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Abstract

When Western music was introduced to China after the feudal government collapsed, Chinese
compositions utilizing Western methods increased. In 1905, Li Shutong, who first introduced
Western music theory to the Chinese, comp&mthg Outing which markedhe beginning of a
trend of Chinese choral writing. But for a long time, Chinese choirs stayed at the level of singing
in unison or rounds. Nowadays, with the establishment of numerous chamber choruses and
community choruses, choral music has become otfeeahost popular music forms in China. In
order to satisfy the increasing demand, composers began to find inspiration from Chinese
traditional music or ethnic music. Thus, many different choral compositional styles were formed.

This report will introducene of the most popul ar styl es, Aar

pieces in this style, in order to enhance understanding of Chinese choral music.
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Chapt€hi Aese Ancient Style Cho

1 The concept of Chinese ancient style choral music

The first thing to declare is that the Chinese ancient style choral (CASC) music discussed
here refers to ancient musical styles createddmtemporary composers and not existing works
by ancient musicians (before 1911). According to the interviews with composers, conductors and
singers about the definition of CASC music, most of them state: in choosing lyrics, they prefer the
use of Chinesancient poems or archaic poems by modern people of high quality. For musical
material, they prefer the use of Chinese traditional modes. To sumeugefihitiors of CASC

music are as follows.

a. Choral works composed or adapted by contemporary

composers

b. Lyrics based on ancient Chinese poems or imitations of ancient

poems (but works without lyrics exist)

c. Mainly in the style of literati music (see 2. Whatlierati

music)

d. The compositional approach is based on modern Western

compositional theorgombined with Chinese musical elements.

This paper discusses the works that meet the above four conditions always present.



2 What is literati music

Literati is an ancient Chinese term for intellectuals, also known agshi), who mostly

studied the Confucia classics, mastered the ideology of society, and were the creators and
disseminators of knowledge. They had an important influence in the society of their time, not only

in ideology and culture, but also in politics.

Literati music is simply the music cqrosed by the literati class. Feng Guangyu states:

Literati music has been around for a long time. However, people's views
on what literati music is have not been consistent throughout the ages. Some
believe that literati music is the music produced inliteeati class, and is the
music created and enjoyed by the literati of the intellectual class in various
periods of ancient times. Some propose that literati music is the traditional
music created by the intellectuals with certain musical and cultutalatidn
in successive generations, mainly the music of words and tunes and the music

of the Qint

Literati music has a unique literary quality, which is essentially different from the dance or
regional influences of folk music. First, folk music is ceshby the people at the bottom of society

in the spare time of labor life, while literati music is created by the literati class. Secondly, the

! Feng,p.12



content of expression is different. Folk music expresses working people's labor and production life,
as well asopportunities for socialization. Literati music expresses criticism of current affairs,
reflection on daily life, as well as concern for the separation of the classes. Most importantly,
literati musicians regarded their music as a method of expldrepiritual world. For example,

the famous ancient music of Qin, (High Mountain and Flowing Watgrwhose source

is unknown, is beyond the depiction of the beauty of mountains and rivers and is a profound realm

where the human spirit and nature becone on

These are the characteristics of CASC works too. Therefore, literati imusastly used as

the basis or material for CASC works

Figurel. Qi ndés picture




3 Why choose literati music

The four major types dfraditional Chinese music are literati music, folk music, religious
music, and court musfcAs an important part of Chinese traditional music, folk music not only
has a great advantage in terms of quantity, but also has intrinsic high value. In addition, because
China is a multiethnic country, the music of each ethnic group has developed ke and
become diversified through the process of exchange with the music of other ethnic groups.

Therefore, folk music is a great treasure for contemporary Chinese choral music creation.

However, due to the diversity and complexity of musical materthistal works adapted
from folk music are difficult to unify in terms of language and style and need to be studied in a
separate category. For example, there are differences in the tonal and rhythmic characteristics of
the music of the Miao ethnic grouptime southwest compared to that of the Uyghur ethnic group
in the northwest. Uyghur music is highly danceable, in which the distribution of syncopation and
accents is clearly related to their folk dance. In order to preserve rhythmic characteristics, most
choral adaptations of Uyghur music focus more on vertical harmonic rhythms. But most of the
Hmongdés musi ¢ filasdo micsabpwhishelds tlefcharacteristic of horizontal

extensior® Therefore, in choral adaptations, composers mostly use poligdieature to highlight

2Feng P12

3 Jiang



the melodic extension of Hmong music. In recent yadémspng choratompositions have gained

many awards in the international arena, which is enough to show its choral potential.

Folk music includes not only the music of various néthgroups, but also the
ATal ki ng&Singingo music of folk artists and C
music is created by street performers who compose various stories into small songs to solicit
passersy, accompanied by drums and Sanshior ot her i nstruments. For
are a kind of Talking&Singing music with the characteristics of northern dialect. Its melody is
basically fixed, but the I|lyrics can <change

accompanied byhe tapping sound of two bamboo bodafds.

The Chinese opera, which originated in the Spring and Autumn Period (BB.Z7@76),
gave folk music a dramatic form of performance. The Peking Opera, developed in the late Qing
Dynasty, became the most repmséive Chinese folk music in the international arena. In recent
years, there are many Chinese choral works that are based on op€&adkarg& Singingmusic,
but because of their linguistic and dramatic characteristics, it is difficult to fit perfedtiytiva

choral form, and they are often evaluated by audiend@s@esbut unconventional

Although folk music also derived from ancient time, in the Chinese context and musical
category, they cannot be defined as ancient style music. Therefore, indhssdin of this paper,

choral works adapted from folk musigll be excluded.

“ATaiping Geci .o



Similarly, classical Chinese religious music and court music are extremely ceremonial in
nature. As such, the elements and styles of religious and court music are seldom thsed in
compositions of contemporary Chinese choral wdBkgause of the strong influence of traditional
Confucianism, Buddhism anfiaoism in Chinait is easy to find hidden elements in the ancient
style music. Some composers also deliberately insert Bstdehant into their works to enrich the
content while enhancing the sounding effects. For example, the composer Cui Wei'd\ &

(In My Wounded Seclusipnncludelyrics from Kurama Gyats¢16831706) The first half
of the work is a typical contemporapyece only with few religious elements. However, in the
second half of the work, the composer uses a repeated motive of the female voice to create
atmosphere, and the tenor and bass sing Buddhist chant in fifths at the same time. The music takes
on a dramatic tension that is unutterable. This shows that religious music elements may have a
strong artistic impact, and their presence can dilute or overwtihelmork. Therefore, religious

and court music elements are in a separate category from CASC music.

All in all, the only category that fits the style and demands of ancient style choral music is
that of literati music. Therefore, in this paper, the style of ancient style choral music is mainly

based on the music of literati.

4 The characteristics of CASC must

Accordingto previowsly mentionednterviewswith composersgconductorsandsingersthe

mostdifficult questiornto answemwas,i Wh ardgthecharacteristicef CASCmu s i Theyapuld



only give me abstractanswers;suchasii a r td osrt ¢ ecpfit ei | oengiaiurbait and other

Easterraesthetigmplications.

