_l. Early in 1960 the XUAR People’s Council approved a ne\z
icnpt which uses mainly Roman letters.2 However, since the fall of the
gang of fo_ur,“ and especially since 1978, the old script has increasingl
come back into use. The government felt obliged to authorize its use af%cy
t]}e event, whlcl? it did in the autumn of 1982. Books are published ir:
elth'er Uygu_r script. There are two separate Uygur editions of the Xinjian
Daily, one in each script. In the streets of cities it is the old script v.{hicﬁ
predominates, simply because the signs predate the new script.

1. These figures all apply to the end of 1982 a
b : ) nd are based on Zho i ianji
'I:I.an_!! bui(p(;hmese‘ Encyclopedic Yearbook Editorial Department) (corgi%)u%}:::;c :;a;it‘in
b:;ﬁ:mn 131 (Chinese Encyclopedic Yearbook 1983) (Beijing and Shangh‘ai: Zhoﬁgguo d:
o Uquans u cl;ui}anshe, 1983), p. 112. The census of midnight 30 June-I July 1982 gave
(Peoplzg;ub go;b].;))u aztglogc T:; bSé?.SI’IS.';;I!,pﬂle %_rlfal majorittiy living in Xinjiang., Renmin r%bao
, » P-4. The census figure for Xinjia
(l é}ﬂf,:;ﬁ :;zg-:%git?;?: !71:0 iS};g:J?t(agls_ycal Bureau) (comp.), Zf'mngg‘lror:ﬁnz;i :f'r::j'liz.!f i‘;v;;
earbe ¢ efjing: Zhongguo tongji chubanshe, |

_}_"#: ﬁn;us shov&red minority na_tlonalitie§ were 59:6% of the XUAR’s poﬁulztsii)r‘l plpf:;h!il 2~:Ii?l
L noushna onalufes are dl:v;cu'sscd, including 1978 population figures, in M;a Yin.er:' a!‘
2 :{;gggz fh:?j';‘g J;:;n::e ;Chr;r; 4i ﬁi:zn'?é Nationalities) (Beijing: Re'nmin chubanshc;‘
e p- , the Kazakhs pp. 195-208, th i ’
Mongolians pp. 68-86, the Kirghi i At
Moped pP. , the Kirghiz pp. 209-219, the Xibo pp. 220-29, and the Tajiks pp.

2. The new script is the one used in this arti
is artic
.11'9; r:::f ;l::zlll trllll;n:::tr of syatbols which occur in new Uygur but not in the Roman alphabet
oL e | nol:snfh ! lngy::; ;1:3:;5021: t:rms l%I'Verl in brackets are the Chinese pt'nyir;
¢ ; e nd works translated into Chi i
! h nto Chinese
into Hanyu pinyin, as shown on the title page. I should like to thank Pan ;;Z;;Ta(‘?ﬁg

Central Institute for the Nationalities i
S nalities in Beijing who helped me greatly with the Uygur

le to romanize Uygur names and terms except
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The spoken Uygur language shows no indication of weakening. Even in
Urumgqi there are many people who know very little or no Chinese, and in
Uygur communities outside it Uygur is by far the main, or the only,
language of communication. Except in localities where Han people are in
the majority, the primary schools teach in Uygur or the relevant minority
nationality language. At Xinjiang University, where 60 per cent of the
students are from the minority nationalities, Uygur and Chinese are
used interchangeably in classes, according to convenience. The radio
stations in Xinjiang broadcast in five languages, Uygur, Chinese,
Kazakh, Mongolian and Kirghiz.

Article 4 of the State Constitution formally guarantees all nationalities
the right to use and develop their own languages, whether written or
spoken.® An official view states that Chinese has “‘naturally” become a
convenient tool which everybody willingly uses,” but this does not mean
that Chinese “ought to enjoy any privileges and even more does not imply
that one can force the minority nationality peoples to study and adopt the
Han language.”* My observations in Xinjiang would suggest that not
“everybody” uses Chinese, but the condemnation of any compulsion to
adopt it would appear sensible.

The other area where the strength of tradition impressed me was the
continuing influence of Islam. “‘Freedom of religious belief” is con-
stitutionally guaranteed. China Daily reported (13 October 1982, p. 5) that
in “about 12,000 mosques across Xinjiang, there are 15,000 Muslim
clergy, but most have reached old age,” as a result of which a state-
financed seminary has now been set up to train Islamic clergy. In every one
of the dozen or so mosques that I visited, on an arranged or spontaneous
basis, I either saw or was told that worship took place actively. The imam
of Urumgi’s large Yanghang Mosque told me that he receives a salary of
100 yuan per month, from the state-sponsored Islamic Association
(Yisilanjiao Xiehui), in other words, substantially more than the average
worker. His manner, like that of other imams 1 met, was confident and
bespoke a man of authority who would not be told what to do on religious
matters.

On the other hand, religious freedom does not apply to unofficial
propagation, so Moslem primary and secondary schools are not per-
mitted. A report of late 1983 claimed that China’s leaders were trying to
eliminate “unofficial Islam, which organizes and provides religious train-
ing for Muslims in defiance of the officially prescribed boundaries.”* 1
suspect that Islam and the Marxism of the Chinese Communist Party

3. The Constitution of the People’s Republic of China (Beijing: Foreign Languages Press,
1978), p. 10; “*Constitution of the People’s Republic of China,” Beijing Review, No, 52 (27
December 1982), p.12. The two constitutions were adopted by the National People’s
Congress on 5 March 1978 and 4 December 1982, respectively.

4. Liu E, He Run and Wang Guodong, Minzu wenti gaishu (Outline of Nationalities
Problems) (Hohhot: Nei Menggu renmin chubanshe, 1981), p. 134.

5. Husain Haqqani, **Repression and revival — the dichotomy of Islam in China,” Far
Eastern Economic Review, No. 50 (15 December 1983), p.354. Sec also Wang Guodong,
Minzu wenti changshi (General Knowledge on Nationalities Problems) (Yinchuan: Ningxia

renmin chubanshe, 1982), pp. 74-83.
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(CCP) l}u\'e been forced to learn to live with each other and respect ene
other’s influence, but with the CCP holding most of the trump c;lrd~;l 2
: Another area where accommodation has been forced on the Mowl0|;1" i
in their attitude towards the arts. In pre-Republican times “cululu'c \h :
mqnopolized by the imams,” who banned printing, “‘opposed and S
stricted™ musical activity, and “‘caused the spread and popularization rc;‘
culture extreme difficulties, so that the people were universally -]'lc >d :
the situation of being without culture.™® g
) The a‘ulhors of this black view go on to state that the people of that i
S|mply' ignored the views of the imams on song and dance. A gr:)u m?
worshlppers whom [ met casually at a mosque in Urumgi laughed ’ltpllo
suggestion of any Islamic opposition to the arts. On the other hanzi t}:c
imam of the Yanghang Mosque gave a slightly different pcrspeclivc‘ H‘3
said that as a Moslem leader he did not really approve of arl.i l'e
perfon:nances. He himself never sang, danced or went to the cinema -S lg
l;osl';:lte\;eddhish .atti:.ildes and behaviour were prevalent amona‘ dl'}]me
m leadership. However, he made no att r di
courage‘lhe Islamic masses from indulging in ?l?cplplfe(;sz;i:eml 01;1 e
performing arts provide. s
M:o on t_he question of whether the arts as such are good or bad
rxism is closer than Islam to the Uygur tradition. Yet the CCI;
Gow?mment has faced great difficulty in devising a .olic hicl
cognizes past values but encourages the development oIP a ney ¢ l.C1 A
During the Cultural Revolution decade (1966-76) the H W i
totally to suppress traditional th o e
s I al themes and some nationality art-forms
g with Islam. All that this accomplished was to infl h ‘
against the Han and make them long for their own t d:'n?."3 e
~ On .the other hand, a far higher priority o Pl i
including cultural matters. h LR gogd FAepralions
" atters, has now become formal policy. The 12th CCP
ongress declared in September 1982 that the P. by
promotes relations of equality, unity and mut e e
nat!onalities in the country,” and ajds the a x }lal a§31stance il
nationalities in cultural development.” M.rt.tas iptages bythe minority
later called for special attention t d. e tACCulue, 2hy, Muzhd
0 develop and promote the arts of the

minorities and warned against * :
ainst s
features.”8 & harming the original style and special

