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Foreground, Background, and Dual Musical Ideas:
On Ma Shui-Long’s “Invisible Temple” (for Chorus
and Orchestra)

CHEN Chun-Bin

Assistant Professor, Graduate Institute of Ethnomusicology, Tainan National University of the Arts

Abstract

“Invisible Temple,” a composition for chorus and orchestra by Professor Ma Shui-Long, having
the title derived from a poem of Taiwanese poet Li Kuei-Hsien’s and including musical materials of
the Tsou and Bunun, two of Taiwanese Aboriginal groups, is aimed to depict the impacts and thoughts
resulted from the composer’s Mountain Jade hiking. This work is neither simply an interpretation of
Li’s poem, nor an arrangement based on Aboriginal music, for the composer presents what he saw
and thought by piecing together existing materials mixed with his own musical language. However,
listeners may wonder: if this piece is not aimed to transform Li’s poem into a musical presentation,
then what are the relationships between the poem and the musical work? If this work is not an
arrangement based on Aboriginal music, then what are the relationships between this work and the
Aboriginal songs the composer borrows? By analyzing the work, this paper explore these questions
and explain how the composer seeks a balance between creativity and the borrowing of the poem as

well as Aboriginal music.

Keywords: Foreground/Background, Dual Musical Ideas, Aboriginal music, Ma Shui-Long.
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A Study on the Nanci Music of Beiguan Refined Songs

PAN Ju-Tuan

Assistant Professor, Department of Traditional Music, Taipei National University of the Arts

Abstract

According to the sources, beiguan refined songs can be divided into three sub-categories:
daxiaopai (the large and small labeled tunes), xiaoqu (small tunes), and kungiang (tunes derived
from kunqu).There are some common melodies shown in several xiaoqu pieces, such as “xiaonanci”
(INEEFA), “shaoshici” (FBFEEA), “zhegutian” (FBEHEK), “putian tonle” (L K[E1%E), and “dangui
piaoxiang” (FHEBE). These melodies also can be found in beiguan banxianxi (ritual plays) such
as “nanci tianguan” (FR K'E) and “nanci sanxianhui” (577 =) which titles are prefixed
with a Chinese term “nanci” (Fg#7). By comparing the melodies of nanci music in beiguan with
the nanci or tanhuang (#%%) in southeastern China, it is clear that they are closely related to each
other. Of the melodies of nanci in Fujian, southern China, they belong to two origins: zhengyun (1E
#9) and bietiao (BF). However, only the zhengyun tunes can be found in beiguan. Basically, each
zhengyun tune consists of eight phrases. In addition to the eight-phrased form, most of the nanci tunes
in beiguan refined songs are composed by several phrases selected from the eight-phrased zhengyun
and their variations. Therefore, the author proposes that the nanci in beiguan refined songs should be
derived from its original xiaoqu category to be a category of beiguan refined songs paralleled to the

daxiaopai, xiaoqu, and kungiang.

Keywords : beiguan, iu-khiek (refined songs), nanci, xiaoqu (small tunes), zhengyun.
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Performance Study: Sound Analysis of the Traditional
Civil Piece for Pipa “Yue er gao” (“The Moon on
High”) Performed by Three Traditional Pipa Schools
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Abstract

The author Wu Ben wrote the entry “Pipa” in “The New Grove Dictionary of Music and
Musicians”, and he shares the same opinion of the performance and the pedagogy of the traditional
Pipa Schools with the representative Pudong Pipa Master Lin Shicheng, who said in my personal
interview and Pipa lecture that “in the traditional Pipa school, interpretation is a master’s art, and the
masters always play without a score. The musical score merely helps the student memorize the music
more easily, as the traditional score is not very complex and usually notes the core melody only” (Tsai,
2000, Beijing).

This is why for this article I have used the recordings of three representative Pipa masters to
analyze the same civil piece “Yue er gao” (The Moon on High) instead of simply analyzing the
musical score, using the computer program SNDAN developed by Rob Maher and James Beauchamp.
As a result, the computer has provided three melody lines that illustrate how differently the three
schools used to interpret the aforementioned piece.

Despite some difficulties in the course of research (i.e. obtaining rare old recordings) this article
explores the way the masters used to perform the same core melody but embellished it in various
ways, which was governed by the different aesthetic principles of the respective school. In addition,
this paper aims to examine how various techniques produce different sound effects regarding pitch
variation (vibrato and glissando), tremolo and intonation, e.g. by measuring the tuning system of
the old Pipa (fewer frets) against that of the modern Pipa (more frets) and comparing it to the Equal
Temperament Scale. Hopefully, the reader will be able to grasp the rules of musical interpretation

such as regularity, interpretative freedom, continuity, discontinuity and similarity, and to differentiate
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between the performances of the traditional Pipa schools. Furthermore, this paper aims to reconstruct

the old sounds and musical interpretation of the traditional Pipa schools.

Keywords: Performance Study, Interpretation of the traditional Pipa schools,
Sound analysis, Pipa civil piece “Yue er gao” (“The Moon on High”), pipa techniques.
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1. Introduction

During the period of the Qing dynasty (1644-1911) the five traditional Pipa schools — Wuxi,
Pudong, Pinghu, Chongming and the Shanghai or Wang School — were established near Shanghai.

Wuxi School

Chongming School

Shanehai School

#+ Pudong School

*  Pinghu School

Fig.1: The map of the five Pipa Schools dates back to c. 1800-1911

The most important features of these five traditional Pipa schools are their collections,
techniques, musical interpretation and the personal relationship between master and pupil. The
interpretation of the ornamental parts of a traditional Chinese piece was passed on by word of mouth,
never in writing.

The aesthetic of the ornamental parts of a piece shows which school it was performed by, as the
pupils always learnt how to embellish a piece from their masters. Pudong Master Lin Shicheng refers

to the adornment of a piece as a symbol of mastery:

How to embellish a piece is a master’s art, and the masters always play without a score. The Pipa
score merely helps the student memorize the music more easily, as the traditional score is not very

complex and usually notes the core melody only. (Tsai, 2000; Wu, 2001:681; Yang, 1962: 28-34)

In my Pipa lecture with master Lin, he told me that at the beginning his teacher had only noted
down the Gongchi score (core melody) for him so that he was able to memorize the music more
easily, but that he had not written down the ornamental parts, as he, the pupil, was expected to develop

his own creative style of interpretation (Tsai, 2006:79)
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2. Objective and methodology

The history of the traditional Pipa Schools shows us that the Wang School derives from the
Pudong School; as former students of the Pudong School, the Wang masters display a greater Pudong
influence than those of the Pinghu School.

The aim of this paper is to identify this phenomenon in their musical interpretation and examine
how the music principles of both schools stand in a reciprocal relationship with one another, paying
particular attention to the parallels and contrasts, freedoms, continuity and discontinuity - such
as technique and the melody line and how they embellish the melody line. A further focus is the
uniqueness of the musical interpretation by the master of the Pinghu School.

In order to achieve this objective, the main motif of the piece “The Moon on High™' as performed
by three different Pipa masters of the above-mentioned schools were compared by using the computer
sound analysis program Sndan’. The following aspects were compared: 1. The melody line, 2. The
playing techniques used to embellish the music, and 3. The musical intervals used in the scale played.

Analyzing the melody lines proved helpful in comparing the different ways in which the masters
interpreted the ornamental parts of the piece.

The notes which were played using ornamental techniques were selected for further analysis,
e.g. the extent of the frequency modulation. Later on, with the aid of this program, I analyzed how
the same note was interpreted by three different masters to produce special sound effects through
different musical rules, functions, interpretations and aesthetic principles. The techniques that were
analyzed are: 1. the most important and typical two techniques on the left hand called Yin (vibrato)
and La (glissando) of the left hand, and 2. how these two techniques are combined with the right
hand technique called Lun (tremolo).

Finally, with the aid of this program the tuning systems of the old and the modern Pipa were
compared and checked against the Equal Temperament Scale in cents, to determine the intervals the
masters used for their adornments. This measure helps us determine which music interval was used by

the different schools in their musical line as an interpretation or embellishment principle.

3. Recordings

Given the limited availability of recordings,’ three instead of five of the traditional schools were

1 “The Moon on High” belongs to the “civil” style of Pipa music, which, compared to the “martial” pieces, is usually
more elegant and refined, to be played more softly and slowly.

2 http://ems.music.uiuc.edu/~beaucham/software/sndan/

3 Today we can only find the recordings where the same piece, “The Moon on High”, was performed by the masters of
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chosen. The first recording was performed by Wang master Wei Zhongle (1909-1998), the second
recording by Pudong master Lin Shicheng (1922-2006), and the third by Pinghu master Yang Shaoyi
(1913-1974). Today we can find the published recordings of the Wang and Pudong masters Wei
Zhongle and Lin Shicheng and recordings of their students. Nevertheless, it is not known if they ever
published their interpretation of the piece “The Moon on High”. Also, the recordings of the master
Yang Shaoyi from the Pinghu School were never published.

