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VIOLIN EDUCATION IN CHINA AT THE PRESENT STAGE

The article is devoted to the analysis of the modern system of violin education in the People’s Republic of China,
which functions as a multi-level and structurally variable model that takes into account the socio-cultural, regional and
educational realities of the country. The study identifies three main educational trajectories that determine the training
of primary and secondary violinists. The first path involves studying at state specialised schools, which are modelled on
the European model of music schools at conservatories. This option is characterised by a high level of professionalism,
a clear structure of curricula, a system of exams, and the inclusion of theoretical disciplines and general education.
However, this form is available only to residents of large metropolises.

The second way is based on a combination of private training and further education in secondary professional schools
of the arts, which have an interdisciplinary profile and include not only music but also other areas such as painting,
choreography, and theatre. This pathway is more accessible, but admission to it is accompanied by the lack of unified
state standards at the initial stage, which leads to uneven levels of student training. Nevertheless, professional schools
of art play an important role in the system of training musicians and provide opportunities for continuing education in
higher education institutions.

The third way — studying exclusively in private without integration into the official system — is the least effective in
terms of forming a full-fledged musician. Applicants who choose this option mostly receive fragmentary instrumental
training without proper theoretical and ensemble education, which significantly limits their opportunities to enter leading
art academies. At the same time, this model is widespread due to its accessibility and flexibility, especially in regions
lacking institutionalised art education. The article concludes that the Chinese system of violin training is characterised
by its polystructure, mobility, and focus on adaptation to the social environment, but its effectiveness needs to be improved
by standardising the content of primary education, integrating the private sector into the public education network, and
strengthening the requirements for basic musical literacy at all stages of education.

Key words: violin education, music schools in China, professional training, private education, educational models,
conservatories.
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acnipanm xkagpedpu xopeoepaii ma mMy3uuHo-iHCIMPYMEeHMAaIbHOI NiI020MO8KU
Cymcoroeo depocagrozo nedazoziunozo yHieepcumemy imeri A. C. Makapenka
(Cymu, Yxpaina) zengyan063@gmail.com

CKPUIIKOBA OCBITA B KUTAI HA CYYACHOMY ETAII

Cmammio npucesaueHo aumanizy cyuacHoi cucmemu ckpunkosoi ocsimu 6 Kumaiicoxiii Hapoouiu Pecnyoniyi, sika
QyHkyionye ak bazamopisHesa i CmpyKmypHO 6apiamusHa MoOelb, U0 8PAX08YE COYIOKYIbIMYPHI, pe2iOHAIbHI Ma 0C8im-
Hi peanii Kpainu. Y mescax 00cniodicents GUOKPeMAeHO MpPU OCHOBHT OCBIMHI MPAEKMOPIL, W0 BUSHAYATONMb NIO20MOBK)
CKpUNAIE NOYamK08020 Ui cepednbo2o pieHis. Ilepuiuti wisx nepedbayae Haguants y 0epiuHcaAsHUX CReyiani308aHUX KO-
aax, sKi Oioms 3a 3pazKomM €8PONEUCHKOL MOOENi My3UUHUX WKL npu KoHcepeamopisx. Llel sapianm xapaxmepuzyemucs
BUCOKUM pI6HEeM NPOhecioHanizmy, YimKow CMpYKmypow HAGYAIbHUX NPO2PAM, HAAGHICIIO CUCMEMU ICRUMIB, GKIO-
YEeHHAM MeopemudHUX OUCYUNIIH MA 3a2albHO0C8IMHbOI niocomosku. Ilpome maka ghopma docmynna auuie Hcumensim
BENUKUX Me2aANONICIs.

Jlpyeutl winsax 6a3yemvcs Ha NOCOHAHHT NPUBAMHOL NI020MOBKU 3 NOOAILUUUM HABUAHHAM Y CEPEOHIX NPoghecitinux
WIKOLAX MUCMEYM8, U0 Maromb MINCOUCYUNTITHAPHUL NPOPLNG | GKIIOUAIOMb He ude MY3UKY, d U [HULl HANPSIMU — HCUBO-
nuc, xopeoepagiio, meampaivie mucmeymeo. Lleti wiisnx eupizHAEMbCs WUPUIOI0 OOCIYNHICIIO, 0OHAK 6CIYN 00 HbO2O
CYNPOBOOIAUCYEMBCS BIOCYMHICMIO EOUHUX OEPAUCABHUX CIMAHOAPMIE HA NOYAMKOBOMY emani, ujo 3yMOBIIOE HEPIBHOMID-
Hicmb y pieHi niocomosku cmyoenmis. Hezeaocarouu na ye, npoecitini wikonu Mmucmeyms 8i0ieparomy 8ANCIUBY POIb Y
cucmemi hopmy8aHHA MY3UKAHMIB-NPAKMUKIE Ma 3a0e3neuyiomsb MOXCIUBICIb NPOO0BHCEHHS OCIMU Y ULYUX HABUAL-
HUX 3aK1A0aX.