Policy does not necessari

Bolicy; ] sarily reflect reali
X}ru:ang§ main daily, while calling for “tlit
ality relations in the socialist period,”

Y. In mid 1982 a writer in
€ correct handling of nation-
noted the persistence of ““problems”

6. Xinjiang shehui kexue :
Nationalities Research In _yuan Minzu yanjiu suo (Xinjiang Social Sci
R ) stitute) (comp.), Xinji sAliang Social Sciences Academy
(i Xnjan e chani o Al (Sl it of i
& itution of the Communist P g =P 3
Twelfth National C arty of China™
1982), p. 95, ai Congress of the CPC (September 1982)
8. Zhu Muzhi, “Guan i ;
b yu kaizhan minz
wenhua gon st s u wenhua gongzuo d sl 3
nalionalifies'g::? huiyi shang de jianghua (zhaiyao)" %‘Z‘On e “’E;“ls zai Quanguo minzu
Work Conft l[{fal work — summary of speech at the i problems of developing the
onference™), Minzu tuanjie (Nationalities' Unity) I-

(adopted 6 September 1982), The
(Beijing: Foreign Languages Press,

China Nationalities Cultural
No. 10 (15 October 1983), p.32.
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but still claimed that they “are not the mainstream, but a side stream.”’?
That formula is a typical one and probably underestimates the depth of
the antagonisms. But these are currently not nearly as serious as during
the Cultural Revolution decade.'®

Cultural policy as it affected Xinjiang specifically was discussed at the
XUAR Third Congress of Literature and Art Workers (Wenxue yishu
gongzuozhe disanci daibiao dahui), held in Urumgi from 18 to 28
September 1980, the XUAR’s first such Congress since 1959, before the
devastation caused by the Cultural Revolution to race relations and to the
arts. The chairman of the XUAR People’s Government and secretary of
its CCP Committee Ismayil Emet (Simayi Aimaiti), a Uygur, made a
congratulatory speech, and the honorary chairman of the relevant XUAR
associations. the Han, Liu Xiaowu, gave a long report. Liu called on all
artists to “‘excel in carrying forward and reforming the literature and arts
heritage of every nationality.” But his main point was that Xinjiang is too
bound to tradition and its artists must strike out in an imaginative new

socialist direction.

What we must develop now is socialist literature and arts and this is not the same
as a sort of brand new literature and arts in any old time. It not only needs a brand
new life content, but also a brand new artistic form corresponding to this life
content. . . . So as far as literature and arts creation in the Autonomous Region is
concerned, the main thing it still lacks is the spirit of courage to reform.!!

The theme also came through at a festival of dramas (song operas, plays
and others) held in Urumgi in mid 1982. “Items reflecting modern themes
occupied a very great place in this festival,” said Xinjiang’s main daily
newspaper.'? The official requirement was to give primacy to modern
themes, placing traditional in a secondary position. A Uygur troupe
leader I interviewed in Turpan (Tulufan) told me he regarded a proportion
of two to one in favour of modern themes as satisfactory and typical at
least of state-run professional companies.

The question of “courage to reform™ on the basis of the nationalities’
traditions was only one item, albeit an important one, among numerous
policy strands laid down at the Third Congress of Literature and Art
Workers. However, the great majority singularly failed to distinguish
Xinjiang from other parts of China, especially minority nationality areas.
They accorded with nationwide policies in calling for the continuation of
arts serving the workers, peasants and soldiers, and the implementation of

9. Zhao Wenchao, in Xinjiang ribao {(Xinjiang Daily), 4 June 1982, p. 3.

10. The Constitution of December 1982 incorporated several new provisions designed to
give members of the minority nationalitics more leadership positions in the nationality areas.
I have considered this question further in “China’s policies towards its minority nation-
alities,” The Journal of International Studies, No. 11 (July 1983), pp. 7-18.

11. “Tuanjieqilai, tongxin tongde, nuli fanrong zizhi qu duo minzu shehuizhuyi wenyi™
(“Unite and with one heart and mind strive for a prosperous multi-nationality socialist
literature and art for the Autonomous Region™), Xinjiang wenxue (Xinjiang Literature), No.
11 (November 1980), p. 14. See similar points made by Ismayil Emet in “*Zai zizhi qu disanci
wendai huishang de zhuci” (*Congratulatory speech at the Third Literary Congress of the
Autonomous Region”), Xinjiang wenxue, No. 11 (November 1980), p. 5.

12. Xinjiang ribao, 19 July 1982, p. 4.
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the “Hundred Flowers™ policy of freedom and variety in the arts. They
advocated the CCP’s policy on nationalities of giving full play 1o the
special forms and styles of each minority people’s works. Ismayil Emgy
urged “close co-operation and mutual help” among the literature and arl
workers of the various nationalities and “‘the elimination of obstacles
among nationalities left over from history,™'? referring primarily to the
harmful effects the Cultural Revolution had wrought on race relations,
One cure, as Liu Xiaowu commented, was “to strengthen exchanges in
literature and the arts among the various nationalities,”'* by which he
meant not simply a vehicle for Han influence on weaker cultures but
genuine interchanges in which influences operate in numerous direc-
tions.'* And the last policy to mention here was the need to continue to

collect, rearrange, translate and research works representing the artistic
heritage of the nationalities.

Song and Dance, Drama

The example raised for the Uygurs was the Twelve Mukams, an ancient

set of musical pieces lasting some 20 hours if played consecutively. They

are still performed, though rarely in toto. A mukam is a song-and-dance

form which includes long narrative song-poems. The Tivelve Mukams
form the basis of much that is distinctive in the Uygur performing arts,
including many specific songs, dances and muscial pieces.

Narrative song-poems, folk songs and dances, including those from the
Twelve Mukams, exist among the masses and can be performed individu-
ally and informally at the family (or a similar) level. Yet no professional
performance of songs takes place without including dances, Many items
are both forms at once, the performers singing as they dance, or the
instrumentalists accompanying not only by playing but by singing as well.
Thus, it is in one sense very difficult validly to split the two forms. Some
initial comments covering both song and dance would be appropriate.

inment by a professional song and dance troupe
(predominantly or entirely Uygur) is likely to consist of several dances,
some songs for a male or female singer, and solo tunes for a traditional
instrument, such as the stringed ravap (rewapu or rewafu). In addition, a

small number of Xiangsheng are given, that Is, witty cross-talk popular
among the Han Chines

¢ and adopted by other nationalities.
The orchestra accompanying the musical items sits behind the soloists,
any dancers in one item

ayers might transfer to a pit. The members of the
orchestra are usually male and wear plain clothes, including the tradi-

tional Uygur cap. The dancers are either male or female, predominantly
13. Ismayi_!_ Emet, “Zai zizhi qu,” p. 5,
ll:;- “Tuanjieqilai, lol;lgxin tongde,” Xinjiang wenxue, p. 16.