As all three recordings are part of private collections, most of the complex information that is
very important for the musicologist, e.g. when and by whom these recordings were done, using what
kind of recording device etc., was missing.

In the three studied recordings, the Wang and Pudong masters played the modern Pipa (more
frets, i.e. resembling the western Equal Temperament Scale), while the Pinghu master performed on
an old Pipa (fewer frets). It is interesting to compare how the musical principles differ between the old
and new Pipa.

Table 1 shows for the first three traditional Pipa schools their predecessor, the relationship of the
masters to one another and their collection. The table also displays the three recordings used in this

research that were performed by three masters and the duration of the major motif.

Table 1: Information on the three recordings used in this research.

Example Example 1 Example 2 Example 3
School Wang Pudong Pinghu
Predecessor The fourth generation of | The first generation The first generation
the Pudong School and | Ju Shilin Li Fangyuan
the first generation of the | (1730-1820) (1850-1901)

Wang School
Wang Yuting (1872-

1951).
Collection Wang Yuting “Ju Shilin Pipa Pu” (1860) | Li Fangyuan
(music score) Pipa Pu (1980) Pipa Pu (1895)
Played by the master Wei Zhongle Lin Shicheng Yang Shaoyi
(1909-1998) (1922-2006) (1913-1974)
Successor in the sixth
Pudong generation
Time of the Recording | ? ? ?
old recording
Playing time of the|35 sec. 38 sec. 15.5 sec.

major motif

three different schools.
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3.1 Biography of the three masters

The recording of Example 1 was played by Master Wei Zhongle 4%, (1909-1998), a student
of Wang Yuting (a predecessor of the Wang School), and he played the Chinese Qin (zither), Pipa
(lute), Erhu (fiddle), Xiao and Dizi (flutes), as well as the western violin and piano. Wei Zhongle also
published his own Performance Edition called “Wei Zhongle Pipapu” (1994). In 1934 he taught for
the organization “World Society” in China, and a year later he became the musical director of the
famous Chinese Orchestra “Ta Tung”. In the same year a Russian composer asked him to perform a
piano concert with a Chinese Orchestra, the first unique combination (piano concerto accompanied
by the Chinese Orchestra) at that time in China. In 1938 he was invited to give further Pipa concerts
in Hong Kong and the U.S.A., where he won the title of “Kreisler on the Pipa”. He was also the first
Chinese musician to appear on American television. In 1939 he made four records in the U.S.A.,
and ten years later he was invited to teach Chinese music at the conservatory of Shanghai. There, in
1958, he was appointed head of the department of Chinese music, and in 1985 he became its honorary
director.

The recording of Example 2 was performed by Pudong master Lin Shicheng FE3 (1922-
2006), a student in the sixth generation of the Pudong School. In his childhood he learned how to play
a variety of Chinese instruments, and in 1956 he became a Pipa professor at the central conservatory
in Beijing, where he transcribed the old Pipa scores (tablatures) into the modern five-line notation
system. During his time at the conservatory he also published a number of Pipa textbooks, some
important manuscripts’ and several CDs and DVDs.

The recording of Example 3 was done by Pinghu master Yang Shaoyi #5/0%% (1913-1974),
who in 1934 taught at the theater of Ji’nan. A year later he started teaching in Beijing, at the same
time undertaking extensive research on the construction of Chinese musical instruments. In 1958 he
became a Pipa teacher at Xi’an conservatory, and in 1962, at a conference on Pipa textbooks, he gave

a talk on the musical interpretation of the Pinghu School. His recordings were never published.’

4. Review of previous research:

Some scholars have made similar comparisons of musical scores as performed by the different

4 Cf. “Pipa Player Wei Zhongle” by Jonathan P.J. Stock in The New Grove Dictionary of Music and Musicians, Vol. 27 p.
264 and Wei Zhongle’s curriculum vitae (CV) by Victor Cheng in the CD Book Traditional Instrumental Pieces of Wei
Chung-Loh.

5  Cf. “Pipa Player Lin Shicheng” by Jonathan P.J. Stock in The New Grove Dictionary of Music and Musicians, Vol. 14
p.730.

6 Cf. “Pipa Player Yang Shaoyi” by Zhuang Yongping in Pipa Shouce (handbook of the Pipa), p.373.
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Pipa schools. In his dissertation The way of the Pipa (1951), John Myers compared the oldest music
score, the Hua collection (1819), the Li collection (1895) and the modern performance version. In
his research he tried to find out how a core melody could be turned into a performance version, even
though he did not attempt to investigate the ways in which the traditional Pipa schools interpreted one
and the same piece.

In 1989, Lin Yinzhi published EEE o #f - HIERARASESRELISE (An Anthology of Various
Editions of the Ancient Pipa Piece Ambush from All Sides and the research done on them), a collection
of old musical scores and performance versions of the above piece. His research has greatly aided
further research, e.g. for making general comparisons of the parts of the piece that were either added
or deleted by the individual Pipa players in order to enhance its dramatic quality. However, it is still
extremely difficult for us to imagine why or how, and according to which musical rule or principle the
musicians aimed to arrive at their “perfect interpretation”, and to draw the dividing line between the
individual Pipa schools.

In 1992, Lu Yuhsiu, in her Master’s thesis Die Interpretationsstile auf der Pipa (Interpretation on
the Pipa), analyzed the recordings of six Pipa players, focusing on the different ways they performed
and interpreted the major motif of the Pipa civil piece “Saishang qu”, and especially on how they
played a tune combining different techniques. She also used a spectrogram to differentiate between
the interpretations of the six musicians. While her research has helped us find out the particular
interpretative features of different players, her research informs this paper in its determining and
comparing the typical musical interpretations of the historical representative masters of the old

traditional Pipa schools.

4.1 Research difficulties: how to compare?

In my own research I encountered four major problems: 1. determining how much of the Pipa
repertoire the traditional schools had in common, or how much of it was actually performed by the
masters; 2. whether the major motif of one and the same piece can be identified among the different
Pipa schools; 3. whether Chinese musicians could decide which parts they wanted to play, or whether
the problem lies with the recording, i.e. that this part was never recorded; 4. the poor quality of the old

recordings.

4.1.1 How much of the Pipa repertoire did the traditional schools have in common,
or how much of it was actually performed by the masters?

In the collection of recordings provided by my Pipa Professor, only one piece, i.e. “The Moon
on High”, was performed by masters of three different schools (Pudong master Lin Shicheng, Pinghu
masters Yang Shaoyi and Wu Mengfei, and Wang masters Jin Zuli and Li Quanzu). In the course of

this research, I also came across an interesting phenomenon, which I shall explain below.
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4.1.2 Can the major motif of one and the same piece be identified among the different

Pipa schools?

When comparing interpretations of one and the same piece, one needs to focus on the major
motif, i.e. the ways it is performed by the masters of the different schools.

The interesting phenomenon mentioned above is that, while the two Pinghu masters Wu Mengfei
and Yang Shaoyi both performed the same piece, the former left out the major motif, merely playing

the virtuoso part, which has rendered his recording useless for comparison for this paper.

4.1.3 Was this part never recorded? Or could Chinese musicians decide which parts they

wanted to play?

The reason for the fact that master Wu Mengfei ostensibly did not play the famous major motif
could be that this particular part was never recorded, which clearly distinguishes Chinese culture from
western culture.

Today we can still see this phenomenon not only in the music score of the modern performance
versions but also in the performance. For example, at the end of the music score Shi Mian Mai Fu
(Ambush on All Sides), Pudong School Master Lin Shicheng wrote a note which mentioned that
the parts of the piece that the master chose to play depend on how much time he has and where he
performs this piece. He wrote that in some cases if the performer does not have much time, he should
play the part ,,beat the drum* just once instead of three times, the part ,,blow the horn* once or twice
instead of three times, and that the part of the “U river” and “the sound of drum and horn” can be
omitted. In 1989, Lin Yinzhi, in his book An Anthology of Various Editions of the Ancient Pipa Piece
‘Ambush from All Sides’, also expressed the same opinion.

The same situation can also be found in recordings; some recordings write an extra note stating,
for example, that this is the version of “the whole piece” of the Shi Mian Mai Fu.

In contrast, in western classical music the musician cannot ommit the musical score himself. For
instance, if the musician plays a Beethoven Sonata, and decides to omit one part, we would normally
say “he played it wrong or he forgot the music score”.