Tpemiii uinsax — HAGUAHHSL GUKIIOYHO 8 NPUBAMHOMY NOPOKY be3 inmezpayii ¢ oghiyiliny cucmemy — € HatlMeHut eghex-
MUGHUM 3 MOUKU 30pY (DOPMYSAHHSL NOBHOYIHHO20 My3ukanma. 3000yseadi, siki obupaioms yei apianm, nepesantcHo
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ompuMyIoms pazmeHmapy iHCmpyMeHmanbhy nio2omosKy 0e3 HanedicHoi meopemuyHoi ma ancamobnesoi oceimu, o
CYymMmeso 00MedHCYe IXHI MONHCIUBOCTE OO0 6CMYNY 00 NPOBIOHUX MUCTIEYbKUX akademil. Boonouac maka modens nowiu-
peHa yepe3 OOCMYNHICMb I SHYUKICMb, 0COONUBO 8 peciOHAX, 0e OpaKye IHCMUMyyioHa1i308aAH0I MUCTNEYbKOT 0C8Imu.
Y cmammi 3pobneno 6ucno6ok, wo Kumaiicbka cucmema CKpUnKogoi ni02omoeKu 8i03HaA4aAcmMyCsi NOAICMPYKMYPHICMIO,
MOOBILHICMIO Ul OPIEHMAYIEI0 HA A0anmayilo 00 COYIAIbHO20 cepedosuyd, 00HAK il ehekmusHicms nompeodye niosu-
WeHHA 30 PAXYHOK CIAHOapmu3ayii 3Micimy nouamxogoi oceimu, inmezpayii npueammo2o ceKmopy 8 0epicasHy oceimmuio
Mepedicy ma nocunNeHHs umo2 00 630601 MY3UUHOI 2PAMOMHOCII HA 6CIX eMANAx HA8YAHHA.

Knrouoei cnosa: ckpunxosa oceima, mysuuni wxonu Kumaro, npogeciiina niocomoeka, npusamue Hag4aHHs, OC8IMHiI

MoOerni, KOHCep8amopii.

Introduction. The violin is one of the most popu-
lar European instruments in China, which leads to an
extremely high demand for its study among the popu-
lation. Given the rapid growth of interest in classical
music and professional performance, the number of
people wishing to study violin far exceeds the avail-
able resources of the state educational infrastructure.
In particular, the current system of formal educational
institutions is unable to meet the growing demand for
professional violin training, which creates a certain
deficit in primary and secondary music education.

The network of specialised violin schools remains
limited and concentrated mainly in the country’s larg-
est metropolitan areas, such as Beijing, Shanghai,
Wuhan, Xi’an, Nanjing, Shenyang, Tianjin, Guang-
zhou and Chengdu. There are music schools in these
cities, but their number is insufficient to meet the needs
of the population. A similar situation is observed with
music colleges and secondary vocational schools,
which are also too few to provide for everyone.

As a result, a significant number of beginners are
forced to turn to private forms of music education,
in particular to individual violin lessons in an infor-
mal environment. This approach, while contributing
to the expansion of access to instrumental training,
also points to the need for further development of the
official educational network.

As of today, there are three main directions of
organising the educational process for primary and
intermediate violinists in China. Each of them has
its own characteristics, advantages and limitations,
which necessitates a separate analysis of each of these
ways of forming performing skills. Below we will
consider them in more detail.

Analysis of recent research and publications. There
are no special holistic studies of Chinese violin educa-
tion in Ukrainian. Among the works devoted to its indi-
vidual aspects, let us mention the article by M. Antoshko
[1], which focuses on the problem of the development of
music education in China in the early twentieth century;
Chen Yu., whose work is devoted to the development of
violin education in China from 1900 to 1949.

Other works deal with the problems of Chinese vio-
lin art in general. The problems of European influence
and style connotations in Chinese music are the subject
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of works by Li Huaxin (JIi Xyakin, 2023), O. Guzhvi
(T'yxga, 2007), Li Yanlong (JIi SabayH, 2021), Chen
Menwei (Uenp Menseii, 2024) and others. A sepa-
rate stratum of works is devoted to Chinese orchestral
music. Among them: Liu Shiye Qing (JIto Llue [un,
2008), Deng Jiakun (/len L3sxynsn, 2017) etc.