. A policy article by the Uygur Chairman of the XUAR Federation of Literature and
{\rts Circles (Wenxue Yishu ._lie Lianhehui), Yasin Hudaberdj (Yasheng H udabaierdi) stressed
literature and an_works }vhtch contributed to unity among the nationalities and “educated
‘t‘he pec:ple, especially using the communist Spirit to educate the younger generation.” See

Wenyi gongzuozhe de shensheng zhize” (“The sacred duties of literature and arts
workers"), Xinjiang wenxue, No, 3 (I March 1982), p. 65.
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the latter, and their costumes are extremely elaborate. The women wea;
« y € :
dresses in bright or starkly contrasting colours over long COI?UI‘G
lrou:scrq' hair is usually very long and arranged into several thin plaits. l!}n
a lh;:’il‘l‘t; scenery might be projected onto the rear of the stage for l.c
:l‘mcc or‘combincd song-dance items. In form these pf:rforlpanccs are IE
n;osl respects very similar to what is found clsewi.mrc in Chl.na, althoug
the content is distinctive to the relevant nationality, pnmanl‘y Uygur. :
No programme is issued but a young girl announces each item, first in
Uygur, then in Chinese. The language used for the songs or xrqngskeng is
thzl ap:proprialc to the particular area. In two performacrilcefil wt’tnessc 5;2
sople are Uygurs, all songs and xiangsheng u
Turpan, where most peop | _
UygF:;r except the small number of foreign songs. Over L\_.voUolht;r
evenings' entertainment I attended in Urumqi, songs were sung in Uygur,
Kazakh or the language of the relevant nationality, one x.-angshen‘g was ;n
Uyéur and one in Chinese; and one Uygur son‘g—dance_ used Cﬂlr;esprl. ln
short, the language used for the Uygur performing arts is overwhelmingly
r, with a s admi f Chinese.
Uygur, with a small admixture o . . ;
);i pre-Liberation folk songs people ‘praised their lovable homt’.t(}wnnci
and expressed young, simple and steadfast love bc;w;'ep Ir_?enAa;_ler
* als ined about the bitterness of their life.
women.” They also complaine . . ‘ :
Liberation a new dimension was added in the form of p}:eces 1{*1t prﬁlfseﬂ?:
ialist s ina and its leaders, and “the unity ol |
the socialist system, China anc ‘ u
nationalities.” that is, a new kind of directly and explicitly political
<l L) £
folksong.'® _ v A
At th%: same time, a generation of professional musicians has arisen, itrl':e
members of which have composed a new cor?us o_f s.otr;i‘gi.J by r:a:’r;i?fthi
i it i s that the form is still Uygur, .
the folk muscial heritage. This mean formis. WL
content has become socialist. The songs will still mcl_udc'non polilst::(e;:‘
themes such as love, but those in some way or another in direct pra
the socialist system dominate the nt:.wly-create‘d sor;ﬁ?. ot g
The extent has differed from period to ‘pen;)d. y ”oihezeas e
itical in t Itural Revolution decade, _
songs were political in the Cu cade e
fi rori published collections and performanccsbl havcfa;;tlcn;l;gs;g tSl";)t havﬁ
i of members of the o
1980s, topics such as love of home or ' P
become ppossiblc in recent years.'® Love and courtship havg rcap;;_ea;:\:{eral
a literary and musical genre, resulting in the publication o

S haoshu minzu gequ xuan, Weiwuer zu
i. “Qianyan” ("Foreword"), in ,\’Humf_lg ML : G liiSon
.f-'e;'l?‘ '%:::t)f:}i]l(‘&?k:::}:: “af Xinjiang Minority Nationality Sml!%s.VU.lgur Nationality g
Collection ) (Urumgi: Xinjiang renmin chubanshe, 1980), pp. c.uan bianji zu (Editorial
17. For example, see the Uygur items in Zhongyang minzu x_u-'y u xuan (Selection of
G ) { the Ccntr‘al Institute for the Nationalities), Shaoshu minzu -ge%}i;hed in November
Minority Nationality Songs) (Chengdu: Sichuanicazy Ch"big'Shle B remitios o he GCP
1978, i.e. on the eve of the Third Plenar%: 5%3511(:31"(::‘1;:"2[2%0::1 'Il:here o R e
ict id on crilicism of the Cultur: : litical. See
}‘;?Li‘:)r:)gp?:lleﬁr;}il:ehgf cthairman Mao and eight other songs, all of them polit
e huanji, which
ppl'gg_!i:; instance, sce Xinjiang shaoshw minzu gequ xuarn, Wen; ulg:e?ilcggs\'unzi;“asjfollows:
contz;ins £2,songs; 17, o the biHEdl ugordkﬁ?g;a-il;:co‘lzol:;g;rs 10; love of Xinjiang or
raise of the CCP or socialism, 13; labour, 11 . Ay
gar:icular places in it, 9; love and courtship, 7; love of China, Sioth
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Liantao, Yuan Bingchang and Li
(Collection of Love Songs of
chubanshe, 1981). It contains

. i \ n numeri i
nationalities, including 7 from the Uygurs (pp. 17 calptation of 114 Sones from 4]

Observer), Vol. 111, No. 9 (I December 19

The China Quarterly

volumes of love songs or poems.'® However, the domination of the
explicitly socialist songs over the non-political applies to all periods singe
1949. Audience reaction suggests to me that most people prefer the non.
political items, but this is only an impression.

The following piece is selected as illustration partly on the basis of this
suspicion. Itis a Uygur folksong, called “*High white poplars,” popular in
Hami. Each stanza is sung to the same tune, the rhythm of which is a
deeply felt four crotchets to the bar. The mode is the ordinary major scale,

High white poplars stand in a row,
Beautiful floating clouds hover in the sky,
A tomb is overgrown with lilac,

Alone it rests on the river bank,

A tomb is overgrown with lilac,

Within sleeps a beautiful girl.

High white poplars stand in a row,

Beautiful floating clouds hover in the sky,
The beautiful girl kisses lilac,

She has spoken intimate words to me,
The beautiful girl kisses lilac,
She has sung intimate words softly to me.

High white poplars stand in a row,
Beautiful clouds hover in the sky,

The solitary tomb is overgrown with lilac,

My beard has reached my chest,

Beautiful floating clouds and high white poplars,
For ever I shall tightly cherish the withered lilac.2°

This sombre and delicate song, with its repetitions of words and
phrases, shows beautifully the Uygurs’ sense of tragedy, which is also
_evident in their long narrative love poems. It forms an ideal contrast to the
image of song and dance as a form of merry-making, of humour.

I Now turn to the other main a ,» namely dance.
Wriyng not long after Liberation, one student of Uygur dance sum-
marized its contents by drawing attention to four main categories. These
were dfinces: -(l) describing the love between men and women; (2)
€xpressing resistance to oppression; (3) which praise the CCP, its leaders
and the socialist system; and (4) which express labour. 2!