Although not a lot is known about the recordings used in this study as such, this distinction is
highly significant as in traditional Chinese music it is the musician’s decision which part of a piece
is performed at a particular function, while the western musician is bound to and by the respective

musical score.
4.1.4 The poor quality of the old recordings

The old recordings are often blurred by static noise, which greatly disturbs any sound analysis

as it produces additional noise lines. Often, some of the fundamental tones as well as other notes
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are missing, which makes an analysis rather difficult, sometimes to the point of rendering the whole
analysis useless. However, old recordings are still very useful for reproducing most of the original

sound.

5. Description of the Pipa techniques which were used in this study

Right Hand

Tan: The nail of the index finger strikes a single string using a down stroke from right to left.

Tiao: The nail of the thumb strikes a single string using an up stroke from left to right.

Fen: The nail of the index finger and the nail of the thumb both strike different strings, moving
from inside to outside at the same time.

Lun: The five fingers of the right hand should first be round and then open gradually, beginning
with the index finger, the second, third and fourth fingers and ending with the thumb. The movement
of this technique is very fast and should not be interrupted as its function is to produce and sustain a
long melody.

R1, R2 and R3: Tan+Lun+Tan+Tiao

Left Hand

Yin: the string is pushed up and down, or left to right, by the left hand several times, and the
movement is similar to western vibrato, but not so regular.

La: the string is pushed to the left by the left hand, normally changing the pitch e.g. interval
small second to fourth and then back to the initial note. The effect is similar to western glissando
except for the return to the initial note.

Da: the index finger of the left hand strikes the string, without involving any techniques of the
right hand.

The natural flageolets: the left hand is put softly on the fret, without pressing the fret, which has

a flageolet note and is combined with the right hand Tan or Tiao.

6. Sound analysis of the Wang School

The following figure shows the pitch on its vertical and the passage of time (duration in seconds)
on its horizontal axis.

The broken melody line highlights the complexity of the melody (core and ornamental notes),
while the thick melody line illustrates the trend and direction of the melody line; the black markers

represent the techniques deployed.
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With the help of these melody lines, we can compare the different schools more easily.

6.1 The melody line of the Wang School

Fig.2: Examplel — melody line of the Wang School: Master Wei Zhongle
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"Stair cadence”

Fig.3: “The Moon on High” . Transcription: Tsai, 2010

Techniques: cf. s. section 5
*:Lun  0: The natural flageolets

F: Fen >:Accent
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The three music scores were transcribed in the same key a, which is easier for the comparison of

the music score between three different schools. In the recording the masters tuned their Pipa a half

semitone or one semitone higher than the score.

It is significant that at the end of this example a “stair cadence” (during seconds 32-36) is formed.

The following table first shows the technique V1 to V9 used in Example 1. Then the tuning of

the note is compared to the Equal Temperament Scale (ETS). At the end the acoustic phenomena

of the technique are analyzed, including pitch variation and frequency modulation (e.g. vibrato or

glissando).
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6.2 Sound analysis of the Wang School technique

Table 2: Sound analysis of Examplel

No. Vi V2 V3 V4 V5 Vo6 V7 V8 V9
Technique Yin La Yin Yin Yin+Lun |La La Yin La
Cf. pitch ETS [F41 A4 C*14 c14 [C'5) A™4 in|F4 C4 G"3
40cts “in  |40cts. |40cts. |beginning |tune |in tune |beginning “In”
tune +20cts., “in tune”, |tune
then then 150
“in tune” cts.
Acoustic h.p. h.p. h.p. h.p. h.p. hp. |hp. 1| 1+
phenomena | 14+50 150 1450 +1120 | 1+60 1460 | 1+80 30cts. 100
(Frequency || - 3 0|]+30ct. | |-20 cts. 1-10cts. [ ]Oct. | |Oct. 1+10cts.
Modulation) |cts. cts.
Notes
Abbr:
av.: average - h.p.: highest point
cent: ct.
cents: cts.
V1: several times, like vibrato but irregular
V2: once only, pitch change like glissando
V3: several times, like vibrato but more regular than V1
V4. several times, like vibrato but more regular than V1 and V3
V5: Beginning - strong, intensive; end — weaker, irregular
V6: once only, pitch change, like glissando
V7: pitch change, accent on second note, like glissando
V8: several times, like vibrato but irregular
V9: once only, pitch change like glissando

The techniques V1-4 and V6-V9 are combined with the right hand technique Tan or Tiao while
V5 is combined with the right hand Lun.

The following figures show on the horizontal axis the time, and on the vertical axis the played
frequency in cents, where 0 corresponds to the base frequency indicated under the horizontal axis. The

played note can be compared to the corresponding frequency on the Equal Temperament Scale (ETS).

V1 Yin V2 La
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h.p.: 1+50]+30ct.
h.p.: 1+50(-30 cts. change half semintone
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V8 Yin V9 La
T+100 4+10cts
+1]30cts. change one semitone

Fig. 4: Techniques of the Wang School

Analysis of the figures of the Yin (V1, V3, V4, V8), La (V2, V6, V7, V9) and
Yin+Lun (V5) techniques:

The Technique V1 Yin: (refer to section 5) The figures of the Technique Yin (V1, V3, V4 and
V8) show a curve starting with little frequency modulation, which is gradually increased and repeated.

The Technique V5 Yin+Lun: the technique of the left hand V5 Yin combined with the right hand
technique Lun (Tremolo). The figure V5 Yin+Lun (left hand) and V5 Lun (right hand) show how
intensively the left hand is used throughout the technique.

The function of the techniques La (refer to section5) (V2, V6, V7 and V9) is to change pitch. The
following figures of La (V2, V6, V7 and V9) show that this change is significant as the curve starts
with a particular frequency (see the figures) or notes (a half semitone or one semitone, revealed in the
respective number of cents) and then starts fluctuating more strongly, which occurs once only before
it returns to the initial note. Compared to the technique of Yin, the La technique has the function of
changing the pitch.

The analysis shows that the technique La changes in more cents than the technique Yin. Through

this technique, La can produce a higher secondary note and thus an ornamental effect, such as g-a-g.

The musical function of the techniques Yin, La and Yin+Lun
It is interesting that as the musical principle, the technique Yin (V3, V4 and V5) is mostly used
with the note C4’ (minor third above the tonic). The curve of the figures V3 is more irregular than V4,

because V3 represents the first beat while V4 merely repeats the important note V3. The reason for the

7  The master played a scale half tone higher than shown in figure 3.
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strong irregularity of V1 (dominant, fifth) is the fact that it is played with the strongly accentuating
technique Yin. With regard to its musical principle, as V1 is the dominant and thus an important note,
Master Wei Zhongle decided to play it with accent, and to use the Yin technique.

In the La technique A4 is used as the tonic (the first note) (V2, V6) and dominant (the fifth note)
(V7) while in the third beat functioning as an ornamental principle. In addition, the V9 La technique
(g-a-g) accentuates the second part and not the first part, which also coincides with the ornamental
principle to stress the tonic A.

The analysis shows how intensive but also how different the techniques Yin (Vibrato) and La
(Glissando) are and how they can be used in different parts of the same piece. For instance, the figure
V1 shows the technique Yin with an accent, and that is the reason why at the beginning of the curve
this note is longer than in the other forms of Yin, and moreover the vibrato is irregular and more
intensive. The technique V5 Yin+Lun (V5 left hand+V5 right hand) show how intensively the master

Wei Zhongle played the techniques Yin and Lun to express the emotion of the music.

7. Sound analysis of the Pudong School

The following figure shows the pitch on its vertical and the passage of time (duration in seconds)
on its horizontal axis.

The broken melody line highlights the complexity of the melody (core and ornamental notes),
while the thick melody line illustrates the trend and direction of the melody line; the black markers

represent the techniques deployed.

7.1 The melody line of the Pudong School

Fig.5: Sample 2, melody line of the Pudong School: Lin Shicheng



72 B 42T 4 =1 2010 F6 A

His e ] 0 w1 v

be R R
[E= St eSS TS R S St
Fig.6: “The Moon on High” of the Pudong School, transcription: Tsai, 2010

Techniques: cf. s. section 5

*: Lun

>: Accent

fis-e, e-g: grace note as ornamental function

La: V1=a-h-a, V2= e-fis-e
7.2 Sound analysis of the Pudong School techniques

The following table first shows the technique V1 to V7 used in Example 2. Then the tuning of
the note is compared to the Equal Temperament Scale (ETS). At the end the acoustic phenomena
of the technique are analyzed, including pitch variation and frequency modulation (e.g. vibrato or

glissando).