Objective of the work. To study the peculiarities
of violin education in China at the present stage.

The methodological basis is the dialectical and
systematic methodology used in the field of cultural
research. General scientific and logical methods of
analysis, synthesis, induction and deduction, histori-
cal and comparative research of the problem are used.

Presentation of the main material of the
research. At present, there are three paths of music
education for beginning and intermediate level violin-
ists in China. The first path is the most professional
variant. It is based on the Russian model and in many
respects corresponds to the system of music schools
at conservatories. In China, this option of education is
available only to residents of the largest cities. Begin-
ning Chinese violinists at the age of 89 enter a state
primary music school, where they study for 6 years.
The training programme includes, first of all, individ-
ual lessons in the speciality, as well as lessons in other
subjects, including non-musical ones. Unlike Russian
music schools, Chinese schools do not have a unified
programme for violinists: each student studies at his
or her own pace, the choice of pieces and the level of
difficulty required for a given student is determined
by the teacher himself or herself (AnTomiko, 2019).

The most essential element of Chinese elementary
violin training are etudes, which become the material
for mastering all types of technique. Let us pay special
attention to this: as we will see later on, the polishing of
technique is the cornerstone of the Chinese violin edu-
cation system. In addition to etudes, the basis of most
students’ programmes are pieces. Playing scales at the
initial stage of training is not obligatory and their pres-
ence in the programme depends on the teacher’s set-
tings. Polyphonic works and sonatas are also optional
for beginning violinists (AxTomixo, 2019).

In addition to violin playing, the curriculum
includes other musical subjects: solfeggio and music
theory. The primary music schools also offer gen-
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eral education subjects, including Chinese language,
maths, English and politics, among others.

After completing the 6-year programme, the best
pupils continue their studies at the state music school
of the second level, where they spend another 6 years,
the last 3 years being, by European standards, college
education. New music subjects are added to the pro-
gramme of study at the second-level music school:
harmony, history of world music and history of Chi-
nese music. In addition, solfeggio and music theory
classes continue. Some of the second-level public
music schools also teach orchestra and ensemble.
Speciality training here involves lessons in the speci-
ality once or twice a week and compulsory auditions
and examinations every year. The audition is usually
held at the beginning of the second academic month
after the summer holidays and is intended to intensify
the work of the students. Here they demonstrate their
technical preparation by performing scales, chords
and etudes. Thus, even in the second stage of train-
ing, the development of the students’ technical com-
petence is of great importance: every year, as the first
control event, a technical test is organised.

Every year violinists also take two speciality
examinations. The programme for the winter exami-
nation usually includes pieces by Chinese and foreign
composers, while in the summer examination students
perform a sonata or concerto.

The last stage of violin education is higher educa-
tion: after the second stage, more than half of the stu-
dents enter conservatories, some enter music faculties
of universities or pedagogical colleges, and the rest
choose other professions (Uens 1O, 2010).

The second way of obtaining violin education in
China is much more accessible to the general popu-
lation, and for residents of most cities in the country,
it is in fact the only realistic opportunity to receive
high-quality musical training. Given that there are no
specialised music schools in the vast majority of Chi-
nese cities, students begin their studies at a general
secondary school and, at the same time, receive indi-
vidual violin training in private.

After the initial stage of training, students enter
secondary professional schools of the arts, which
are independent educational institutions and are not
directly subordinated to conservatories. The curric-
ula of such schools are interdisciplinary and cover
not only music, but also other areas such as painting,
choreography, theatre, etc. The duration of study at
professional art schools varies from four to six years,
depending on the region and specialisation. The best
graduates, having demonstrated a high level of per-
formance training, have the opportunity to enter the
country’s leading conservatories (Uens 1O, 2010).
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The advantage of this pathway is its wide avail-
ability, which does not depend on the place of resi-
dence of the student. At the same time, this system
has a number of significant drawbacks. In particular,
the initial stage of private education takes place out-
side the official educational system, without uniform
standards and methodological regulations. The qual-
ity of training at this stage largely depends on the
professionalism and personal qualities of the teacher.
Among private teachers, there are truly highly quali-
fied specialists who are able to provide students with
full-fledged initial training, including work on large
form, technical studies, scales, etc. However, there
are often cases when training is limited to learning
individual small pieces, which significantly narrows
the performance base of students.

Another problem is the almost complete absence of
teaching general music disciplines at the initial stage,
including music theory, music history, and solfege.
This complicates further studies in more structured
educational institutions, as students experience a sig-
nificant deficit in basic music-theoretical knowledge.