Wei Cui, bornin Tianjin, China,is oneof the mostfamousfemaleChinesechoir composers.
Thereis achivalrousspirit presentn hercompositionsHermelodicmaterialis naturalandsimple
butherharmonicwriting is full andrich in tension Wei Cui statedn theinterview:i A important

pointof CASC musicis to be? (Chuanshen).Chuanshenhererefersto the composer'sieed

to usemusicallanguageto conveythe deeperemotionsbehindthe lyrics. For example,in Wen

Yuchuan'demalechoralpiece (XiangJian Huan), the climax of the pieceappearsn i
I [ 0. Theliteral meaningof thetextsis: i #lower with rainis like abeauty's

tearswith rouge.Flowersandthe peoplewho admirethemarenostalgicfor eachother,sincethey
d o nkdow whenwill meeta g a iYet theimplied meaningis that the poetLi-Yu (937-978)
misseshis homelandThe composemritesthe voicesin the sameoctave chasingeachother,and
intertwiningwith eachother.Whenthe musicreacheghe climax, the composetonicizes the key
centerfrom E major to d minor only for two measuresn order to expressthe sadnessand

depressionn thep o ehedrts

Somecomposerdelievethatthe definition of CASC works shouldbe broadif it appliesto
Chineseaantiquitylyrics andconveysChineseculturalconnotationsAs mentionedn theinterview

with PanXingZiMin, CASCworksmustbe basedntheinterpretatiorof thetexts,conveyingthe

5 Means leavémagineblank space for audience



cultural connotationbehindthe texts, ratherthan simply writing a melodyin pentatonicsuchas
Eriks E s e n v Antieht®Prairie. Esenvaldausesan ancientChinesepoemwritten by Juyi Bai
(772-846), asthe text with modernWesternharmony.The composerchoosedo emphasie the
sceneryonthe prairieinsteadof depictingthe sorrowsof the separatiorof the poetandhis friend.
Theliterarytechniquausedhereiscalled 1 (Bi-Xing). Theingeniouscombinatiorof musicand
poetrymakedistenersfeel thedeepsadnessvhenfriendsareseparatedyut the sadnesss deeply
buriedin their heartsand doesnot wantto be revealed.This kind of expressioris animportant
characteristiof Chinesecultured (Hanxu, of only allowing therevealof a hint of emotion,
deeplyhiding themin their heart. Therefore, somescholarsbelievethat works carrying Chinese
culture can be regardedas CASC music. However, more peoplethink thoseworks cannotbe

regardedas CASC works, becausehey firmly believethat only works sungin Chinesecanbe

regardecasCASCworks.

(artistic conception)is the most mentionedword, and this is an important concept
indispensablen Easternaestheticavhetherin music, painting, or literature. Conceptually the
artistic conceptioncan be defined as the a r t iuse bf gh&ir methodsto form an aesthetic
atmosphereThe composersvho composeCASC music prefer using soundto createpeculiar
atmospheresyhich conveyvaried enotions, either sad or happy.Sometimeghe emotionsare

determinedy theaudiencesvhentheyhearthe music.

Thec o mp o snderstargdingsf theartisticconceptiorfrom thetextsdetermineheartistic
conceptiorof their music. (ShuiTiao SongTou) is afamousnostalgicpoemby SuShi
(10371101). Most composerscreatea warm atmospherevhen they set music on this poem.

HoweverSingaporearromposeryan Furongtakesa different approachHe tastesfear from the

8



poem,sohis mixedchoirwork ShuiTiao Ge Toucreateahorribleandeventerrifying atmosphere.
He usesthep i a rplockisg to makea piercedissonansound,which is an arrow shotinto the
dreamof the protagonistn thepoem.Thentheprotagonistvakesupin panicandexclaims:fiwhen
did the bright moonfirst appear?Winecupin hand,| askthe blue skyo Thereare more other

examplessuchasPanXingZ i Mi n 6 s (Sleepin the Mountain Templ¢g, whichis alsoa

poemdepictingthe sceneryof atemplein the mountaingn a quietnight. The musicalsodresses
in ahorrorcoat,thatthecomposeusesdenseoneclusterscreatingtensionatmosphereasif God

would beawakenedy thesingingin thenight.

Nowadays,there are some unapproachablancientworks. Composerdried their bestto
rebuildthe ideal ancienterain their heartsIt wasanerafull of artandphilosophy,andpeopleat
thattime seemednly to needartto fill theirlives. True CASCmusicshouldreflectthelife scenes

of ancientpeople.In fact (thebookof song),the majority sourceof textsof CASC music,is
the bookthatreflectsthe realsceneof the people'sordinarylives at thattime. For example,

(GreenCloth) wasa sigh of a husbandvhen he mournedhis deceasedavife. The nostalgiawas
causedy seeinghecloththatwasmadeby hiswife, thinking of silk, thenthinking of hisdeceased
wife. The composerFeng GongrangusesChinesetraditional modesto createa cold and sad

atmosphereyhich may deeplymoveaudiences.

5 The difficulty

During the interview with the conductorsand singers,it is true that they had the same
confusionaboutthe interpretationof CASC music.As a persornwho grew up undertheinfluence

of traditionalChineseculture,theunderstandingf thedetailsof traditionalmusiccomesaturally.



Whenmanypeoplewereaskedf theycouldtell thedetailsof CASCmusic,noonecoulddescribe

it accuratelyin words.

Thisis howoneconductordescribedhedifficulties heencountereavhile rehearsinggaCASC

piece:

fiOne of the difficulies | encountered was one of the simplest dotted
eighth note. | believe that dotted notes in ancient music should not be simple
dichotomieshut should be a more complex subdivision structure and changes
the degree of subdivision depending on the textureln'tdknow exactly how
to let my singers understand what | was thinking during rehearsals, so | told
them a story and ask them to imagine the status of the character in that story
before singing that dotted note. Magically, they understood what | was trying

to express right away.

This shows how culture can influence people so deeply that they often make changes
intrinsically. This presentghe problemof how to let peoplewho arenot influencedby Chinese

cultureunderstandheseconceptsiuringrehearsalThis still needgo be solved.

Forthec o0 mp o coecerssiheystatedhatthe mostdifficult partduringcomposingvasto
createartistic conceptionin music. Many composergreferthe useof toneclustersto createan

acousticaatmosphereywhich conveyshe mood.However,oneof the singersinterviewedreplied:

AWe have s un gNoWgewhichGsuaivérysimpgeasive piece,
but at the same time a very difficult piece. For example, in the middle of the

work, the rapid clusters transition and pianoegigios alternate with each

10



other, which really create a unique acoustic effect. But firstly, for novice
singers, finding pitch is the most difficult problem. Secondly, singers are not
very clear about why the composer wrote it this way, resulting in rootikig

how we can express the correct mood

Anotherdifficulty thatcomposerfiaveexpresseds howto combinepoemswith musicin a
more subtleway. Since ChineseMandarinhasits own tones,thesetonesbecomean influential
factorwhencomposing.Yet somecomposersisethe tonesof ChineseMandarinto createmusic
thatis somewherdetweersingingandspeakingjust like Talking&Singingmusicmentionedn
chapterone.Thiskind of work is moredifficult for choirconductorsand singerspecaus¢hetones
aredifficult to representn notation.In mostcasest is shownby drawinga glissandaarrow, but

theseglissandosrenot quantifiablein pitch andthereforedifficult for singergto interpretthem.

6 Current situation

Todaychoralmusicflourishesin China.Composersregivenmoreopportunitiedo practice
their thinking andunderstandingf CASC music.In the currentmarket, CASC musicoccupiesa
relatively largeproportionof choralmusic Composerstatedin the interviews thatabout4-5 out

of 10 commissionedavorksare CASCworks.