These topics are very close indeed to those of the folksongs. The first
and last are particularly suited to

: . : dance, which takes its origin from
representing everyday life on an artistic plane. The essential movements of

19. An example of a book of love 50ngs specificall

Huizong (eds.),
China's Minority
words and scores j

y from the minority nationalities is Tian
Zh_onggua Shaoshu Minzu aiging gequ ji
Nationalities) (Chengdu: Sichuan minzu

20. Ibid. p. 23.

~25) who are among the best represented.
21. Di Geng, “Weiwuer zu de wudao” (“Uygur nationality da

N nee”), Xin guancha (New
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Uygur dance, which arc actually not very numerous, are based on the
ygnal regular actions of or(linar‘y pcqplc. izl et
g amples will illustrate this point, For a man to stretch his
e cx‘“-nlilj lin front of him and his right hand upwards is said to
bans na'tul.'d Y donkey. A woman arches both arms above her head, the
SR r;_dl'n ghd ointing towards those of the other, the palms open and
?ngcrgs L?pxsz:dsPlhis is a common gesture in Uygur dance and is said to
acin AUEIDE
i frO(!: bcf: 11(: 2:::3%1 to participation by any number of people. There
Uygur]‘ ‘Lnd items for solo dancers, duos or trios. There are also some
Scsiens f:formcrs or even in which large crowds may l'akc part.
o manyfper traditional folk dances, modern dance, which reflects the
hERs TC::; developing. The most distinguished Uygur choreogrz.xphcrf
P l‘i Liberation period is Haji Rahman (Aji Raheman), whc.l died o
e k on 4 June 1982 at the age of 50.>° He systematized the
5 hearf laua(iremcnts of Uygur dance in such a way thz}t the XU{B\‘R1 was
es‘:lin:rd!::l?u up a list of standard movements according to topic: love,
a
lab:: :f:ll??sns;tislr?ggtis:gig the arrangement of (tiraditional (i{e:il;:ﬁsb}:;g
i : new dances, including some ¥
Rahmal? a'}'f:iegi’mﬂ:ga::.ﬁi fuse them with the cgptemporary dan}t;:
ks ts. When a troupe came from Xinjiang to Beijing to celell)]fate th e
g;)(:;e;?lir;vérsary of the founding of the Peogle‘s Republic ot:‘gh;lrzla-,c i
itions were well represented, including the recent “C i
R based on a popular folk cradle song of southcrr} qujlang: :
WhOI‘kCF ra d}sf:r used the movements of folk dances but thi ‘uem is demgur;z[{
‘t:oo:f;:%:t Fhe present and “praise the new life.” ‘Thus, :‘;ik:irin% i
dance passage which expresses the play of the chlld-ct:;:? g
Silizcnt ums materal tereed (00 2L o mucimsstl of (e UvEIL
n’s male solo “My Ravap . guibas s S
:?:::sn:resentcd at the First Nationwide Dat;c;eH('I:Tf;;::I;u;:wer“ e
Dalian, Liaoning province, in Septembqr 1980. : llize ace RonTme
female solo item which *“uses a ypu;:{g g_};lnlgo’ ’szygm )
illiant j jan) in Xinjiang. 3
brlll:l;z:)r; J;: eOc::i;:;a?o(ll{%ovgmber 1980 the Mm:stry -of 1%%13;506;;3
Nationalities Affairs Commission helfi__a Natmmy:ﬁei:s%\;ﬂg LMo
Nationalities Performing Arts in Beijing, at \ivhxc el e
focus mainly on modern themes. One of their mlms, O e
was supposed “to express the mettle of the workers,

: ust 1982), pp-
g ;‘f::ft wo obituarics on Haji Rahman in Waudao (Dance), No. 4 (30 Aug

; "), Wudao, No. 5 (30
24. Shashu, “Yishou dongren de yaolan qu” (*A moving e Society)
. , i Art
September 1979), p. 22. : f Chinese Literature and / )
i nianjian she (Almanac o : Literature an
(;ipiwiégo:%%:;ﬁ;:ﬁ wenyi nianjian (1981 Oiizs’flﬂanac of Chinese
Art) (Beijing: Wenhua yishu chubanshe, 1982), pp- 62 “The song and dance of Tianshan
26 Liing 'Huimin, “Tianshan gewu ying x‘“?h“;‘szg 10
welcome a new spring”), Wudao, No. 2 (30 April 1982), p.
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distribution™ was designed as propaganda for the new economic policies
in the countryside following the Third Plenum of the CCP's 11th Centry
Committee in December 1978.%7

The expression of “the ideological feelings of a girl in real life” i
intentional in the newly chorcographed “My orchard.”™ A solo female
dance, it has also “with great courage absorbed western dance vocabulary
and kneaded it into Uygur dance.™?®

The phraseology of this comment suggests that the fit of the two
cultures is none too comfortable, and my observation is that, in general,
western influence on Uygur dance is rather slight. The expression of
“ideological feelings’ through a phenomenon so normal, both in the past
and present, as an orchard suggests a rather mild connection between art
and politics. This is in direct contrast to the Cultural Revolution period
when the ideology needed to be clearly and directly spelled out, not only
sometimes but always. Contemporary Uygur dance thus combines the
modern and the classical idioms, but with a continuing and rather heavy
stress on the latter.

Drama, which combines a story, with music, song or dialogue and the
stage, has never fully become part of Uygur culture. It is most striking that
the spoken play without music has remained almost non-existent. Some
professional Uygur artists told me that they simply do not like the spoken
play because it lacks that ingredient so essential to the Uygur people,
mu§ic. Drama means song opera, that is, the westernized form which the
thnese term geju, or “musical play,” which contains, in addition to
dialogue, a considerable portion of song, dance and musical interlude.

Although the song opera or musical play has become an established
genre, there remains the suspicion that it is really more foreign than
Uygur. There are, of course, grades of foreignness. In Urumgi two Beijing
Opf.ra troupes and a play company are among those which perform, in
Chinese an'd almost entirely for Chinese audiences, Chinese items princip-
ally on Chinese themes.?® The song opera and musical play are not in the
category of totally foreign. The writers use the Uygur language and in
general‘ stories from the Uygur tradition.
th:;hiz ;r?‘sﬁ :: nt::ate the l;‘ir:l song opera of t!‘le Uygurs dates from 19_36,
Fe et 0 grinars cfore the premiere, in April 1945, of the earliest
= ese geju, The White-haired Girl (Baimao nii). The
- ):Siu'; ::r'l::; ;l. ::gr ‘t:;o l;}ourfj in length, was entitled Erip and :S‘erle:n (Ailifu
enshrined amon oth: ?se L4 gedloussloyeistorys which 'has b?c"
e gIt hag 1; aces in the Twelve Mukams and a long classrcjdl
AT R ].:iberatio een by fe'nr the most popular of all drarrEaS mn

n and continues to be performed frequently in the

27. See Zhang Ke, “Konggian shengd i :
ang a de k (e dig
Peggock_mcetmg_ ): Wudao, No. 5 (30 D%cember I%l;%)()l,u ; ';m e e &
2. -]E;:mi Huimin, “Tianshan gewu ying xinchun,” p. 30,
(Xin.i‘ian;linlg'iul:%ll']ﬁaiaay .tli-rlojupc (Xinjiang Huaju Tuan), Xinjiang Beijing Opera Troupe
listed. together with some detail . 2cUing Opera Troupe (Wulumugishi Jingju Tuan) ar¢
: € detail about them, in 1981 nianban Zhonggue wenyi nianjian, pp-

1174, 1177. In Se ;i
Han. n September 1982, T visited the Play Troupe, the members of which are 90%
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1980s.%° Its music is derived partly from the Twelve Mukams and
preserves  Uygur rhythms, tonality, melody and general texture
brilliantly.*!