The next step on this educational path is to enter
a professional school of art, which is similar in sta-
tus to a college. These institutions operate in almost
every major city in China, making them particularly
attractive to young people from different regions.
Educational programmes at these schools include spe-
cialised music disciplines similar to those taught at
second-level music schools: individual lessons in the
speciality (twice a week), solfege, harmony, ensemble,
orchestra, and others. The current control of knowledge
is carried out through two compulsory exams per year.
The winter exam usually involves the performance of
etudes and small pieces, sometimes Bach’s works. The
summer exam includes a performance of a part of a
concerto or sonata. However, the examination require-
ments in these institutions are usually less stringent
than those set by conservatoire schools.

After completing their studies at a professional
school, students have several options for their fur-
ther trajectory: entering conservatories or pedagog-
ical universities that train performers and teachers,
or directly entering the professional scene, including
employment in orchestras. At the same time, statistics
show that about half of graduates do not connect their
future life with music, changing their professional
vector after graduation.

Thus, the second educational route in the Chinese
violin training system represents a compromise model
that combines accessibility and relative efficiency, but
at the same time requires improvement in terms of
standardisation of initial training and comprehensive-
ness of the educational process.
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The third way of obtaining music education in the
field of violin performance in China is based on indi-
vidual, private training. In this case, children receive
a general education in secondary schools (primary
and secondary levels), and in their free time attend
private violin lessons. This form of training, despite
its widespread use, has a number of significant limi-
tations in the context of a musician’s comprehensive
professional development.

As a rule, students who receive only private train-
ing do not cover the full range of musical training,
including basic theoretical disciplines, solfege, music
literature, ensemble and orchestral performance,
which is an integral part of professional music edu-
cation. Their training is mostly limited to purely
performing skills within a specific repertoire, which
results in a specialist with a narrow profile.

In the context of further professional training, such
graduates are most often focused on entering univer-
sities with music faculties with a predominant focus
on pedagogical training. However, it is difficult for
them to enter highly professional music academies
and conservatories, as these institutions require a thor-
ough preliminary academic preparation in accordance
with generally accepted educational standards.

In most cases, graduates who have completed
their education exclusively through private education
choose to continue their careers in the field of individ-
ual or group teaching at a basic level, working with
beginners. However, examples of achieving a high pro-
fessional performance level in such conditions are rare.

Thus, the system of violin education in China is
characterised by its diversity and flexibility. In contrast
to the Russian model, where educational trajectories
are often unified, the Chinese system of higher music
education clearly separates the areas of training for
performers and teachers. At the primary and secondary
levels, there are several alternative forms of education,
among which the most accessible and widespread is
the system of private lessons, which at the same time
offers basic learning opportunities but limits the pros-
pects for academic and performing growth.

Conclusions. The study allows us to conclude that
the violin education system in China is multi-level,
variable and adaptive to the country’s socio-cultural
and regional characteristics. It is represented by three
main educational routes, which differ in terms of the
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level of professionalisation, curriculum structure,
accessibility and final results (AuTomko, 2019).

The first educational pathway, which represents the
state system of specialised music schools, is focused
on highly professional performing training based on
a model similar to the Russian one. This option pro-
vides the most comprehensive training for future vio-
linists, covering both specialised and general educa-
tion disciplines, and provides for a clear progression
from primary school to higher music education.

The second option — studying through second-
ary professional schools of art after a private initial
stage — is a compromise model that combines relative
accessibility and the possibility of further professional
development. Despite the absence of a unified meth-
odological framework at the first stage, the system of
secondary art schools allows students to compensate
for the shortcomings of their previous training and
provide them with entry to conservatories or orches-
tral practice.

The third way — individual, non-institutional train-
ing — remains the least effective in terms of com-
prehensive music education. Its participants usually
receive a limited amount of knowledge, focused
mainly on instrumental technique. This reduces their
chances of entering professional music academies and
limits the possibilities for further performance devel-
opment, leaving them mainly in the pedagogical or
amateur vector of implementation.

In general, the Chinese model of violin education
demonstrates flexibility and versatility, which allows
for the adaptation of training to different social groups
and regional conditions. At the same time, this system
requires further standardisation, especially at the ini-
tial training stage, to ensure equal access to quality
professional training for all (Uens 1O, 2010).

Prospects for further research include studying
the regional peculiarities of violin education pro-
grammes in China, analysing the effectiveness of pri-
vate education in comparison with public models, and
investigating methodological approaches to teaching
at different stages of training. It is advisable to con-
sider the possibilities of integrating the private sec-
tor into the official educational system and studying
the impact of digital technologies on the content and
forms of education in the context of globalisation and
cultural exchange.
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