For the conductorsthey expressedhat if they wantto commissionmusic, they will give
priority to CASCworks becausgreatCASC works areeasierto gainspotlightin competitions,
bothin termsof difficulty andaestheticsProfessoRenBaoping,whois ajudgeof variouschoral
competitionsin the world, hassaidin the interview that CASC works often get high scoresin

competitionspecauseheir acousticareoftenfreshandinterestingandit is alsodifficult to sing.

11
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Most composerstatedthattheyhavebeencommissionedo compose€CASCworks,andtheyare
happyto composeCASCworksfor threereasonsfirst, the procesof composingCASC musicis
moreinterestingthanothers,asthey canlearnalot of relevantknowledgebesidesmusic,mostly
relatedto history.Secondthecreationof CASCmusicis actuallycloserto thecreationof modern
musicwithout the constraintsof formats.Composersanfreely usetheirimagination.Third, the
revival of traditionalculturebringsnew economicbenefits,andcomposerganearnmoremoney

by composingCASC music.

However,in theinternationalarenathe acceptancef CASC musicis relativelylow for two
reasonsfirst, becauseChinesepronunciationis too difficult to learn. Second,composerswrite
CASC musicwith strongunderstandingsf Chineseculture, and foreignerswho do not know
Chinese culture could not understad the intentions of the composer'seffort. Therefore,
contemporaryChinesecomposersarelooking for newwaysto internationalizeCASC musicand

makesuchworks gainmoreinternationarecognitionandperformances.

7 Conclusion

CASC music is a new genreof contemporaryChinesechoral compositionthat can be
infinitely developedandit is a style that is distinct from other nationaland ethnic stylesand

captureghe spirit of Chineseculture.

However therearemanypeoplewho scoff at CASC musicandconsides it incomparabldo
theartisticheightof Westerrmusic,suchasGermanandAustrianclassicaimusic.Theythink that
classicaimusicdevelopanusicalideasto the extreme while CASC musicwastesmnusicalideas,

as they often end after only a little display of musicalideas.This can be attributedto one's

12



understandingf the music. The treatmenif musicalideasin CASC musicis not a waste but a
uniquecharm,which is Liu-bai. It createsan infinite spaceof imagination.What CASC music
bringsto thelisteneris not only effectivein the concerthall, but alsowith infinite possibilitiesof
extensionthat canbe recalled.Justlike the poetJuyi Bai wrote in the (the Everlasting
Regret) fiEversincetime began affectionleavesnothingbut regret,whichlastsforeverd®, which

is the spiritual quality that CASC musicshouldpossess.

6 (Translaion by Chenyu Sun)
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Chapt®oul2ce of CASC Musicobds I n

1 Shi

(Shi) meansipoendin Chinese. Unlike Western narrative poembich starting from the

Spring and Autumn period with tiiiShiJing pChinese poetris rarely purely narrativé=rom the
very beginning its aim is expressingsngepcsonal
poetry in Chinao, and Lu Xun also believed th
heard ofo. However, narrative poemgsMvd(@hee xi st
Flight of the Peacock to the Southdaamtd i  (Mulan Rhetort), which are recorded in the
AYue-Fuo, and (The poem of the Long Hatrgoly the Tang poet Bai Juyi. More specifically,
narrative poems in China combine both narrative and emotional expression. These narrative poems
have, to some extent, inspired lagenerations of artists. For example, Wang Weits € g,

(Sending Wang Er to An Xinspired later musiciaato compose a piece for the Qin called
i Ps (Yang Guan San Djewhich has been adapted to several different versions of choral pieces

by many contempary composers.

Nowadays, more choral composers discard the original melody of those gusestand
use the lyrics with new melodies which are more suitable for choral interpretation. Some
composers also dramatize the poem to fit the scene it depictexBmple, there are also
composers who use the tones of the poem as it would have been recited to create works, such as

Chen Yi'sFour Tang Poemsof which 7 A | (Fude Prairie Farewgliis a typical

example. When mentioning these works composed usepties of recitation, it is important to

14



mention the pronunciation of ancient Chinese. The pronunciation of ancient Chinese is different
from modern Chinese pronunciation and has many intonations that modern Chinese does not have,

SO composers can use amt pronunciation to create unexpected effects.

Figure 2. B ai FutlaiPyairié Farewell
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In addition to Chinese composers, European and American composers have also used Chinese
poems as lyrics. Mahleas Lied von der Erddor example, uses German translations of several

famous poems by the Chinese poets, like (Li Bai) and (Du Fu) of he Tang Dynasty. As

well as the poems by Bai Juyi mentioned above, Latvian composer Esenvalds has also composed
chor al works in English translation as one

fWhisper on the Prairie Wird .

1.1 Shi-Jing

(the book of songs) was collated and edited by Confucius and his students during the

Spring and Autumn period is the first book of folk songs in Chitiahat time, melodies were

15



passed down aurally and were not notated. Contemporary composers uggoémsd®e create
new music. There are 311 poems in the book but 6 of which only have titles but no content. Some
scholars believe those 6 pieces were lost in history. The rest of the poems are divided into three

sections, (Feng), (Ya)and (Song)’

AFengo is the most -Jingrapdacontaiasnle0 peees ftomdsvassal S h
kingdoms. Love, marriage and family life are the main topics. Like (Crying Ospreys), it

depicts a story of a young couple from their acquaintanceshigitontiarriage. And (Man),

narrates a tragedy that a young girl married t
Nevertheless, objection of class exploitationisalsoameng | i gi bl e t heme i n AF
(Big Rat).

A (ShiJing) . o
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Figure 3. Example of Shijing- Big Rat
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The reason why Shling beame Confucian classic and left such an influence in Chinese
culture was not only its precious ideological value but also its artistic value. Mostpmfetms in
ShiJing are foword poems, meaning each line of poems only have four characters. Textures

overlap repeatedly. Although the melodies are lost, one can speculate that the music is written in

strophic form®

Unlike ShiJing, (ChuCi) is another collection book dblk songs, but it especially
focuses on folk songs in southern Chitleg Chu vassal kingdom. Despite it being a collection

book, Qu Y u a2i8) moen(s Bomfrise the 4n8in body of the book, such as(Li-

8 Chen and Chemp.34.
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Sao)/  (Jim-Ge). Qu Yuan uses magnificambrds and an unfettered imagination to give these

poems a strong expressive force and rhythm. But because theslehighsentenceareuneven
and usesuncommonwords the choral music adoption of Gliti 6 s  @styrecs is sare in

contemporary China

1.2 & Yue-Fu

& (Han music bureau) is an institution that manages secular music, like folk songs,

banquet musietc Compared to TaChang (music bureau in charge of ceremonial music); Yue

Fuds mumere varioasrara fullesf life.

According to 6 (History of Han Dynasty), there are 138 folk songs collected byF(ue

during the Western Han Dynasty (B.C.2R2.8), but most scholars argue that most of -Yue
songs were collected during the Eastern Han Dynasty (A-220% GueQian-Mao was a scholar
who lived in the Song Dynasty (A.D.9€279) and collected more than 5000 poems fitoaiHan
Dynasty to Tang Dynasty (638)7). Those poems, also used as lyrics, are divided into twelve
categories.JJiao-Miao Songs for governmental ceremonie¥anShe Songs for governmental
banquets and hunt§u-Chui songsderived from northern foreign music, focusing on wind and
percussion accompaniment of soktgngChui songsmilitary music;Xiang-He songsnorthern

folk songs from Han Dynasty to Western Jin DgtyaQing-Shang songssouthern and northern
folk songs in Wei Jin Nort#south DynastyyWu-Qu songsdance musidQin-Ge songssongs with

Qin (Chinese traditional plucked string instrumeGe songssongs about a diversity of

common life events]in-Dai songslife in Sui and Tang Dynasty (58407);Za songsballads and
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quatrainsYueFu poemswritten by poets in Tang Dynastylhis taxonomy of Yud=u poems is

still used by current scholars.