Table3: Sound analysis ot the Pudong School techniques

NO. \%! V2 V3 V4 V5 Vo6 \'%

Technique La La Yin+Lun Yin La La Yin

Cf. pitch ETS |A4T E4? A4t G4t A4t E4? 41
+40 cts. 40cts. 60cts. 40cts. 40cts. 40cts. 30cts.

Acoustic h.p. h.p. h.p. h.p. h.p. h.p. N

phenomena | T+60 T+70 140 50 T+140 T+80 30cts.

(Frequency 30 cts. 40 cts. 4-50cts. 4-20 cts. d40cts. 0 ct.

Modulation)

Notes like like like Vibrato | like like like like
Glissando |Glissando |more Vibrato Glissando |Glissando | Vibrato
one time intensive more times

The left hand techniques V1-2 and V4-V7 are combined with the right hand technique Tan or
Tiao, while V3 is combined with the right hand Lun.

The following figures show on the horizontal axis the time, and on the vertical axis the played
frequency in cents, where 0 corresponds to the base frequency indicated under the horizontal axis. The

played note can be compared to the corresponding frequency on the Equal Temperament Scale (ETS).
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Fig. 7: Techniques of the Pudong School

Analysis of the figures of the Yin (V3, V4, V7), La (V1, V2, V5, V6) and
Yin+Lun (V3) techniques:

The Technique V1 Yin (cf. section 5): The figures of the Technique Yin (V3, V4, and V7) show a
curve starting with little frequency modulation, which is gradually increased and repeated.

The function of the techniques La (cf. section 5): (V1, V2, V5 and V6) are to change pitch. The
following figures of La (V1, V2, V5 and V6) show that this change is significant as the curve starts
with a particular frequency (see the figures) or notes (a half semitone or one semitone, revealed in the
respective number of cents) and then starts fluctuating more strongly, which occurs once only before
it returns to the initial note.

The analysis shows how intensive but also how different the techniques Yin (Vibrato) and La
(Glissando) are and how they can be used in different parts of the same piece.

The Technique V3 Yin+Lun: the technique of the left hand V3 Yin combined with the right hand
technique Lun (Tremolo). The figure V3 Yin+Lun (left hand) and V3 Lun (right hand) show how
intensively the master Lin Shicheng played the techniques Yin and Lun to express the emotion of the

music.

The musical function of the techniques Yin, La and Yin+Lun

It is interesting that as the musical principle, in the Yin (V3, V4 and V7) are used with the
different notes A4, G4, C4* (tonic, minor seventh, minor third) and are played on the first and third

8  The master played a scale half tone higher than shown in table 3.
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beats.

In the La techniques (V1, V2, V5 and V6) are used with the notes A4 and E4 as the tonic (the
first note) (V1, V5) and dominant (the fifth note) (V2, V6), while in the third beat almost functioning
as an ornamental principle.

The change of the frequency modulation of V5 is bigger than the other La techniques V1, V2 and
Vo6 (see the table3 and the fig.7), because the musical function of the V5 La is to start a new phrase of

the melody and we can find the same principle in the V6 La too.

Comparing the musical interpretation between the Wang and Pudong Schools

This secession tried to summarize and compare the musical interpretation between the Wang
School and the Pudong School.

The history of the traditional Pipa Schools shows us that the predecessor of the Wang School,
Wang Yuting, was the fourth generation of the Pudong School before he had his own School (Wang
School).

The aim of the comparison was to try to identify this phenomenon in their musical interpretation
and examine how the music principles of both schools stand in a reciprocal relationship with one
another and where continuity, discontinuity, similarity and differences in their music lie, such as how

they embellish the melody line and how they use technique in their musical interpretation.

The following aspects were compared: A. The melody line; B. The technique
used and the musical function.

A. The melody line of the Wang School and Pudong School

The difference lies in the ways the two schools use the technique Yin and La to draw their
melody lines.

The melody line of the Wang School shows us (Samplel, fig.2, fig.3) that it has more small
ornamental notes or small leaps by using more techniques La and Yin than the Pudong School.

By contrast, the melody line of the Pudong School (Sample2, fig.5, fig.6) is straighter, more
direct with more “jump notes”, less use of La and Yin techniques and without any “stair cadence” at
the end.

But still through the thick melody line we can see the major trend; both schools are very similar.
The difference between both schools is that the Wang School used more La and Yin techniques to

draw their melody line, whereas the Pudong School used more “jump notes”, “minor intervals” to

draw their melody line.
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B. The technique used and the musical function
The following table shows the similarity between Sample 1 (Wang School) and Sample 2 (Pudong
School), with regard to e.g. on which beat they use the same techniques in the same notes and the

acoustic phenomena (Frequency Modulation).

Table 4:Comparison between Sample 1 — Wang School and Sample 2 — Pudong School

Sample Wang School 1° Pudong School 2
The same beat 2/3 8/3 9/3 13/3 2/3 8/3 9/3 13/3
The same techniques | V2 A V7 V38 Vi Vs A\ \%
La La La Yin La La La Yin
The same notes A'4 A4 F4 C'4 A4 A4 E4 C4
Frequency modulation | T+50 |[T+60 |[T+80 |T{ T+6040 |T+140 |T+80 [TV
3+30 |10 0 cts. [£30 cts. | cts. 3+40 [0 cts. |+30 cts.
cts. cts. cts.

This comparison shows an interesting phenomenon, i.e. that the techniques La and Yin are used
ornamentally on the third beat.

The difference lies in the ways the two schools use the technique Yin and how they draw their
melody lines.

The acoustic of the measurement, such as the frequency modulation, shows the technique of
the left hand (V5.Yin: Sam.1 Wang: V3.Samp.2 Pudong) as the Pudong master played the Yin (like
Vibrato), La (like Glissando) more intensively than the Wang master.

This acoustic phenomenon reflects the typical style of the Pudong School; my Pudong master
Lin Shicheng master once told me during my private Pipa lecture with him that this intensity effects
Yin and La Vibrato in order to express the emotion of the music and also typical performance style of
the Pudong School.

The comparison shows both Schools also have a greater similarity with each other than with the
Pinghu School discussed below. Through this analysis we can see the influence of the Pudong School
on the Wang School in the way the major thick melody line tends to be similar.

Through this comparison we can see how the masters of both schools were closely related to

each other and how this relationship influenced their musical interpretation.

9 Actually, Samples 1 and 2 use the same notes, it is just that the tuning of Sample 1 is higher than that of Sample 2.
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8. Sound analysis of the Pinghu School

The following figure shows the pitch on its vertical axis and the passage of time (duration in
seconds) on its horizontal axis.

The broken melody line highlights the complexity of the melody (core and ornamental notes),
while the thick melody line illustrates the trend and direction of the melody line; the black markers

represent the techniques deployed.

8.1 The melody line of the Pinghu School

Fig.8: Sample 3 Melody line of the Pinghu School: Yang Shaoyi

Majos

R1

D * F R2 Seutim
bty s mate s AW psles e 2405

1 W1l W2 R3 ¥
;&J JiJJh-‘J 3 #5550 ded J“i‘l‘:;i]i;li-llilall

Fig.9: “The Moon on High” of the Pinghu School, transcription: Tsai, 2010
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Technique: cf. s. session 5

*: Lun

R1, R2 and R3: Tan+Lun+Tan+Tiao

The melody line of the third sample shows that it was performed at a very fast tempo and
with a changed beat (6/4-4/4). Because of the fast tempo there is almost no long note beside the
following notes A, C and G. And also because of the fast tempo these three long notes were used by
the technique of the right hand R1, R2 and R3 (Tan+Lun+Tiao) so that it can be played faster, and to
reduce the use of techniques such as Yin (Vibrato) or La (Glissando).

Compared to Wang School (Samples 1) and Pudong School (Sample 2) this piece has its own
character, for instance with regard to tempo and technique. It is very interesting to see the musical
principle in that the techniques were used on the first, second and third beat.

It is remarkable that in this piece, the master of the Pinghu School used an old instrument, and
due to the smaller number of frets and the different tuning system one can observe a special pitch
and interval such as on beat 6 A and G* (major seventh), which in the Wang School (Samples 1) and
Pudong School (Sample 2) were not used. Such special pitch and intervals give this piece a totally

different character, and today this kind of interpretation is very rare, as is its performance.