Other song operas composed in the 1930s were also based on the
famous traditional love stories. At the time there was, in addition,
incipient interest in plays. In some cities of Xinjiang, such as Urumqi and
Kaxgar (Kashi), clubs promoting theatre and experimental play troupes
were set up.>? Left-wing influence was very strong and tolerated by Sheng
Shicai. who ruled Xinjiang from 1933 to 1944 and declared his very pro-
Soviet “Six Great Principles” in April 1934.%?

After Liberation, the greatest strength of theatrical forms continued to
rest in song operas, especially those based on famous long narrative
poems. There have been other inspirations as well. They include newly
written novels, film scripts, dramas and revolutionary stories. Even the
model Beijing operas of Jiang Qing temporarily provided a source. For
instance Hongdeng ji (The Story of the Red Lantern) was adapted into a
Uygur song opera, which was performed at a nationwide literature and
arts festival in 1975 and even made into a film.>*

The performers of this item were members of the Xinjiang Song Opera
Troupe, set up in October 1973 on the basis of groups dating back to soon
after Liberation. It is by far the most important of the XUAR’s companies
devoted mainly to song opera or musical plays.

The instruments which accompany these Uygur works are partly
European in origin. They include the violin and cello, piano, flute, trumpet
and trombone. The Han pipa is often used. The orchestra of Erip and
Senem includes the oboe among the usual European instruments and in
addition the main ones of the Uygur ensembles. The voices of the singers
are characteristically Uygur. The addition of European instruments has in
no sense robbed the music of its Uygur feel.

The song opera and musical play have grown stronger since the Third
Plenum of December 1978. On the other hand, one commentator, Li
Qiang, has expressed disappointment at the predominance of traditional
stories and singular lack of operas dealing with the present or the history

30. For example, the Xinjiang Song Opera Troupe (Xinjiang Geju Tuan) gave 67
performances of a version of the opera in 1981. See Zhongguo xiju nianjian bianji bu
(Chinese Theatre Yearbook Editorial Department) (comp.), Zhongguo xiju nianjian 1982
(Beijing: Zhongguo xiju chubanshe, 1983), p. 525.

31. Excerpts from this song opera are recorded on numbers DB-20102/20103 of Zhongguo
changpian ( Chinese Records), with accompanying libretti in Chinese and Uygur (old script).
Scc also a review by Li Qin in “*Minzu geju de yike mingzhu™ (“A jewel among national song
operas”), in Zhongguo xiju nianjian bianji bu (comp.), Zkongguo xiju nianjian 1981 (Chinese
Theatre Yearbook 1981) (Beijing: Zhongguo xiju chubanshe, 1981), pp. 78-79. The reviewer
was principally impressed by the fusion of music, poetry, song, dance and drama which made
the item genuinely neither Han nor western, but Uygur.

32. Sce Zhongguo kexuc yuan Minzu yanjiu suo (Nationalities Research Institute of the
Chinese Academy of Sciences) and Xinjiang Shaoshu minzu shehui lishi diaocha zu
(Xinjiang Minority Nationalities' Socicties and Histories Investigation Group) (comp.),
Weiwuer zu jianshi jianzhi hebian (chugao) [Concise History and Account of the Uygur
Nationality (Draft)] (Beijing: Zhongguo kexue yuan Minzu yanjiu suo, 1963), p. 220.

33. In October 1942 Sheng Shicai broke with the Soviet Union, and demanded the
withdrawal of all Russians, including military advisers.

34, Zhongguo wenyi nianjian, p. 1174,
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of the Revolution. He is dissatisfied also at the continuing emphasis on the
musical side at the expense of the theatrical. This means that there is not
enough contradiction or clash in Uygur song opera, and too little atten-
tion to the development of the characters. One could perhaps charge
that these critiera are more western or Han than Uygur, but they do
again identify the persistence of tradition as a major and, to the author-
ities, unwelcome force in Uygur society.

Li Qiang’s overall evaluation appears to follow from his earlier
comments.

By comparison with the world’s classical operas and the whole country’s superior
song operas, the level of Xinjiang's song opera art is still very low. The quantity of
the items performed is quite large, but the quality is still not high.**

This is not damning, and seems to hold out hope that improvements
may come eventually. But neither is it a particularly flattering assessment.

The Performing Arts in Society, Artists and Their Training

Despite the novelty and apparently faltering progress of theatrical
forms, song and dance have been an integral part of the lives of the
Uygurs since the most ancient times. Accounts after Liberation also
describe the Uygurs as keen on music, song and dance. They are often
called a people who ‘“‘can sing and is good at dancing” (neng ge shan
wi),2® but that is a stock phrase applicable to virtually all China’s
minority nationalities. The balladiers are as popular as ever. “On days of
happy celebration, such as New Year, people often hold large-scale
entertainment on river embankments or in squares.”>’

The “new year” is the Corban Festival, the first of each year according

to the Islamic calendar, and it is by far the most important Uygur
traditional festival. The practice of collective song and dance in which
everyone takes part is called mexrep (lit. “‘gathering”) in Uygur. Those of
large scale take place on the evening before major festivals, but smaller
ones at weddings. They cost the participants no money and their aim is
simply to rejoice and make merry. One very important difference between
now and the past is that women take part equally with men.
; I happened to be in Xinjiang for the Corban Festival in 1982. That year
it fell on 29 Se.ptember‘ just two days before China’s National Day on
I October, which happens also to be the anniversary of the XUAR's
establishment (1955). The coincidence of these events stimulated bigger
celebrations than usual and provoked questions about the relationship
bemfe_en the year's main festivals, one religious the other two secular, one
tradtu?nal the other two contemporary.

.Dunflg the Corban Festival I attended three occasions of relevance to
this artlcle..The first, held in Urumqi on 28 September 1982, was a large-
scale function sponsored by the XUAR’s CCP Committee, People’s

35. “Xinjiang geju xunli” (* T
March 198%;.';%%;—22?]‘ (“A tour of Xinjiang's song operas™), Xinjiang yishu, No- 2 (13

36. Renmin ribao (People’s Daily), 18 O
37. Di Geng, “Weiwuer zu de w};xjciao.“ ;t %?)e,r et
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Congress Standing Committee, People’s Government and.Natlonalltlgs
AfFairs Commission. As such it was entirely scculfxr but spec!f!cally held in
honour of all three festivals. All the main political and military power-
holders were present, including Chairman Ismayil Emet and CCP Central
Committee member and XUAR First CCP Secretary Wang Enmao, who
as the then first Party secretary had come under such strong attack at the
time of the Cultural Revolution. Others among the “‘more than- 800
people”?® present included members of the sponsoring organizations,

foreigners and Overseas Chinese. ] _ !

Apart from several rather short speeches the entire function comprl'sed
performances of short pieces of minority nationality and Han art, mainly
the former. Although there was a stage in the hall, the audience sat on four
sides of a square space in the middle, the high dignitaries on one side, the
Jesser ones opposite them, and the foreigners and Overseas Chinese on the
other two, much less populous sides. In front of all seats were large arrays
of fruit, sweets, cakes and sangza (sanzi), the Moslem delicacy special to
Corban. The function began at 6.00 p.m. and ended at 8.30 p.m.

What struck me most strongly about this celebration was the subor-
dination of things Han to minority nationality, especially Uygur. The
speeches gave the impression that what really mattered was Corban, not
National Day or the XUAR’s birth. The Uygur items received far more
applause and/or laughter than the Han, including from the Han members
of the audience. One newspaper comment was that Corban had “also
become an occasion for the display of friendship among the region’s
[Xinjiang’s] various nationalities,”° and that was clearly the intention of
the sponsors.