There are two famous Ydeu poems callsefdfueFad wo wReah ma
scholars have expressed great esteem for their profound social ideological significance and
extremely high artistic achievement. Oneis x M (the Peacock Flies to the Southeast) and

anotheris 1 (the Ballad of Mulan) which ige weltknown story of Mu Lan. Unfortunately,

the melodies are lost in history, otherwise we could appreciate how the ancients used music to
express such magnificent and impressive stories. These stories give inspiration to current artists to

create fresimew works of art.

2 Qu-Pai and Ci-Pai

In the ancient time, in order to facilitate the audience to choose which to sing or play, the host
of performance place wouldweit he t uneds name on the wooden bc
form, QuP ai .(QuA) 06 me ans tPuanie), 0s woneldn midard. QRai is a general
musical form containing both instrumental and vocal music. Among them, the voéti®as
an inseparable relationship with the (Ci-Pai), which is expressed in the (Ci Hai) as

follows:

9 Chen and CherP63

19



Initially, the  (Ci) is sung with music. Some musicians composed tune

based on Ci, while some poets wrote Ci according to the tune. So people
named the tune according to the content of the Ci, thatalr QuPai. But

with the time passed, poets mainly filled the &icording to the tune.
Therefore,the tune and the content of the Ci do not necessarily have a
connection. After a long time, most of the Ci are no longer sung with tune, so
the CiPai of each tune only means literary, phonetic format. These complex
relationships leading to some-@ii have different names, and some different

tunes share one nartfe.

(Ci), also knownas  (Ci-Pai), was origially written to be sung with music but finally

became a special literary form of poetry. Since Ci was initiallytevfor fitting the music, its
writing has strict rhythmic limitations, leading to higher literary abilities requirements for poets.
However, ancient poets lifted countless Ci in great qualities, especially those poets who lived in

Song Dynasty (960279).

Unlike Shi, the length of lines of Ci varies. Thus it gives composers more possibilities in their

compositions. Music of Ci include not only choral music but also art songs and pop music. One of

the most widely spread pop music of Ciis o (When Will te Bright Moon Be Thejge
which is composed based on Su Shi's 9 (Shui Diao Ge Tou: When Will the
10 : 4 @ (Ci Hai of Art), p.386.
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Bright Moon Be There). As mentioned in Chapter two, Yan Fuyong also composed a mixed choral

pi eShaiDiBoGeTor wi th the same poetry.

Figure4. S u SRKuhDiad Ge Tou: When Will the Bright Moon Be There
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There are also more than one version of choral pieces of Li QingzhacX168% n

(Ru Meng Ling). One of the most interesting
Qingzhao'siRu Meng Ling into one piece, with the male voice singfiRu Meng Ling Always
Remembering the Sunset at the Stream Pavikod the female voice simgy fiRu Meng Ling
Last Night's Rainand Wiid Wh at 6 s mo rnatyralismtpieceThecanpaser psesn

artificial mode to blur the tonality and create a misty mood in the lyrics.
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Figure 5. Z e n ¢Rd Meng Ling
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education, ancient Shi and Ci accounts46r86% of the textbook!! Yet in musical education,

the QuPai only has a simple introduction. As a result, many students simply tkiad CtPai is
another name of QRai and that the music has long been lost. However, the scholar Feng Guangyu
has collected nearly 100 €Rai in hisX (Study of Chinese Traditional Instrumental

Tuné and translated them intmtationfor modern scholars to study.

wang, Yang, an€hen
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3 Wen

refers tofarticled in literary language, which is an ancient Chinese written language with
the characteristics of allusion, counterpoint and neatness of rhyme. Composers in general do not
use Wen in composing, because the length of the sentence in Wen is longer thaShhandf

Ci, and morenformationare contained in it. For example, the CASC musical theatee
(Six Records of a Floating Life), which was staged in 2021, was adapted from Shen Kuo's

(10321095) collection of essays of the same name. Becauseigitgabtext is not suitable for

singing, the scriptwriter had to arrange it to fit the music.

Longer phrases with Wends sentences may mak
t ext 0s duaéodhe polyghonic texture of choral mu@at thee are many composers who

are willing to take the challenge. Composer C
(Xiao Yag o , usi ng Chua286), Tz (A Happy Bxcusion)3as §ric But he

only uses the first half of it sinceig too long

Figure 6. Section ofA Happy Excusion
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Composer Wei Cui also composed a choral piece  (Lord of Lanling based on Wen in
6 (History of Northern Qi)Lord of Lanlingis a magnificent and epic piece, depicting both

the scenes of Lord Lanling during his conquests and celetsaifthe victory of the war with his
warriors. Because of the varying lengths of senteand large amounts of narrative passage, the
composehas to delete some sentences and pick the important phrases to fit the nedtodgr

to simplify the understanding of the text, she apjihiemophonic texture rather than polyphonic.
With the accompaniment of drums and shakuhachi, surprisingly, the gatsa more dramatic

result with these changes and gained great responses from singers and audiences.

4 & Instrumental music

Although the flowers of Chinese traditional vocal music bloom lushly, instrumental music
occupies a larger garden, since instrutalemusic was the most important composition among the
upper classes and the court. As early as th&¥ua system of the Western Zhou Dynasty
(B.C.1046771), instrumental music hiecomea n i mportant part of the
and large nationatelebrations? Among the literati class, instrumental music was important.

During the Spring and Autumn Perigd, (Boya) and (Zhong Ziqi) became close friends

12 Xiu, p.23.
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because of Qi n o6 spraducsdneof themalstf & \me i ts pief@dsInyd s

(High Mountain and Flouting Watgrand a tragic story, (Boya vast string®®

As one of the oldest plucked instruments in China,ntinsicians leftmany piece®f Qin,

such as , (Guangling Song, (Jiu Kuang?!®. Because its rhythm is free

without fixed pattern, and its tune is singable, the Qin has become one of the most popular

traditional instrumerstthat composers are willing to use or reference.

Singaporean composer Zechariah Goh's work (Playing Qin in Boat at Nightis the

one of most successful choral piecest@Qi n 0 s of musiyg. IGeh gesthe human voice to

i mitate the Qinbs playing, achieving a magi ca
poet Bai Juyi 0s poetry wit Wwhers thenpoernappeas onfHo we v
occupies a small part of the work and masidevoted to imitating the various playing methods

of the Qin. During the rehearsal, some of the conductors would invite a professional Qin player to

play for the choir and ask thetm imitate the sound dhe Qin.

The rhythm of this piece is the most interesting thifilge QinGd musicd o e s n 6 t have

rhythmic patters, emphasizing the flow of the music rather than the repetition of strong and weak

1B Ly, - (The Annalof Lv BuweiBenwei)

“See fiRedacadter notationo in Chapter 5, Figure 21.

25



beat. There exists a loose beatttis an n-integerdivided beat in (Asking the SRy*®

In order to achieve this effect but to facilitate the rehearsal of the choir, Goh sets the music in 4/4
but breakits strong and weak pattern, using multi tuplet notes and notes across & hmake
the rhythm éss rigid Finally, he establishes a seemingly freediuicturedmathematical music.
This rhythmic looseness is another characteristic of CASC music, and it also fits one of the goals

of contemporary music, breaking the limitatidrtraditional rhythmic pattes

Figure 7. Zechariah Goh'sPlaying Qin in Boat at Nightim.44-47 and m.64)
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In addition to using the original ancient texts, composers also use archaic Shi or Ci written
by modernpeople as text. Tikarchaic literaturés often more in line with modern aesthetics and
values and contain emotions that are more relevant to the personal lives of modern people. This is

7 € N  (apply ancientdeas to the present).