8.2 Sound analysis of the Pinghu School techniques
Table 5: sound analysis of the Pinghu School techniques

No. Dal R1 R2 11 Vi V2 R3
Technique Da Tan+Lun+ | Tant+Lun+ Tan La Yin Tan+Lun+
Tan+Tiao | Tan+Tiao Tan+Tiao
Cf. pitch ETS |F4 { A4 C's A'4l-all |A"3T60cts. |C'4 G"4l 40cts.
20 cts. 20 cts. 110 cents 20cts-20cts “in tune”
Frequency MNa30cts. | N430cts. | T+30cts. Special Beginning: | T+30cts | T160cts.
modulation intonation* |-100cts
then rises
1160
RMS Plucked4 |4 periods: |4 periods: irregular |4 periods:
(Amplitude/ |times 1-3:0.4sec. [1-3:0.35sec. Vibrato 1-3:0.35
time) Tan+tLun | Tan+Lun Tan+Lun
3-4:0.27 3-4:0.24 sec. 3-4:0.18
sec. Tan+Tiao Tan+Tiao
Tan+Tiao

The techniques of the R1, R2 and R3 are combination techniques ‘“Tan+Lun+Tan+Tiao”.
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The figure shows the RMS (root mean square) (Amplitude/time) of the R1, R2 and R3, and each
technique is divided into four periods. In the musical principle the first and the third periods are the
most important parts. The computer measurement shows that the first units of the third period are
similar to R2 and R3, as are the third and the fourth periods.

R1 and R2 stay in the same note and are played using the techniques “Tan+Lun+Tan+Tiao”. The

difference of the R3 is that the last tone of the R3 was combined with another note, which is the tonic

and thus an important function of the cadence — “stress the tonic”.

V1 Da (left hand)

= | o.& (o8 | ok (o8] . a . X

TEHE (SED

Exlz dal.rqea barz Exeq = MS.ED Hz

T +30cts.

Intonation (left hand)

*Special intonation (A-G")

100 cents between the notes

V1 Da (right hand)

String was plucked 4 times

Intonation (right hand)

String was plucked 2 times
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R1 (left hand) R1 (right hand)

Tan+Lun+Tan+Tiao

Era ! i ! i

+30cts.
H 4 periods:

1-3:0.4 sec.: Tan+Lun; 3-4:0.27sec: Tan+Tiao
Fig. 10: Techniques of the Pinghu School

Table 6: Comparison between ETS and the scales used by the individual Pipa Schools in Samples

1,2 and 3
Examples ETS B.1 B.2 B.3
School Wang Pudong Pinhu
Master Wei Zhongle Lin Shicheng Yang Shaoyi
(1909-1998)  [(1922-2006) | (1913-1974)
Tonic 0 ct. b-minor a-minor b-minor
a Oct Oct. Oct.
Major second | 200cts. X X 160-220cts
(b)
Minor third 300cts, 1500cts. 280-320cts.; 300cts.; 270-330cts.;
c 1480cts. 1480-1500cts. *(1520-1560cts.)
not sure!!!
Cuz. Noise of the recording
Perfect fourth | 500cts 480cts. 500cts. 460-560cts.
d
Perfect fifth 700cts 680-700cts. 700cts. 680-760cts.
e
Minor sixth 900cts 890cts. 880cts. X
(®
Minor seventh |-200cts, 1000cts |[200-220cts.; |-200cts; -180cts.;
g 980cts. 1000-1020cts. |960-1050cts.
Major seventh | 1100cts. X X 1100cts.
G sharp
Octave 1200cts. 1180cts. 1200cts. 1170-1230cts.
a
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The above table shows the comparison between ETS and the scale used by each of the Pipa
Schools (Samples 1, 2 and 3) according to the computer measurement.

The deviation occurs through the change of pitch, using the techniques La (Glissando) and Yin
(Vibrato).

The piece “The Moon on High” is based on the Chinese pentatonic scale “Yu key” (a-c-d-e-g-a).
Normally the notes f and h are used just very shortly as ornaments.

Instead of using the note b, both the Wang School and the Pudong School used the note f shortly
as ornamental notes. By contrast, the masters of the Pinghu School used the note b instead of the note f.

The above table also shows how each master used his own ornamental principle, e.g. the master
of the Wang School (Sample 1) and the master of the Pudong School (Sample 2) used a minor second
and major seventh as an ornamental note.

By contrast, the master of the Pinhug School used a major second and a major seventh but he did
not use the minor sixth as an ornamental note.

The similarity between the three schools is that they all used the minor seventh as an
embellishment.

With the help of the above table and the biography of the masters, we can also define the age of
these three recordings: Sample 3 is the oldest recording, while Sample 2 is the youngest.

We have no information on the recordings but the table offers us further musical information,
such as the fact that the old Pipa used a different interval and tuning system. Further, the table shows
how the cents variation changed in the interval through different techniques played by old and modern

Pipa. In Sample 2 the tuning system of the modern Pipa is similar to the ETS system.

9. Conclusion

A comparison of the above recordings reveals not only the interpretations by the different schools
but also how the same technique was used in the same note, e.g. how intensively the techniques Yin
or La could be played in the same note and through which musical function.

We can also determine how each master decided which ornamental note, which interval, which
technique and which beat to use.

Their similarity in the musical interpretation, as well as the techniques they have in common,
proves the strong link between the Wang and Pudong Schools, while the Pinghu School is less
influenced by the others, and Master Yang Shaoyi provided a new definition of the tempo (fast tempo)
for the civil style of the Pipa.

*In grateful memory of the masters Lin Shicheng ¥ of the Pudong School and Ji
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Yongbin #T7Kk/&. With special thanks to Pipa Prof. Zhang Qiang 555 of the central conservatory in
Beijing, Dr. John Heath and Dr. Sandra Carral for their support and to Elisabeth Miiller-Lipold for
proofreading this paper.
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A Comparative Study of Voice (1971) and Air (1995)
for Flute Solo by the Japanese Composer Toru
Takemitsu (1930-1996)

CHEN Hui-Mei

Assistant Professor, Taipei Municipal University of Education

Post-Doctoral Researcher, National Chiao Tung University

Abstract

In his early age, Toru Takemitsu (1930-1996), the leading Japanese composer of the 20™ century,
composed many pieces using the avant-garde technique as shared by his contemporary Western
colleagues. However, his musical style becomes more and more “conservative” in his late years. His
last work, Air (1995) for flute solo, shows a great difference with his early piece Voice (1971) for the
same instrument. I shall trace the evolution of Takemitsu’s musical ideas through a comparative study

of these two pieces.

Keywords: Takemitsu, Japanese composer, flute solo, Voice, Air.
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HiH - BEEGEER Toward the Sea II ( ({TEREEZ ) ) » 19828 faH & KRG E =
EWNELLEER Rain Coming ( (NZFEER) ) @ 1982F /G RE ~ B » HZHEE Rain
Spell ( {NZGL3L) )+ 1987446 K HHEE S4B/ I Hear the Water Dreaming ( ( EEERIK

11 Peter Burt. 2001. The Music of Toru Takemitsu. Cambridge, MA : Cambridge University Press, p. 1-3.
12 BRI HRSCRE LSO (20858785 2008 ¢ 7-15 » #EZKFEE 2008 < 11-16) ] B a iy & 4 mUAs o5 BB R
FAFMAFER T BEIASO L B R R S
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ZEEY ) 19884 TS R BB EEY Toward the Sea Il ( {1ERKIBELZ=) ) » 19894 EL
2=/ Itinerant - In Memory of Isamu Noguchi ( (fRA—BEFOE) ) - 192FEFES &
REHEE And then I knew ‘twas Wind ( (JARTALERZE) ) - DAREMATENRE—
EEMm— 199545 R ERZEN dir ( (HhFR) ) H%E -

IR A 3 HIKE » 1959-604FE 45 H R /Y Masque ( (EHE) ) BER2EMEEIERE
— R o BRI AEEER TEW AL R1950FEMRRY - BIE T —EREEEH
ARG AT S BB ES 0 — T EME B Requiem for string orchestra  (f&
s sEERy (Zsiih) - FIR19574) sERRIIEM o (Lsiifh) FREscE RERP T2
b B Q7K AT - W B B AR A A+ 1 I AT B B A AR SR 2 fhs R R
[~ #ss ~ R EE BN -

HEOR— R BEHE196T4EHY November Steps & il 2 B (T A0 H A 5 S8R
HERIEHCHSAIEFRER  HEE LER19S8FBE " 508, iEERLISK - HIEMHIIE
RE—11958EEBRIANY Le Son Calligraphie” ( (FiEZ#) ) siE 2 Masque ( (EE) ) —t
A]F HY BT A 02 R T LB G B L B AE RO - DU ZER R E S S A F R ER -
HEf % B O RS fRzn B o] B H IR © " Masque ( (EHE) ) E{FEHEFR e
" o MICRE ARG B LA, - SRR HIREIARRE o o T MasquelEiEDAFEBHA T iE&
KR - EFERFFERAE 2 —BNERNTT & 0 1F 5 rE & E R R SR
SERTE » PAOne-By-One (—¥f—) (IEfi%E - B HEE - | "