The following evening, Corban itself, I went to a song-and-dance show
in Turpan. In honour of the Festival the performance was free and took
place in the town’s largest available site, an open-air sports stadium beside
the square. The audience was about 1,500 strong, and sat again on four
sides of the performers, although the side directly behind them was the
only one not crowded. This was a real mass occasion, with many children
dressed in red and similar colours. The items were all Uygur in form, apart
from two xiangsheng, both spoken in Uygur. With few exceptions, the
programme was local both in the texture and style of the music and dance
as well as in the content, which praised and concerned the Turpan area.
Somewhat over half the programme dealt with the present, rather than the
past.

The performance began at 9.30 p.m., which is a standard time for
thfaa.t‘re shows to start in Xinjiang. The reason why it is so late is that
Xlnjl'ang formally observes Beijing time, but by the position of the sun
thq time .should be about two hours earlier. Many Uygurs simply ignore
Beijing time. They _refer to the time as if there were two hours difference
from what the public clocks are showing. In one mosque I visited the clock
was set two hours behind Beijing time.

The mention of Islam takes us to the manner in which worshippers are

38. The estimate of Chi i
39. Ibid, e of China Daily, 1 October 1982, p. 3.
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summoned to the mosque at sunrise on the Corban |"‘c:~‘-li\"§!|. The thirg
occasion | attended at Corban was just before 8.00 a.m. (Beijin g time anq
hence dawn) outside a small but newly built mosque in Urumgi. For over
half an hour as about 150 male worshippers gathered, a swona player,
standing on the roof of the house next to the mosque, piped Uygur
traditional tunes, accompanied by three seated drummers.*°

The suona ensemble is common in Xinjiang at weddings and similar
celebrations, the tunes played varied according to the occasion and
minority nationality concerned. In connection with Islam one hears it only
on the Corban Festival; the afternoon before when it serves the function
of announcing the festival to the people; and sometimes at the end of the
Ramadan fasting season. It is not part of the regular process of calling
worshippers to the mosque on Fridays or other times. The suona players
and drummers are amateurs, and not members of the mosque staff. The
imam of the Yanghang Mosque told me that the local Nationalities Affairs
Commission had organized the ensemble.

The other social area which traditionally showed the role of song and
dance most clearly was weddings, and the same is so today. When at
10.00 a.m. the bridegroom goes to fetch his bride from her house, he and
his companions move partly by dancing, to the sound of Uygur musical
instruments and song. On the way back to the bridegroom’s house, *‘a
group of mischievous young fellows suddenly block the road with a big
rope,” requiring the bride and bridegroom to perform a song and dance,
after which they are given presents before they can proceed. As the guests
make merry, partly by singing and dancing, the bride and bridegroom
swear lifelong fidelity by drinking together a salt water substance called
tuz su (tuzi suyi, lit. salt water). The bridegroom then taps off the bride’s
ve:il with a chopstick, revealing her face. The song and dance reach a
chr.nax and the bridal couple are drawn into the ring; just as in the past the
pair are expected to display their artistic prowess in song and dance. The
festw!tles continue until nightfall. The accompanying instruments include
a variety of stringed and wind Uygur instruments and nowadays quite
likely tt_le violin; one absolute certainty is the hand-drum.*!

Despltq the great similarities between past and present, there are major
respects in which the social framework of music, song and dance
?{:‘::;ma::‘?: itl;asr “tjld?fgorllf radical change. The most obvious and
i ! eclp olessionalization and the consequent tighter and more

ghly organized training of the performers. At the same time, the social

status of artists has risen enormously,
e e e
undertook other work f; very little or nothing from performing and
or money if they could. There were also ‘‘folk

40. *A scene very similar to th i : ; : T -
shosi minzoku no kabu to gakki ?'.Tizs;nbed hefe s depicted in Ma Naihui, et al., Chigok

A L ongs and Dan i ina’s
MTIW% Qh;uanahug-rl (Beijing: Minzu chubanshe; ';‘?k‘;’::i l\j:lf::::g: ’T;gf)m;mfaorf S
R e e Congyongquan, “Fengqing Iu, Aximu Reyihan de hunli”
Pictorial), No. 12 (December llgﬂgl)c}pIJM;lstQa 'fflh Reihan”), Minzu huabao (Nationalities
pictures, most showing the impon;m ;'ole of.song a;:g:l; :1 :eocompanied by many colou
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artists” (minjian yiren) who were 0|.1I y scm'i~pro'fcssional.cvcn lh.0ugh they
might spend a greal deal of their waking time pia'ymg their musical
instruments. Their social status was very low, as it was in all other parts of
what is now termed China. :

women were not allowed to become folk artists. Folk dancers and
instrumentalists were all male, including those who danf:ed females roles.

Training of the next generation of performers was obvgously widespread
and thorough, since so many people could d_ance and sing, but there was
hardly any formal organization to manage it. : s

After Liberation, formal state-run troupes were established, begmr-ung
with the Literature and Art (Xinjiang Wengong Tuan) in 1950.% Smc-x
then the number of professional troupes has developed to over 90 in
Xinjiang, most of them performing the art-forms of the Autonomous
Region’s minority nationalities. The first group of Uygm: full-time scale
dancers was trained in the Soviet Union during the time when that
country influenced the Xinjiang of Sheng Shicai, and women now
dominate the dancing profession. )

Late in September and early in October 1982 1 visited three troupes with
special expertise in Uygur arts: the Xinjiang Song Opera Troupe and $ong
and Dance Troupe (Gewu Tuan) in Urumgi and the Turpan Regional
Song and Dance Troupe (Tulufan Diqu Gewu Tuan). The first two are
descended from the initial Literature and Art Work Team, the last was set
up in 1961.

As with all state professional troupes in China, members of these ‘thr§e
receive a formal salary worked out according to a 16-grade scale, }thch in
January 1980 ranged from a high of just over 330 yuan toa low of just over
40 yuan per month.** In fact only the most famous ar}lsts are at or near
the top of the range. The Turpan troupe salaries varied from 115 yuan
down to 55, with an average of about 65 yuan. Members o!‘ all three
troupes receive the same state benefits as cadres throughout China, which
include free health care for the worker and a half rate for his_dependat}ts,
and 56 days paid maternity leave for women. However, since dancing
requires special physical fitness and most dancers are women, the' leave
may be extended. Actually, the great majority of women dancers give up
their job when they marry.

In all three troupes men predominate. Among the Uygurs almost all
musicians are male, although inroads are being made by women.