This archaic literatureid not appear suddenly but gradually developed for a long time. Since
the New Culture Movement (1915) advocated modern Chinese writing, the literary language has
ceased to be the mainstream of litergtime it always held an important position in Chinese
education as the way of understanding history and humarliiitesary literature and ancient
poetries are mandatory for Chinese College Entrance Examinations. In 2001, a student used
literary language in China's Jiangsu Provincial College Entrance Eaamin @ tbegssay
portonandover whel mi ngly gained the full scor e, w h

still firm.
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When choosing text of music, archaic literatisramain resource. Fang Wenshan, a famous

lyricist in China, wrote several fics for Jay Chou's pop songs. Taking (Celadon) as an
example. The most famdbus p lzr(thecelor of slearsky waiting
of misty rain, but | &m wai ti ng elearfirimgwfthed Fanc

celadon that requires waiting for the time of misty rain, but in fact, he is describing the young man
suffering of waiting forhis beloved. He uses neither completely literary nor completely modern
Chinese, which gives the work a sense of straying from the seams of the times. Not only Fang
Wenshan, but also many Chinese lyricists have been writing lyrics in this style. The taoqus

(Mo Ming Qi Miao), for example, is an archaic music group whose members have

produced a large amount of higlality CASC pop music.

In choral music, the composers who use archaic literature are not as many as the those who
use true ancient litature. There are two reasons: first, the quality of archaic lyrics varies. Some
poets indiscriminately use the words and phrases to simulate ancient style buwitiftéme
oppositeresultto what theyactuallywant. Second, there is no copyright fee tlog use of real

ancient texts. Thus all the income can go to

Sometimes, in order to make CASC music easier to be accepted, lyricists modernize and
expand the ancient poems. So modern people, especially young singers, can unohersiand

sooner and interprétb et t er . For exampl e, ¥ heaetex(Newof Pan
Qing Ping Yue Village L comes from a moder n a-i207Angement
ae- (Qing Ping Yue Village Life) by Chen Yang. The poet expands the original poetry and

adds his own imaginations and understandings, ending up with a fantastic work which is a
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combination of antiquity and modernity. And its choral interpretati@kes itone of the most

approachable pges for young singers.

Figure 8. Section ofNew Qing Ping Yue Village Life

T
R
N THe| =
n.mlllu__uﬂ E °
N A
M T
T s
" 1 e 2
FHN o
Eigl
1
ol s al| s
el T =
TN e TN W
& IS
| = e '
b | B (18 B
® ESHEE ) Y
I . . T .
L ([T ® RN ®
B
e | 2| [ ®
fin| = || i LK
TN & || R T A
o
BI.N - |hW
- s -4
DL 2o =%
iy £

e E TN B TN
&l =
(o 2 - = ot
P 2 v &
ISR
£y [
ux . . b .
Y o N = (e
Un o™
‘| K N K =
ol s
AN L [
i ik il D
B
B
[y it
= o B op
T w
| &
L
~ | O .
o w (g =
4 |hv1 |hv)
! AT T
BN EL.N
NG N NG
Sy £

29



Chap3lkemtroduTrtadintCilod milsssi ¢c Theory

1 Traditional music philosophy

Music in ancient China haservedan educational function since the Zhou Dynasty (1100
256B.C.). The musical educati@luring theZhou Dynasty is not the same as modern disciplinary

musical education but is part of the whole system e Li-Yuel®In ¥ K  (Book of

Rite-Sors of King the Wen), it is written that

Whenever the three kings taught their sons, they would u¥ed.i The
music is to cultivate the inner; the ritual is to cultivate the outer. The rites and
music are staggered in the middle and issaretthe outside, so thalheyalso

becomerespectful andentlel’

It is clear that the music has the role of fAcultivating the innero in traditional Chinese
philosophy.This philosophycontinuednto the SpringandAutumnPeriodandinfluencedvarious
philosophyschools the mostinfluential of which wasthe Confucianschoolled by Confuciusand

Mencius

16 Xiu, p.13.

1 - (Book of RiteSons of Kinghe Wen)
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Confucius believed that music was an indispensable gfaan educational system. In
Confucius' education system, the students could acquire inner cultivation through the study of the
ShiJing (which would inlude chanting of string songs) and could be cultivated in areas such as

empathy and imaginative ability. For the famous Psalm inJBigj, (Guan Ju), Confucius

commented, AJoyful but n d®He deliewed that husic skauld ben i n g
neutral and calm, moderate and restrained in terms of emotional atfiipdiescribeConf uci us o

philosophyin this way:

Confucian philosophy created a viewpoint that the aesthetics of music
did not depend on the melodic flow, harmonic richness, onbathstructural
construct similar to those found in western music, but rather on the morality

and messages that the texts conveyed.

Because the literati class was mostly influenced by Confucianism, their mussibeha
moderate and peaceful qualityatis reflected in the music of the Qin. The music of the Qin
calm and elegapand the musicians' restraint of emotion is evident even in the most intense piece
They believe that too much emotional expression would only make the music noisy, thgis losin

the educational quality of the music. Insteadsic should leave blank spadkathave the power

18 Confuciusp.67.

¥Yip, p.6.
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to shock the heart, just likbeink painting techniquédilLiu Baio. It also became the aesthetic code

of Chinese music and society.

In CASC music, LieBai and restrained emotions can be found everywhere, although the
degree of restraint has tended to be modetatetomodern people seeking to express their
emotionghroughthe outside world. Therefore, in CASC music, the composesuiitietimes use
the contrast of extreme dynamics to express strong emotion. However, the highest climax happens
only once, and the coda of the work is usually a calm fade out, haréglyg astrong ending. This

is because the composer knows that afteresging strong emotignthey must return to peace.

In addition to Confucianism, Taoism and Buddhism have also had a deep impact on Chinese
society. Confucianism seeks to actively participate in the world, while Taoism, on the contrary,
seeks to live withite flow of nature and rule the world by doing nothing. Buddhism seeks to pursue
a richer spiritual realm rather than focusing on the immediate life. Theseiteguutosoples
together influenced the Chinese literati class, who revered Confucianism lveyenwdre able to
realize their ambitions and turned to Taoism or Buddhism to comfort themselves when they found
their ideals unattainable. Yet these philosophies have one thing in common which is the pursuit of

the construction of their own inner world.

2 Traditional tonal theory

2.1 Traditional pentatonic mode

Five is a special number in Chinese culture. There are many things that aredgndie,

such as (five most important mountains),  (five most important organin the human

32



body: hear, liver, spleen, lung, and kidney), (five basic elements of the cosmos: metal, wood,

water, fire and earth)ip states:

In the book of Yi, many things in the universe are grouped in fives. The
number "5" represents balance and control. One might spgec¢bht since the
number 5 is so significant, the pentatonic scale is thus the most important

musical scale in Chinese musfc.

Therefore the pentatonic scale is the most important and common scale in Chinese music,

andthefive tones in the pentatonicae are matched with the five basic elementd@fosmos.

The name of each tone the pentatonic scale is: Gong Shang, Jue Zhi, Yu.

The five basic modeof pentatonic scalarenamed by the first toneds

mode, Jue mode, Zhiode and Yu mode.