S 1960-1976F B/ B MR (F /Y 26 ZRFHHRYES - B Ring ( (E) )
Sacrifice ( {BKE) ) ~ Eucalypts I ( GHAINFIEI) )~ Eucalypts I ( CHIOFEIIT) )
Voice ( (%) ) Hl Bryce ( {AZcHr) ) #ZBIVE(EEF AR S « 2N 960 (X 75
HIEE A S —BIASE A Ring ( (B2) ) 1 Sacrifice ( (M) ) —MFFREE « S
JEFrE S IVEEEs - H TR HEN SR - (B E FERZEHR (pointillist style) - ##Z58d
ZENI A BRI TER THA (Anton Webern, 1883-1945) HYRZEEZ SN » Lt ZH1HF
%% (Pierre Boulez * AJiA19254F ) EHEBETEELMN (X .28E) (Le marteau sans maitre > 1953-
55)THIRRE o BERFRIE IR E S P IR TR BRI E R T - HATEREE S 2008 & -
& Ring ( (BR) ) FELEEAH THEIVRCEEE o 8 TS0 oice HIGLEREFIEZR ERYR FRH » ATLA

13 BRI RERGIZ S E ) (Zaiil) - EAE ZHE MR LSO REFI AT © Miyamoto, Kenjiro. 1996.
Klag im Osten Klang im Westen. Der Komponist Toru Takemitsu und die Rezeption europdischer Musik in Japan.
Saarbriicken.

14 #5/(E5E44850Y Le Son Calligraphié I 1 Le Son Calligraphié II {EFA 19584 » Le Son Calligraphié III {EA 1960
55'5 o

15 JFAHIRESE RIRSA I - FEAME LA R IR - Bk "2, -

16 Bl - LP - SJX1002 4ehfifah - REAE 8 (BUSROMEihEGE &£ FREE--7 v — MERD ST &
LT o (HEZ Vb— Mpmail) 1997/No. 142 » H37 » 7 »

17 HEIZEHIES (EEAVRET ) FHERE 15855 ARené CharfFFa)AH GRGHT - HE LA - SRR R
I RME s AT REE AR  hERE  ORIUARE - #E - Ml PEEEITEREE - FIEHE
FAZEERTE S o Poh DA S S LAY i -
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HHREEE T Voice JBHE P HARVAIMER B - B th 2 et s B 1 - PE T RT#RGEmH
A ER AR - BIIPLERE N B A LR e — 21196645 R\ EEER) Eclipse ( (&) )
—[FIRF HHFR AR A S 4 rh - SERRAYE 2R A TR BAIMES © BIA01962 445 22 5 B Bl 7%
YLEI) Coral Island ( (ERHE) ) - FadlEr BUE EEEIH Are (BL) (19635551 - 19644F
BER) 0 LUK 19674E/] November Steps ( (-+— FRIERE) ) 55 -

19704 HHEALAR - BUEEEIE T —2R5ILL Tk, ~ T2, BEEES  LEERE
HIESLAER » Toward the Sea ( {1¥K¥8E) ~ Rain Coming ( {N.ZKEER) )~ Rain Spell ( (M
ZYESL) )~ I Hear the Water Dreaming ( (FREER/KZ22) ) HEHBRERERY] - FE L
SREMPVBIESRE - Tk, TE ) I ELE MR AIE P E IR E RN o 35 (H
REHARIERY S —(EEER M 52 "2, (Sea of tonality ) ° 7£ Toward the Sea ( (1%
RIFZ) B BIEifgRT - RNAEE - TEEEHER  AE AT B (fE52
BEE A Es - ARSEFEFR) » EFMAGE =HE - Wil 2SR FRISEA @ 21 EEE
B - | "SEA » thEbBE-E-ABEEE T — /N ED R —@5E 2 U EERY TENE)
o HRWRSGENEFEEENER” ARMETSLgEHEDEE : TEE%E
HELEFTE SR — S IR “HRIEZW  (Sea of tonality) HIES « 4 *'{ERain
Coming ( {WNZFEER) ) L - thiz2®] T "3k, - BOmAmEEn "3, -
P ERE ERVIIES A R TR, R N E S R R B G R ER LR
FE L FEEMMERE T MR ERD T2 (pan-tonal ) FIERERE™ - & ARG
Ry Tk RYITEEAIERGE A "Rk IR - 2 — e o B R
HORNR RE S A R B B M RS AT (Burt 2001 @ 175) o BRIV FRERVRE M B 72 1Y
HAETERBIERIZN » EiE— R B KAHBR(E SR Bty T EAME 2 ) Gl B B YRR

B -
2~ i RS RZ2Hh Voice

— ~ Voice MAITETE 5t

1970 FE R RHEFREZHE (Aurele Nicolet * 421926) » #EEHEFZEF
(Heinz Holliger » #£21939) DINEZEZ E&khi - EF#E (Ursula Holliger ) B{F I'fa &
B S - BEEEGLEEN Eucalypts I ( QHIIFIEIT) ) - 1971 S THHRE - &

18 EE AT K AU K AT B W 2 1960 HIREHT & S4(E il Water Music ( {FkoDHl) (kZzdh) ) -

19 HFfEl » FOCD3255/Digital, 1989 ; alto flute : Pierre-Yves Artaud, guitar : Norio Sato.

20 BE(EFFEMAYZEIE (Burt 2001) S — RV FERIE S HI TEREIE . Zdh BTSSR
HFE2 A K PE2008 FRE LG R B AR TR EhES | B T I  ARESERRIL LS R AT 0 FERIE
SIS =H oy

21 RFER 198345 H21 HHFEHF/INRIE « BE S Ayako Shinozakif B 5T B 4427 244 ( Tokyo Philharmony
Orchestra) fEH GUEH Toward the Sea II ( {{F KR ) IFHFL4ZEIHE (Ohtake 1993 : 28, note 41 )

22 FUEOKPEERSCE A T AR E S EAS -
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B8 BEW Eucalypts 11 ( CGHINFIRIT) ) - SEHES B RIE 200 F R F F B
(Burt 2001 : 133) ; #5REREARIERIE E 19715/ Voice - REABNGIE (LR AATAY
Voice » fA19714£6 H9H SLHEF 1% (Ryu Noguchi ) 7FH AR E#H » 4432 HHE 2 Salabert AR

TEdhZ B AR E F#55 AMECEE (Shuzo Takiguchi, 1930-1979) (FfENE)
( Handmade Proverbs ) HH7a]5 [#EEEEM(F - BIE L HFT R AR - BOBEER
FA O BRI SEEE ERT I E HANRE SRR - HRiEEE EE
i g . "ERLE ) CHREEOEENIE TR « sURETET S e i s [
TR A -

1E Voice g1 > {FHIZALAZBE IR AR H SRR 4] -

"REDN? FTIEAMES A B L

M2 FF A LSO -

" Qui va I ? Qui que tu sois, parle transparence ! |

BB SNEE

"'Who goes there? Speak, transparence, whoever you are! |

HRSGE AP ERR RSO o 2R 2 SaR B - B |

TSR A A ] R RSl o PRI R RE 2 EER (R 2R - JeERE
FEHEE L

B 1S AR RSB S S B - A H SUR SR AR L - BREEETAE - (Rt a4
AR AT A i E SRS -

.~ Voice WL i

Voice HI%EEE RIESE —(T/A RS E LS » IRt Z Mo —1T 8BRS0 M (L (T Y3 R AR
iC o TERFE A HEIG IR L FIRENE™ » RS DS E AR S F/INETRR - AT E R/ N
BT RIHHE - EHEBEAIRKI4-55 o BERE R BB R H B RIS R E - R
FAFIEHF 2 BB (Luciano Berio, 1925-2003 ) FEMIRY Sequenza I (fEFY1958)F L L5 FHE
MERCRRE (BRAEE 2008 : 43) - (HEREHE 19520 — ek 2 Mgl E 5 — R —5E 1
HI—EHZE S, La Pause ininterrompue®® ( Uninterrupted Rest » (BRI IE) ) of - BB
RS R/ NERR A S 7E 72K - T B sl T A R BRI B R - ROE B T ELBIEd R |

23 195 1FERRETAEL S B — (Joji Yuasa, 42121929) SFRMFIIZ - IR RIEBMEBI A AMENI T " HET
/51 (Jikken Kobo, Experimental Workshop) * 7EJ#3%/2 1950 H AR A2 A9 EiTERE T - it
i (Olivier Messiaen, 1908-1992) % it & R IFHF I FTENFERIH AL -

24 TELBIRCESE ) (proportional notation) BY " ZEZ[HECEEE L (space notation) + — J7THI RS EREARLES TP A/ INERT
fo SRECBREEETHEIERNE S - — AEEEE S EREL A G ER IR A S HEE - 2L
BT L2 L FIRE T E -