The “leadership” of the Turpan troupe consists of the six top people,
the troupe leader (fuanzhang), who deals with “thought” work, his dep’«_lt)’
(fu tuanzhang), in charge of the professional side, and the two senior
members of each of the music and dance teams. There is a Party branch,
with four members of the Chinese Communist Party, 7-5 per cent of the
troupe’s total staff. :

The procedure followed for deciding what to perform was explained to

42, See Zhongguo wenyi nianjian, p. 1174. The troupe was originally attached to the
People’s Liberation army. -2 (London:

43. For these figures see my The Performing Arts in Contemporary China (Lo 3
Routledge and Kegan Paul, 1981), p. 1835.
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me by a Han spoken play troupe in Urumqi, and is almost cepra:
followed everywhere. The masses and troupe members pu I“-”iiml
suggestions, which often include works composed within the Conr“'“fd
itself. The leadership then vets and decides upon the initial sup 'lllp
The Urumqi play troupe told me of a further stage, namely ;.p&;“u
the local Bureau of Culture (Wenhua Ju), the highest govcrnmcnpt Eval b
municipal level in charge of art matters. ody at
~ The Xinjiang Song and Dance Troupe spends about two-thj
its time performing in the countryside or mines, only 0nc~t]l“‘.ds o
Urumqi. Extensive travel is necessary to reach the masses in X'"F'd ;
given the vast distances involved. Myiang,
All this material demonstrates the very close parallels to conditions j
other parts of China, and suggests very strong Han influence in lans 4
troupes .conc|emipg organization and welfare. One feature is of s yg‘u:
interest in minority nationality areas: ethnic composition. The foll:\i?i?g

any
Ons,

Xinjiang Xinjiang Turpan
Song and Dance Song Opera Song and Dance

Uygurs 151 130 43
Han 75 45 8
Kazakh c 14 3

Uzbeck cAN) 1 (l)
Hui @ 7 1

Others c. 8 0 (I)
Total 252 180 53

The Han are u
sually the ini
artists. Y admml_ﬂl'ators or office-workers, rather than the

One can |
o tl?;kw?:iet:w'tzum members’ provenance another way by
artists trained before Ja;: -.Thc answer is that a small number were folk
the more likely is it t;‘l ration; and the higher the level of the company
S s embers roccived their training outste
improved in Xinjian‘l 'tg l(:'r sl However, facilitics have recent}
Rl g 1tself so that the number of local recruits is rising

utonomous region i : :
assistance. glon is becoming more independent of outside

'ljhe' presence of the folk ar
majority of these semi
tion. Those who did n
th?r ﬂrum at weddin

€ master—disc; i i
labia ::lgifd mlathn§h|p survives in some cases within th
A ’his g ve:nmusman I met in Turpan called Ufur (Wufuer)
Important today in traj 150N to play the dulcimer. But it is no longer
INing new performers. There are now amateur

-proft tists is explained by the fact that the greal
Proiessionals entered formal troupes after Libera-

ot are among th %
i geliistsivio a or beal
gs or festival time, play the suon
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troupes, organized by local culture stations (wenhua zhan), and workers’
or rural clubs in some of the units of urban and rural Xinjiang. Ufur had
himself begun his musical career as an amateur, and the ranks of the
professionals include others like him.

But the most important factor in the new Xinjiang training system is the
emergence of the art school. There are currently five large ones in Xinjiang
at regional or zhou (prefectural) level. I interviewed the leaders of that in
Urumgi, the Xinjiang School of Arts (Yishu Xuexiao), in late September
1982.

It is a secondary-level institution, set up in 1958,%* and comes under the
leadership of the autonomous region’s Department of Culture (Wenhua
Ting), the highest provincial-level government body in charge of culture,
directly under the central Ministry of Culture (Wenhua Bu). The school
encompasses four areas of speciality: fine arts, music, dance and the
spoken play.

The course lasts four years. All students learn general political and
education subjects, such as Marxism-Leninism, politics, history and
culture. Their special field occupies about 70 per cent of their course time,
the general topics about 30 per cent. Classes take place mainly in the
Uygur language, because it is understandable to the students of all
minority nationalities, but Chinese is also used extensively.

For the purposes of the present article the music and dance sections are
the most important. Training focuses almost entirely on the arts of the
minority nationalities, especially the Uygurs. The instruments taught are
mainly the traditional ones of the nationalities, except the Han, and there
is some instruction in western instruments. These two sections of the
school aim at producing people who will join Xinjiang’s minority
nationality art troupes, hence the lack of instruction in Han musical
instruments. As of September 1982 there were 122 students in the Xinjiang
School of Arts. Of these some 73 were Uygur, 37 Han and the remaining
dozen or so spread among the Kazakhs, Tajiks, Kirghiz, Xibo, Mongolian
and Uzbeck nationalities. There is a concentration of Han in the spoken
play section, for as mentioned above this is not an art form favoured by

the Uygurs.

There is an extremely high teacher—student ratio, with some 110
instructors, of whom 70 are Uygurs and 34 are Han. Many of the Han
come from other places, such as Beijing or Shanghai. Initially, there was a
flood of Han teachers, but more recently almost all are trained in Xinjiang
including a few graduates of this school, and most are from the minority
nationalities.

The trend is clearly in the direction of encouraging the Uygurs to
dominate and determine virtually all the form and style and part of the
content of their own arts. The ethnic composition of the troupes, and
especially the school where many future troupe members are-trained,
appear to suggest this interpretation, especially since the teachers are more
and more members of minority nationalities. On the other hand, the

44, See brief notes on the school and its history in Zhongguo wenyi nianjian, p- 175.
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presence of leaders in charge of “‘thought™ work and lhcl inlclusion of
Marxism-Leninism in the curriculum are among factors pointing clearly
to the conclusion that the framework remains the ideology of the CCp.
How troupe members or students react to this is unclear, since Islam is stj]]
strong and one Han official of the Nationalities Affairs Commission told
me that about 90 per cent of Uygur members of art troupes were
Moslems. I strongly suspect that the situation in the arts companies
reflects that in society as a whole, where Chinese Communism and Islam
have been forced to recognize and accept each other's influence.

One factor favouring Chinese Communism in the Xinjiang Arts School
is the high level of social services. Students’ livelihood includes free
accommodation, food, health care, and tuition, as well as a subsidy for
clothes, determined according to the family circumstances of the indi-
vidual. Students live in dormitories, four or five to a room.

Teachers at the school also receive free health care and the other social
services proper to state cadres. Their average salary is 100 yuan per month,
moving from a maximum of 200 for the most experienced and senior to a
minimum of some 80 yuan.

The school reflects the continuing male domination of the arts, though
it is much less pronounced than it used to be. Male students outnumber
female in a proportion of about 3: 2, and teachers about 2: 1. Only in the
dance field are there more women instructing (22) than men (6). The ratios
for the students favour males less sharply than some I was given in theatre
schools in other parts of China in January 1980.4

Selection of students indicates very fierce competition. Those who wish
to attend sit a public examination. The school sends a work group to
interview those who do well, which examines their style and habits, talks
to their family, and observes their physique and health.

Successful applicants_ must undertake another examination after a
three-morfth trial period to ensure that they will reach the required
standard in terms of their cultural level, physique and health. Between 1
and 2 per cent of original applicants, and about one in six of those who
enter the school, pass this examination. Almost all those able to pass this
examination graduate from the course.

At the end qt‘ their formal training they may express a wish on what job
they would like. In the meantime, the various troupes inform the
Department or lc_»cal relevant Bureau of Culture of their requirements. It is
the Central Ministry of Culture which approves final allocations, which
may or may not follow the graduate’s initial wish.
ions bty e Hapand e oW some ght on pover
o R e a?; ett'-nau?lnalltles in tl}e ijlfmg arts. The
salaries, which on average are adihiacieoxd;social BEryLoeS andithe

2 On a par, for performers, with those of
workers, and for_tl.le school’s instructors with those of other teachers, all
'siyhgcgrzsitsts};?ﬁ ;nll;i:;l::;s atgd dancers enjoy a reasonably high social status.

- Yy to go, and at the Third Congress of Literature and

45. See Mackerras, The Performing Arus, PP- 179-80.
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kers in September 1980, Liu Xiaowu said of Xinjiang’s “ltiralur.e
praorts kers and editorial staff'as a whole” that “we should raise their
and_ arliwor § 11;nour their labour and improve their material treat-
socu:l‘.it:'l;‘;l:l, their status and conditions are considerably higher than in
ment.

the past and are still improving.