Figure 9. Tones of Chinese pentatonic scale
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20yip, 11.
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Figure 10. Gong mode
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Figure 11. Shang mode
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Figure 12. Jue mode
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Figure 13. Zhi mode

Figure 14. Yu mode
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Although the structures of those modes are different, they share two chstiaster

A. There only are three major second intervals.
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B. There are only two minor third intenglWhat should be known
is that inthe pentatonic scalethe minor third is considered as step wise,

therefore there is no room for other notes.

Because of the lack of hafepsand tritons, thepentatonionode doesndt have
tendency. Therefe, another method is needed to determine which pentatonic mode a piece is

used.

The pentatonic mode can be thought of as consisting of three groups of the following basic

tone patterns. These groups are composed entirely of major secahehinor third:

Figure 15. Three basic tone group
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Therefore, it can be found that Gong mode is composed2)fShkang mode is composed of
3+3, Juemode is composed @f+2, Zhi mode is composed 8#1, and Yu mode is composed of
2+3.  Wh at decaussdl the modes in thégures 1014s h ar e s a nhe sydtédooh g 0

five modesin this relationshigs called théiSame Gong Systaii*

21 Sun,p.88.
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In CASC music, the pentatonic mode is often used as an impeleament of Chinese music.
For example, Zhang Shichao uses all five modes of the B Gong system in the first movement of

his ) (Eight Sights of Xiaoxia)gThose five modes in same Gong system diaectly

modulateto each other by only change the ton@der, resulting a fluent and misatmosphere.

2.2 Traditional hexatone mode

The traditional Chinese hexatone modéudt by addingone tone tdhe pentatonic mode:
the (Qing-Jue) or thdd  (Bian-Gong)?? The QingJue is a minor second above the Jue,
and the BiarGong is a minor second below the Gong. It means that therbal-stepin the
hexatone mode compared to the pentatonic mode, which gives the music a certain tendency in

tonality.

Figure 16. Two hexatone mods
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Qing-Jue Bian-Gong

2.3 Traditional diatonic mode

Chinese traditional diatonic mode is built based on the pentatonic mode. Chinese musicians

addedtwo new tones ithetweertwo minor third intervals(See thdramed tones irfigures 1719)

22 ee,p.52.
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Therefore,in the diatonic mode, the five tones inthe pentatonic mode are called (five
proper tones) anthetwo adddtones are called §  (two accidental tonesYhose diatonic

modes are listed bella®V

& Ya-Yue: Addition of Bian-Zhi and BianGongto the pentatonic

Figure 17. Ya-Yue mode
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Bian-Zhi Bian-Gong

& Qing-Yue: Addition Qing-Jiao and BiarGongto the pentatonic

Figure 18. Qing-Yue mode
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Qing-Jue Bian-Gong

& Yan-Yue: Addition of Qing-Jiao and Ruro the pentatonic

23un,p55.
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Figure 19. Yan-Yue mode
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Unlike the Western majeminor system, in Chinestaditional music, the diatonic mode is

still dominated by the , with thee 0  playing the role obrnamentationFor example,
althoughFeng Gongang's unaccompanied mixed choral work (Green Cloth) is in diatonic
mode, thee § are not the main tones and do not appear in the chords, but only act as a

embellishments

3 Traditional Chinese temperament and notation systa

3.1 Temperament

Although the temperamexnin the Xia (20761600 B.C.) and Shang (1558050 B.C)
Dynasties lack written descriptions, it is still possible to understand that the music of that time has
melody andis not only percussion musibased on the exeated musical instruments
Archaeologists found bone flute inJiahufrom the late Shang Dynastyhich could produce a

continuous chromatic scaié.

24Chen and Chem.21.
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Figure 20. Jiahu bone flute

With the establishment of the-Yiue system othe Zhou Dynasty, musicians at that time
used mathematical methods, calfed (Threepart loss and gain method) to determine
the pitches. In simple terms, the thygget loss and gain method is a methoditede the length
of a string into three equal parihey would hen remove 1/3 of the length to produce a pitch, or
add another 1/3 to produce another pitch, and repeated this method until forming a series of pitches.
The temperament formed by this methis called theR 4 (Threepart loss and gain
temperament). However, there is a significant flaw in this method, which is after using this method
11 times, the pitch produced is different from the pitch that should have been equal btfere in
octave. D solve this problem, musicians of the Qin and Han Dynasties (B. @ 22220) tried
various solutions such as increasing the number of tones by using the above method or adjusting

the distance between each of the 12 tones. The most famous onéKydfeng 60 Tonds in
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which Kyofang used the first solution to increase the number of tones to 60, and only on his 54th

attempt did he obtain a pitch that was very close to the initial.pitch

An important music theorist was Zhu Zaiyu (15B&11) of the Mig Dynasty, who wrotee
‘Hé (The Complete Book of Music and Rhythmjhich is one of the most important books of

music theory in ancient China. He elaborated a new method of generating rhythms that completely
solved the problems arising from the thpaet loss and gain method. He used mathematical

methods to calculate twelve pitches in an octave in 1584.

Nowadays, some ancient music ensembles still use these temperaments to perform ancient
music such as the Huaxia Ancient Orchestra, which has beeemyeopularon Chinese social
media. The instruments they use auwthenticallyrestored based on archaeological research, and

the scores are compiled by experts from various fields based on ancient scores.

3.2 Notation system

The recording of music in ancient Chirs generally composed of two methods, oral teaching
and score recording.Oral teaching is the most popular method, since most of the folk musicians

were not well educated. A large proportion of them even did not know how to write, let alone read

25Chen and Chemn.88-89.

26 Chen and Chem.90.

2"Feng,p.11.
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and write down scores. Thus, most of the folk music records were taught ancedeocatdy.
However, when the musicians who recorded the music died, the music was lost. As a result, most

of this music no longer exist

The written record of music is another important form of recordingdifigrent notation
systens areused around the world. For example, in Europe, there wasetiraes score and a

variety of line scores, while in ancient China, there voli@actenotaion system such as

(Reducectharactenotation)

Figure 21 Jiu-Kuangbs r educed character notation
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t (Reducectharactenotation)is aspecial notation system ftie Qin. Ni introduced

reduced charact@otation as followng:

The Qin notation is composed of a unique kind of character, which is

called as reduced character. This kind of characters is made up of some
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Chinese radicals which represent different meanings of fingering. People can

know how to play th&in stepby step according to the reduced characer.
He also states:

A typical reduced character is composed of five types of radicals which

correspond to different types @Qin fingerings:
Fingerindicates which finger of left hand to stop the string;
Positionindicates the position of finger of left hand;
Left Moveindicates the movement of left hand;
Pluckindicates the plucking technique of right hand;
Stringindicates the string numb#ét.

Figure 22. Example of reduced character

i,

28Ni, Jiang, and Zhou.1.

29 bid., p.1.
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Reduced character notatioray becharacterized as easy to write but exhaustive in meaning
andsimple to write but concise in sound record only the playing method and pitesbut not
the tone nanmseand rhythmHowever, no rhythric notationmeans the musicians could play the

music with their own understandinggsultingin the free rhythmic character ifeQi n6s musi c .
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Chapter 4:CA8HEUyIise s of

1 p By the Roadside Mulberry

1.1 Introduction

p By the Roadside Mulberig one of the mdadamous poems in the collection of Han

Yue-Fu. Although it is only 265 words long, it describes a complete story. The poem can be divided

into three main parts. The first patéscrite s L ubeduty thes second padescriles Shijun

(viceroy of the county) whadmiresLuofu's beauty and makes unreasonable demands and the

third part in which Luofu bravely refuses Shijun and boasts about her husband to supprBgs him.

the Roadside Mulberdys use of adyv a plat,add vividsimages seflectthe taue i s t 1 «

social situation of the time, makingat great literary and artistic value.