25 FES ARG © BUEVE © 20084 - (IEHRERAMERE H AEMFRBEHRIREBERH Mei) -~ B 28
BT REEHLER - (2007 TIWRITHM-E SR ) BB RRSCI AT e R 8E) 0 H 3753

26 BUREE—4EEE o 1959LENEENN T 55 YA = 44EE - SRR -
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B T ZefERCRE ) 3 BRTAEE Voice » DURH A& REHIGEHEAN Bryce ( (AA%EHT) ) B Rain
Spell ( (FHZHSL) ) ZHh - BHEI9T6FEAREEE  BEHITRIGRNT Waves ( (BR) ) F
HAthgedh -

£ Voice ZEFEHIEAE TR - GV — R G AR Z= I (E IR wo JEL - DABE R s
FE o NEERTHRT - FlEEAEREE]FER - Rimfll - ENRERRHE O/
EZEFETOREECRE - 2 RIMETEE © A)—REE  BT#EDE - ORIRICRIVEZE - D)E
R - KA RSRSCR AR R B EORIEE & TR0 E -

FEEZEAIRLRE T - BN iR £ 225 {22 Bruno Bartolozzi (1911-1980 » AR
TEMIZR - AR E BT EEES) AR New Sounds for Woodwinds ( Oxford University
Press, 1967, London ) i& A XHVE LG REE LGN —F » R EHPAHEENZ EE
(multiphonic)Z % ° Bartolozzi 7E 8 5 448 FAThHgE KAV Z B E 2% - (EE R AlER 2 fan 4
HIENER - 19584 H B Sequenza I — i thEHBLERRAVEE - 5 HARSHCERES A
e A

Voice 58 B4 RIS T IRIEZE - B T4l BAAG Z AR H A IR 2
b LS T TRERRIEEIRCE - AR TR BRI S EE R -

26 1 B FREIILEH Voicel )55 52-53/)\8f1 » ©1988 by Editions Salabert, Paris.

fa 0 ite
o AR
o
oS o
flatk. = .t',._. : T;.f L_/,A--"’"’
2 shoul fcrer
,'--/’—-_h‘ hﬁ da da da 9rowl t
- T ke te fo vy Y

s - R
,:F f=f==ff o 3

REPII R ATEUREY PR T 2 EFEIE I - B BREEELERE sforzando F5EH
> ZEEIRF#EHH da da AYSALEE - BUEEWRZS DROE S RERT SR R 28 Mg SEERRR G
i E QBB SESRATE RIS © 1F VoicelV4438 iR & NENRIELINIRE - T E{EF
BN ; FEHCRESER - 6% EGTORR - fi%k  NE - TEES - SlE%
iR 2 S E B - Rt RS T ERA N -



96

=~ Voice [ZR R BL Rl AR

R E=H : IR ESAE AT - BTAENE  B=HE 0T - eI /N
A TENET - ERREARIRIERT - RS EREE A T RENZE WA
PO RATVR - AR i B -

1 BimiELEl voice BB E >

BUEH 2T F+ 8 2010 6 A

sois, parle ! Qui que
tu sois, Qui va la ?
Qui que tu sois, parle
transparence !

B RATER | BB RS | SR ¢ 27N | BIURL ¢ (eS| IR  fEF6SEIS
7 (EB1EEE 107N | EI5E26/ 1N T BTEI5545/ N6 F5E 647N 85/

&)

—BAEBLE A | VAR A - fEREGER A Qui| EEFEESU/NFEHEXFA Who
6] Quivala? va 1d ? Qui que tu|fi"§ lldadada |goes there? Speak

transparence, whoever
you are!

S 2: RIREIIISEHE Voice FEE 17N » ©1988 by Editions Salabert, Paris.

4 _5sec.

la?

hg

TR RIAR R EE I - WA DUERAKRE T S - R BB UM (R _EEREe)

2) BSCHIBI=(EEB-C-CE Ltk - BHEZIEY N T IYHE &G -D-D - F&TE

=R

/NEEIER A/ NI (e

IR S

CEER2

DE|GEZMIIEFRT CZEAEMIE) - HB5/NEEIHE 10/ EHZ

EMEFRITHORE (EDHEIAT ) - HMHLE—BAIM R R AE « —(EEB"-C"-CH
G"-D-D"-FiE iR E IS - B—EEEHE M EHFEETT - S REET B T ESAHEAR

PR DUV R E RS i2AE R - DUCEERITR S I EE (75

pI3) -
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Rl 3 0 EONTEATSERR Voice 251-10/ NS S (T REE] - PREEVES -

Bar 1. Bar 2. . ] )
= Bar 3. Bar 4. Bar 5~10
[ ~

!a [ | [ |
1 1 | — f_ 1 i 1 |
b} L% = T P e - ! N
i | . 1 | T} F* = P 1 il [ ]
LT L — el oy -
L2 :Ia 0 — I ' o e —

B2/ NEEI 4/ NET ] B ROZ TEDEIG S WY VU H 2 2 R R & B 1T 5 &8 3/NETRIC
T MIEHRANF SRR RNIUEN SR  ECH e E T DEIG F A i F iR T
_ﬁth °

5 B th ] B EGE s AR E11-12/0N889C" - D~ G* - DA - WTEE
D-G'MIUE S - DURCES T (12 NED E R 14/ NG 5 L1787 » 8
BBV NI LR - (8 NERFBEIGEE] N —/NTIDE - BEE 18/ N ik — (&= B
Ih o ED-FE E17%E%E) -

H AR 4425 = KB — B (Kenjiro Miyamoto) S #E AU E 1355 (Miyamoto 1996 » R HTH
F9E13) HE RO R R AR S SRR - WWEH ARSI .28 - EZENE
WPl TR RIE R o AR BB EER (119975120004 ) EIERE IR EERT
BRI (R ROE B S SRR » Horpi % =1 (19994F No. 150 B 152 » 20004F No. 158) &H
B Voice HIRTER » TESX LA FIEEF A T I EH A & S A% - RIS R R LB 0 A
B -

[EE AR ST - (EAEBLER Y Voice Z2HHAIRARS : 1)EEWMOS EHEEHRIVET 5 2)
DGR S ORI SRR A - B e i Lt R SR - (Hh0 B - 8 (HEESEEED
FEEZE ) sz 8L - ] DUE GBI — RS AL | 3)fH &L FE B S AL - 1F
HISE RS - FAEEEERE 4B SRS R ERE LEAT - fEHE =
BE - S)iFa LA b3) » HRHEG A - HELT R » BEA LR E AR )EL)ERiE R - v
EA AR R HE AN R o BERFA BT LR B & =A% - AT DA B (R i R A RIS E
HEA - ERIHEH AR T S RSEAEREE - REEER - 2ORZ BRI SR
51 M EREETET SHR%ERT -

Y ~ Voice Hir) i

HEARRTIE F 2R LS SRR Voice HIZRME - ANt A AGT R HL IR S AR IE A 1 v
ZHRCENFEET - ENEZEA - In-Sung Kimgh £ @R 2754 F15 it Dana Richard
WilsonfJaw 3" fHH T Voice M5 il MR IRAE BB e F it &b » ME &S
WEEDDIERAY AT o 7 T 2B (multiphonic) ~ /THAMI(EZ B & 2 HRVE S

27 Wilson, Dana Richard. 1982. The Role of Texture in Selected Works of Toru Takemitsu. Ph. D. dissertation, Eastman
School of Music, University of Rochester, p. 226-7.
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(tremoli) ~ EFEE (trill) PAK1/4EF5E - 1 HHRERZ A A BartolozzifE EH 71 Y

ZEERYE > RSN EEEIEN TS SRR R E ZERMIAL -
(Kim 2004: 54) -

BB N RN AR - RBTE Voice 5B E4EMT - HIAEKE T T PR A 8
20 RS AR N2 EEE - hirEEE - HEREHE T L EREE
ATLAA pitch-class BUFPFIRYE A T2 - BB 2N T BRSO ) MAERE S EHM&
() o “RKERBAIERISL - S 705545 (Karlheinz Stockhausen, 1928-2007) Eilff %134 % A4
Bz~ NE > BOETE - WS LA LR Ed 75 [EREE - SR REFIIL
HAR TR A1 75 07 B 25 B E AR il ST — BV - BRI O 7 B AR Fe 31 SR AR B (i
FH o RS SRS 2 R E RS2 - 352 S i DL R B A S T A
B - IR DA R R (A S5 A4 H A2 R IRE - (Yoko Narazaki) - gh¥i & 44 HhiY
W EE LGRS (RBEEH) -