Conclusion : ik 14
The rising social status of performers 1s one factor pomm‘lg to a;er\:;;zt
central questions involving contemporary Uygur performlglghar p.eo e
has been the general effect of life within the borden:s o t e 3 |pf0r
Republic of China on the Uygur arts? Do the arls.functlc_)n as a vehicle ;
Han domination over the Uygurs and are they being de]tberale_]y smtl:i‘izet:
to that end? Or conversely, do the Uygurs‘see t.he arts as being ad e ho
preserve and strengthen their own national identity, and if so how do the
iew this? _ .
H%I:']h:l?it that Xinjiang is not independent, nor part oflhe Sowet‘Umon,
but an autonomous region with the People’s Republic of Chu_lanhas
brought about three main results. One is that Han c.ontrol over ijxan_g
has strengthened, simply because the cgntral Chu}esc govcmr::en}t[ is
stronger now than at most other periods in recent history, and the Han

grown in size relative to the other nationalities through

population has ecause of

immigration. Secondly, socialist influence has spread simply b
the CCP’s Marxist philosophy. Thirdly, there has been an attempt tg
direct Uygur attentions and sympathies away from the Soviet Union an
other outside countries, This is important, a!lhough prob'ably 'le:ss so for
the Uygurs than the Kazakhs or other minority natu‘:u‘lallpes 'mcul'c
numerous on the Soviet side of the border. Cultural ai’ﬁmt:es,mevntab y
play a role in a sensitive border area, because of the government's fear é!l:t
they will lead some of the people under its control to pay loyalty according
to cultural ties, not political boundaries. :

Han influence hasl;’ong been felt in the arts of the Uygurs, but it becan}e
stronger after Liberation because of the larger number of Han teachers in
the arts and because of the stronger presence of Han theatrt? and other
performing arts in Xinjiang. The information.prcser‘lte:d earlier suggt;._tsts
that the direct influence of Han teachers is again declining, but only after
they have had their general framework and methodology accepted.

The issue of socialism is clearly related to that of Han mﬂ.uer‘lce becausc
the particular brand of communism which cu.rrently p_re'valls in .XII;_].laIl'IIE
comes directly from China, not the Soviet Umofl. :Yet itisa qlstlnllct ;:sa :
because the Uygurs could quite easily accept s_oc:altsm, but re_|ectftl te'rl t]-u;

In fact, the specific ways in which socialist influence has be:ln elt i i
Uygur performing arts are clearly part an.d parcel o_f tht? agclir_ril[i) lé
Xinjiang is subject to the changes in arts policy emanating from 3 r;l ingt‘he
was affected by Jiang Qing’s total politicization of the arts, asl sx:_on e
content of folk songs and dances during the Cultural Revolution.

46. “Tuanjiegilai, tongxin tongde,” Xinjiang wenxue, p. 17.
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enjoying the milder political climate of the 1980s, and the revival of
tradition is a feature of Han China as well as of the Uygur arts.

Another change which shows Han and socialist influence as identical 1o
each other is the rise in social status of performers, the better socig|
services for the profession and the organization of artists into formal
troupes. Contemporary Chinese Communism looks askance at the freely
wandering artist. It seeks to control him both for his own good, because it
does not wish him to suffer humiliation or want, but also for its own
benefit in that it sees an influence on the people which it would like used in
the direction of socialism. The point carries all the more weight among a
people to whom singing and dancing mean as much as they do to the
Uygurs. Any regime which treats artists well can begin to win over not
only the performers but also the people who enjoy their art.

The greater organization of the art schools and troupes has profes-
sionalized the Uygur arts to an enormous extent. Of course, the amateurs
are still strong. The people still hold mexreps, especially at festival time,
and dance and sing en masse, the amateur suona players still pipe from the
rooftops to drum accompaniment. But the overall balance has clearly
shifted decisively towards the professionals. They will not only provide a
larger proportion of performances than ever before, but will also affect the
standard of the amateur which will need to be more polished than in the
past. The process inevitably affects the texture of the performing arts and
is most certainly the result of Han socialism.

The forms of the performing arts have grown in number. A full-scale
song opera was performed among the Uygurs nine years before the first
such Han effort. But is has been Han socialism that has encouraged the
new form for most of the first half century of its existence. Without the
professional troupes to perform song operas, they could never have grown
among the Uygurs.

Do all these developments amount to Han suppression of Uygur
culture? Are they a political ploy to ensure Han domination of the
Uygurs? Perhaps the evidence may have supported such a conclusion in
the decade of the Cultural Revolution but does not do so in the 1980s. The
Han at present appear to be leaving artistic matters to Uygurs in the
troupes and art schools, although the presence of “ideological” directors
sho‘:vs they will permit no departure from the current CCP line in political
:affalrs. Despite strong Han and socialist influence in the professionalizat-
ion of the Uygur arts, the content remains essentially Uygur. The
Iangyage used is Uygur. Even the strong male dominance of the orchestras
survives with little change.

: There is little doubt that the Uygurs guard their national identity very
Jjealously aqd resist any onslaughts upon it, There is still a school of
thought whlch_ denies that Xinjiang is an inalienable part of China and
demands the right of secession.*” Most Uygurs probably do not object to
certain types of Han influence, but this does not mean that the unity of

47. See, for instance, a letter dated 10 December 1981 addressed to Zhao Ziyang i

! ¢ g In
le'eran Review, Vol. XIV, No. | (January 1984), pp. 14-18. It lists 31 demandsyon the
Chinese Government, the first being the right of secession of East Turkistan from China.
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which official documents s_pcak is a reality. The Uy_gurs wil.l fight ﬁerc‘ely
against any attempt 'lo dl_lulc their gullurc, cs.pccrally thcnf performing
arts. They may dwell in China, but their culture is more Turkish than Han.
The revival of Islam is one manifestation of this feeling. The Uygurs are
emphasizing certain differences from the Han. . =

Another manifestation is the return to certain forms of traditional
culture. I instance the mushrooming of periodicals containing Xinjiang
minority nationality literature, the revival of traditional customs and
dances and interest in the Twelve Mukams. Basically the Han pcol:_)le are
prepared to go along with these feelings of Uygur national identity, in fact
there is no alternative, but boundaries exist which may not be crossed.

However, the speeches [ have quoted suggest that the authorities believe
the emphasis on tradition is a little too strong. There appears to be no
difference in written documents between Han and Uygur officials on this
issue, but that is not surprising since Han control is still certainly strong
enough that no Uygur could rise to real power who espoused local
nationalism. Thus, neither a Uygur nor a Han power-holder would
tolerate any suspicion of secessionist sentiments in the performing arts,
though it is likely, despite their public statements, that Uygur cultural
leaders are actually more sympathetic to traditions reinforcing the
national identity of the Uygurs than their Han counterparts.

[ have argued elsewhere that the process of modernization will damage
the traditional performing arts in China*® — and believe the same applies
to at least some of the minority nationalities, for instance the Mongolians.
The Uygur tradition is stronger, modernization less far adv.anced‘ than
among the Mongolians. The Uygurs want modernization, which brings a
higher standard of living, but they will not in the foreseeable future
sacrifice cultural or national identity for it. The dichotomy is not yet a real
one, but it will be ironical if the cultural tradition ends up as an obstacle to
modernization,

48. Mackerras, The Performing Arts, pp. 211-14.
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