The Chinese young composer Wen Yuchuan composed this piece for the 13th Beijing
International Choral Festival and was awarded the ouisigustioral work pie. The choral work
By the Roadside Mulberryas a strong sense of dramatic expression, telling a slightly absurd
comedic story that happens on a country road. The entire work is in variation form, and it can be
divided into a statememtf the theme and four variations, each of which corresponds to a change

in the storyline.
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1.2 Translation

e KM

4eA 1T OTEITC OOITTEGCEO OEETAO 11T 1ET 60 1Al OEI

€
Whose pride is the lady, lhe lady Luofu.

\
She likes to raisesilkworms and reel silk, so she usually stripes the mulberry leaves
which grows to the south.

He €
From the cassia her basketangs by a silk ribbon.

puy X
She has hair neatly braided. Pearl earrings like moonbeams.

el €p
Her slk petticoat is yellow, and apronis purple.

I.I

When a pedestrian sees hehe puts down his burden while stroking his beard.

When a youth sees her, hdoffs his cap and salutes.
) )
The ploughman leaves his ploughlthe hoer forgets his hoeing,

2

They returned home and complained to each othebecause of having gazed on Luofu.

9 NV
From the south comes a lord in carriage with five horses.

=Y
He surprised, halts and sends one to make amquiry, "Who is that beauty? And who is
her kin?"

e
c3EA EO 11, ,AndhemaERALudiuEl OB
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9 B
"And what may her age be?"

el F A7 m
"Less than twenty, yet more than fifteen."

(Y €30 ~q
Then the lord condescending and says, "Luofu, will you go with me in my carriage?"

a |’
"What nonsense you talk, sir! You have your own wife, and | have my own husband.

K \m R
From the east ride a thousand with him at their head.

U] N
How shall you know him? By the white horse he rides; by the black colt that follows.

H
Their silk-braided tails. And their goldbraided halters;

X 1+~ WwAbm
By the sword at his side with its hilt of jade fashioned for which he paid millions.

7 £
At the age of fifteenhe kept prefecture minutes;a scribe in his twenties,

RAY X 13
At thirty a minister; Now, being forty, he govers a district.

€.
His skin is so fair and he wears a long beard.
X
He works in the Yamerwith step slow and stately;
X N
(A OEOO AiiTi1Tc¢c OEI OOATAO xEI 1x1 EEI OEAEO

30 Omit in the music.
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1.3 Pronunciation®!

2 x M
[OE Oe O MANOT AT OOEI] [
~ ~ 7 'e ~ .z ~
[tsin juth Oyzll EL x Qi |
W
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H e €
F O0Omeil th 'E OR WAl L Y
R U X
t At & tsio dAL L EM&E A
e ep
fr Ee ALt Oé Enxtdiwel EBUFA Oe

I.I
f & Etciah | fuEia dan IAEiEh 'H
[ uniantcian! fuBE maudA tcaut ]

‘I )
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jyntsian liEx At nx eijia UE

3! Interpretation style reference from Yju38.
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[tsin  juth O Biht x A®EI

9 B
I fuian jith |

e 1 F 17 m

[0 At BA® wb | VYEF
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hnt ET L UAE &£ ¥

A B

[ jyn iEh YE jynzj fuBR fuE |j

X \ M p
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e N
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1.4 Analysis

Figure 23. By the Roadside Mulbery s musi cal structur e

By the Roadside Mulberry

Theme Transition Variation 1 Transition Variation 2 Transition Variation 3 Variation 4 Coda

| ! \ | I ( ! ! |

m.1-12 m. 13-27 m. 28-37 m. 38-52 m. 53-63 m. 64-69 m. 70-78 m. 79-91 m. 92-end

The first section is the theme that corresponds to the debut of Luofu.

Figure 24. Theme ofBy the Roadside Mulberry
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The composer uses staccato and the contrast of long and short notes to depict the appearance of

Luofu. Inparticular, the staccatmtes symbolize Luaé hair ornaments and the way her earrings

sway when she walks.
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Pil vivo

Figure 25. Staccato notestal e pi ct
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It is noteworthy that the whole work uses quartal harmony stejctvhich are borrowed

from the traditional Chinese pentatonic mode. Baciein the pentatonic mode can be arranged
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by the relationship of fifths. Therefore, this kind of fifth or fourth (since fourth is the inversion of
fifth) superimposed chord becarnae of the popular composirtgchniques in Chinesancient
stylemusic.This kind of chord has afemptyo acoustic effect, which gives the music an outward

tension.

Figure 26. Quartal harmony
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In thefirst variation, the confrontation between the triplets and eighth notes becomes the main
point of conflict. The flowing triplets symbolize the swaying body of Luofu as she walks, while
the steady quarter and eighth notes are the eyes of onlookers who cakawtdy when they see
Luofu. The polyphonic texture enriches the picture as if one could see people talking abodst Luofu

beauty.
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Figure 27. Variation 1
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In the second half of this section, another character in the Stoijyn, makes an appearance
on stage. It is noticeable that the composer makes use of the dotted notes to change the rhythmic
pattern of the formesection This is an imitation of the sound of hor8beoves and corresponds
to the fact that Shijun comes torseback. At the same time, the unstable rhythmic pattern also

serves to emphasize that the Shijun arrives with malicious purpose.

Figure 28. Shijun arrives on his horse
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The work enters into a dialogue between Shijun and Luothe third variationwhich is
also the most dramatic passage of the whole piece. Here the composer has arranged a soprano
soloist to play Luofu and a tenor soloist to play Shijun. The composer recommends that the tenor

soloist is asked to recite his text in an unpéedvocd tone.
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Figure 29. Solo is asked to recite his text in an unpleast vocal tone

Var.2

Tenor solo: % H{4E J L ?

I n the beginning, the composer arranged ALu
and mezzesoprano voices provided warm and beautifuht@mic support below, indicating that
Luofu was not oduéstonButinthengxt pBrase, jinuwhiéh Shijun makes an
unreasonable request, this angers Luofu. The music briefly moves into a minor key with dark
colors expressing Luofa anger.But the music immediately returns to the major key in two

measures, setting the stage for Lusfocounterattack to follow.
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Figure 30. Dialogue between Luofu and Shijun
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Luofu's countefattack is based on a major key because Shiasa wife and Luofu has a
husband. Meanwhile, the melody here is still a variation on the theme. In the following passage,

Luofu begins to boast about her husband.

Figure 31. Luofu refuses Shijun by anger
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In following transitional sectiofthe composer conceals the original theme in the bass, which
contrasts with the soprano lines, ensuring both the extension of the material and consistency with
the preceding section. All of this accumulates power for the next twossivee/ariations. This
accumulation of power is also reflected in the contrast of tonalities. This section is a tonal insertion,

with E-flat as the axis, and the modulation is realized through the enharmonic modulation.

Figure 32. Transitional section
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shorter declaratory phrases the music becomes more urgent. The composéngdesgsion of
the work by using the event compression technique, thus bringing the music dinthe.
Particularly, in the fourth variation, tttmmposeapplies two consecutiveodulationgo further

enhance the tension of the music. Here is a quota the composer during the rehearsi#l,

Figure 33. Enharmonic modualtion
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The third and the fourth variations connect seamlessly without transition, and with the use of

imagined the image of a movie: Luofu aggressively and proudly boasting about her husband and
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Figure 34. Variation 3
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Figure 35. Variation 4

Var.3
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Figure 36. Luofu speaks faster and faster
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It is worth mentioning that in the fourth variation, the fast 16th notes in the piano part are a
variation of thehythmic pattern of the previous debut of Shijun. The contrast between the unstable
dotted notes of Shijun and the stable, fast 16th notes of &ohfisbands a contrast between the
unpleasant image of Shijun and the magnificent image of BeidfusbandThis is similar to
Debussys Serenade Interruptedn which Debussy uses the contrast of tonal stability to express

the different images of the two characters.
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Figure37.Shi junds motive and hust
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The coda is from m.92nd. Although the original poem has endedgctiraposereintroduces
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the beginning of the poem. The music returns to calm, symbolizing that aftendhof the story,

everything returns to peace.
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Figure 39. The music returns to peace
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2 P SanNong

2.1 Introduction

Composer WeCui composed the mixed choral wdtk  (San Nonybased on the Qin piece
P (SanNongof PluBlossoms i n 2012. According to the cc

for composing this modern choral piece based on a piece of ancient Chinese music came to her

after hearing a Japanese choral world , whichwas composed by Minao Shibata.

The work featires a mixed chorus, two sojgsano,tubular bell, Dizi (bamboo flute), and
percussion. In the coda, the choir reaches 13 voices. The work opens with unaccompanied chorus.
The piano enters on m.99 and the rest instruments enter on m.161. Althougtxisterey/cs
from the original music of the Eastern Jin dynasty {820), it only describes the beauty of the
plum blossoms, which greatly limits what can be expressed in this choral piece. The composer,

therefore, did not fill in anpdditionalmeaningful text but used vowel sosnd

The original musi&an Nong of Plum Blossomsa QuPai forChineseQin, Pipa, Erhu, Dizi,
and folk ensemble3he titlefiSan Nong of Plum Blossoatontains the meaning of the expression

of the music and the musicstructure. The nami (Plum Blossomp refers to the musical

image of the plum blossoms, which is used to praise people with noble virtues. Thi@word

%2Quote fromWei Cui 6s program note
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(San Nongd refers to the structure of the music. Wiienois presenteds a verbit refers to the
playing ofaninstrument; whemsanoun it refers to the paGsiage o0
regarded aB @ mefuaitses geotidgins TheQi n ver siPnoisof i
first recor ded (Magical SdcebStmeyyhich isa collection of Qin scores

compiled by the Ming Dynasty musician Zhu Quan (1:3488). According to rumors, the piece
was originally a Dizi piece composed by Huan Yi of the Eastern Jin Dynasty4g8)7 which

was later adapted into a Qin piece. The whméze consists of ten sections, with thowing

subtitlesrespectively:
9] (Night Moon on the Mountain)
21 T f (First NongCalls theCoon, theSoundInto Taixia)

3] ¢ Wi i} WX (SecondNongGetsThrough theClouds, theSound in theClouds)

4 (Green Bird Cries Soul)
5, P I % (Third NongAcross theRiver, Long Sighs Across theRiver)
6, (The Sound ofJade Xiao)

7] W (CloudsKnocking onJade)

81 (The Sound of thdron Flute)

9 (Wind Swept Plum Blosson)s
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10y F  (EndlessEchoy)?

AThreed has a unique meaning in many cul tur
ATrintyd i n Chri stianity. Tlamm Qhki rCa,i nlgHao amgmime; ons t
One begat two; Two begat three; Three begat all thifigs s o @t hreed al so has
in Chinese cul tur eTrinitgd ,mitl haerr et oa rteh ec owkebsitneartni ofin :
cul tur e, such as the AThree Talentso which ar
conceptistakenfrom (t he Book of Change): fAThere is th

and the Way of the gr odCHinesandeeatpeopt belidvadthate t hr e e
heaven can be divided into yin and yang; the ground has two characteristics of rigitlity an
flexibility; the human has two morals of bene\
are the three most creative things in the world. Although there is no documentary evidence to
shows thafiSan Nong of Plum Blossoais related to théthree talenty the composer Wei Cui

has clearly stated in her pr ogSaaNongh.otTeh &rheafto rs:

the analysis of this piece will be divided into three pdite Heaven, the Ground, and the Humn

#¥fASan Nong of Plum Blossoms. 0

34 Laozi,p.94.

35 Book of Changen.96.
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2.2 Analysis

Figure40. San Nongbés musical structure
Intro m. 1-31
the “Heaven” Theme I m. 32-38
Transition m.37-40

Variation: m. 41-87

Theme 11

the “Gr()lll'ld,, Theme: m.88-91

S N 9 t .
an Nong’s structure Transition  m. 92-98

Interlude m. 99-163

the “Human” Theme 111 m. 164-179
Transition m. 180-183

COda m. 184-end

ThdHeaveno section:

As it shows in the structural picture, thideaveno sectionincludes the intro, theme | and
transition. The musical style in this section is natural and simple, wibbvious climax. Wei Cui
uses extensive gquantities of tone chdosmust ehe
blurring of the beginning of the universe. Then she gradually builds rhythm in the A section, which
symbolizes the establishment of orderthe universe. Finally, the theme of tfi®@an Nong@ is

formally introduced in section B.
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Figure 41. Four tone clustersrepresentt h e i Qm.&4l)s o
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The four tone clusters in the intro are composed in a seemingly randgrbwiay fact they
have an inner logic. The composer chose two characteristic intervals from the original melody, a
pure fifth and a major second, and combined these two intervals to form set 1, theml iterse
to form set 2Finally, sheconnected théwo sets on the axis of the major second to form the first
cluster. In order to combine those two sets clabercomposeillows thealto voice to sing the
notes where set 1 and set 2 are joined, thus bluwitihgan axis. The next three clusters follow
the same logic, changing the intermediate axes: minor third, major second and minor third, which

are the basic intervals that make up the pentatonic mode.

Figure 42. Composition of the first tone cluster
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Becausethe o pr smd wddsy i n section A doesndét have a
to interpret this. For the conductor who is focused on precision to each beat, giving the accurate
rhythm to this section is the simplest way to conduct. However, the composer usegithoigs
stems to record the melody because she wants the melody to be free. Therefore, when conducting
this section, there are two options for the conductor: either to leave the lower three voices free, as
long as they are correct in thewel changng point, or to assign an assistant conductor to conduct
the lower voices, which ensures that the rhythm of the lower voices is not affected by theGsoprano

melody.
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Figure 43. Section A(m.16-31)
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The appoggiatura of CASC musiache simply classify into the following three types:
1. the fast appoggiatura
2. slow appoggiatura with accent

3. slow appoggiatura without accent
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The appoggiaturas in section A are all the first fast leaning notes. Because in a free and
rhythmless melodyfast appoggiaturas needed to break the long melodic lines to grasp the

audience's attention.

Figure 44. Appoggiatura (m.21)
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In sectionB, the theme offiSan Non@ appears for the first time. Comparing the two
subsequent themes, the themeéationB is the simplest and most consistent with the original
theme, which also corresponds to the qualityildéavem. In terms of writing technique, the
composer again usé®e rhythm to express the melody and uses vowels to imitate the sound of

the qin. It again corresponds to the rhythmless style of the Qin.

Figure 45. Theme of San Nong(m.31-36)

Similarly, the transitional passage of the soprano solo in m.39, which appears to be a free

rhythmic section, is in fact clearly defined by the composer in terms of the relative lengths between
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