A5l - B HACT S SR E AN - Voice SE %S » BB BRI E B
G TR RMAEER TEER NEREEY - A TEANFEEN - lRZES
EFTHEE SRR LEEY TBE, - B RMIDUSHE] - 2K Voice EHFT
5 © Voice MERBEBRFEMBEHRMBHNEE ", — "5y ) EREIGEEE "R
HEE  BEMEEESEMEHISE "B BT Y o ARERHE - 3 & A E A
"EE o MECHE TR ASSE ST SEVCER HAERAE T, BUGEIE B
WOBIEFF RS - BERBI—IRGEERIEZRE - H Voice RTDIGRA&THIZE T RES(ESE%EH A
BATRER NS EE Y - BE T —(@Ha 2 EnEE IR -

B~ sl R s 22 ih Air

— ~ Air W AET stELE0EE

M Voice —#% » RHEBZEH Air Z2ERAGETIZE ¢ Heih 2 e T BbE R H A
HIE- 4 HATESHY © dir SRR 19955 » 4438 R 1996 4F-H1 H A<Schott HiRR © 199641 H28H
FfERTZR— (Yasukazu Uemura) fERG TR OberwillZE & E @ M H AR & 5 19964F2
H29H H/NRE (Hiroshi Koizumi ) fAE RS 26 Wz -

Air EFELRNE - £ E S > 8t EE - DESSAIEEPHENET - RiiEE Y
H: BRTEZHA/UT  HI=E8E LT AT/ ENE - HEEE RIS H
=54 » %438 FEBARYEB R R T (EEE RRYEZIFERIE AT » 40 Robert Aitken
ZZHICDARA 56709 1Ml Nicolet EZEAICDRRA 38721 ) -

BEHRRREA I EBE R EHAVR - BIESRE - 458 E TS GIE T RO B A -
nv. = NEREE - cov. = IENE - BEECIRINALE TEEERTEA/1E - D ERREZE -
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PEER HIRIVEE - EFZE » fEF (Flatterzung) 78 28R A LUK T BOR & RS SLE R HIHL
vy Al - At - dir FERCREEIEZE T - e ARSR TER, -

T2~ Air BZRHE

PMERFCFRENESRE - HHE Voice 2K » Air FIZRREEFIRBIEE M T, - AVEEX
LAERRZ SRR (FERL R R NRRY IR IE) A ME R B BE 2%

% 2 : iR E =

RIS/ R
PHEH R -

R=E) » Z&r#
B -

BBy S VEIE | 4 B  HEER3E [ A8 IR : (EARSSE AL | (EAS0E]

22/ H37/M EIEIESONG | E79/M 508/

SRR (/NG | 765522/ N 2/4F | 16 553 7/INET 2/ 4961 | 4658 54/ INE2 /4 471 |32 B K04 PRI

SRR |2 IR - DU B2 kbR o DL | B0 ki - B |7 - (LR A/D

5 - 53/ N R BT | 553 /BRI B B A | B DA (RN | B R DL 2
BRE - BB - RS | £ (BB T | B RIEETIEY

FEREFEE (EREE
JUNETD - iR
BB/ NETATE
e W17 /BT 5E
Ext

e ERACE - SR IE R % e 2MFERYAEN - ERR TR LRI ERR TR
JER—EE - ERBORAMEESS - FE ERMAGAIERRERE = EAERE - £ KA
BREB=EUEB (B BB ) - RIS TR TR B TR AR
WRIBRRA - AT AT ERGEABA =Bels © IV (FEPI4) BRdiryTEsnk By
Leh A DUE SRR S R -

FLH 4 0 BFEEISEED Air B9EE1-7/NEfT © ©1966 by Schott Japan Company Ltd » BEEJEE
% o
Air
for flute Toru Tukemitsu
Fluse éikﬁl ..-:;_:#J;]; !IJ ﬂ. r#j: i
- R e " PR
i.|.: Te: mpao
‘- i e
E s=—rizc=c
Y P=— g f=—ms:
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AN EE 5 RS - 2B — BRI TR EEE2A » AT RIREEIA® » F2e X (a2
A RIRES15/NETZ 3/ NI FF R » BB 16/ NEfE B0 2/ NER B B L - BB 173152 1/ NER Al 50 &
2B 6/ N IR » FTDAZE — BB RGR(E/ NIABAZEHEG - 2 AR/ NEIDAA S
BlG - ETEIG R NEIFIA - DLESSETH A EL AR (shape) 2RE » ATBRUE—(E%44] -
REUE/ NI L - (e - HE WS/ © FIaIFEHI4rR 284/ NET R 55 6/NEf
E-D"-C-ASEFES4H PN BT TR - & AR EA S L8RS A FUR B VN ES R ZIE
BRI/ UEME a5 ] 30wl DU B /N /NETE [BEEA 8AkE - DORRE D7 20m B
BBl A LR R A

BT EEREAT - UETLEREE —BTEEY - MEBENETEER T AREE
FHN - BREE YA S B RES » B TR NMEFETRHEE - M HATHH
HYR BRI G - R LS — R R E B A - AIDIERAE B2 LE © A0ETE - 7E19704
ARBALE » ECRIEAO PR S W s A A MR RO - IR EETESLRE » FE19814F Toward the
Sea HEICWERERIUE(EER - MiFrEEny "k, - PREERY - RIDURSEHTE MR B
BT BEE R O FR R - BRI LA TR BIRBRIER - IR E RS
£ IR 4L A R AR T RGBT 20 Rain Tree ( (RNMS) - 1981) -
A Way a Lone ( {#81T) > 1981) > Rain Coming ( (F.Z[EER) - 1982)%F » HP5RFIHIAE AL
BED KGRI~ L 5 1 Far Calls. Coming, far! ( GEWIMEUFEDH ) » 1980) * Orin and
Pleiades! ( (8P EEUEAE R ELT 2 E) - 1984) » Twill by Twilight- in Memory of Morton
Feldman ( {fiOERH—iC B ES ) - 1988)E 4 String Around Autumn ( {BEEEZTKRA—IR
i) 0 1989 FLMAERECERIII - B EFRVESEM (Burt 2001) ° BLERKE » 4ir 1Y
FEERAT » EEXEFAL GRS 4EEE S IR BERRIE Toward the Sea DIZRHIRERNR
f&z o R E R AR SRR -

P TT HAKEIZRHTEE » 19505221960 A FTAY B A an » K25 DL R FE(E
B Ryl SR BRBHELAS R AT R A - Wl 2GR —RAIUERYIE R - 19575554554
SEEy (LB Fib o RSP NI R 2 2 L A HIABA” » BB Z AR 5 1
TEH 2 R FHE S - FIRZH EEEEL SR - TPEAIPRIIE L - (ERZME SRS
FEEREET AT DLT ARE] » BRSNS - FTAER A R At A E 8
ARFHERE IR E - EM R - e NS H A NS R EF a2 " P
Ry, * WMt B MR B E RN SRR T B RERNE R - T 4ir 9
A PR HIREN - XATEMGZABAHIPR - BRI ZEHERER - FrLL - dir 72
WA TENAE T HA NSRS S0 AR -

28 B - 1987 0 (HAR) - (ELH) c HE p.34-
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fh ~ Voice 81 Air YA H B G %
RS G4y H A B b B 4897055 - nJ DM IR S AIa ket am > SR FEER
HHREAFEES:: —JR2EEE —HE "F H 3O, BlE -

— ~ FHZEL

HitiR&EFIF (Kazuo Fukushima * 2E219304F ) BER1962FERIRH BER Mei ( () )
Dk - fEfR R ER R F - HAREMZE M2 LA EER IR ER - fEEEEY i
R D R G A SR TR P R R b B S AR P P AR i R e i B2 A
WeFFRE T (FIANAE H A EF S R\ EEEEE YRR RER SR T BEER
[ = MR S S A RIEEAERE EE) - WIEUHTEM T - BRI SRS Rk
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35 HEBEWREREL © A Ivanka Stoianova. 1985. “ Luciano Berio — Chemins en musique.” La Revue musicale n°® 375-77,
Paris : Richard Masse, p. 400.
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BORMAUE R T8 AV R - MRS G SR —i% - AT DABEE Y B B BN [E ST
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T N W SE 2 AN [RI s Y S - RIS & 2] - AR Bl TR B TP ) iR
BEOERU B EESRIEERY  BEE%EE Alain Poirier FEZ(ERIDL T8 1, B9AE
BT RIS - fE—RIB RIS T - BB Toward the Sea ( (1EKIFZE) )—Hh -
RIEAERR T T IBAYENEE ) 2% - WIHEIE © TS THER EREIRA RS - BT
LRSS ERNE - BE THRAYL - AERATLINEE - FRAFIRBEA fi e — s SRR R 88 -
TEMERTE .2 BRI o
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36 524 J. Peter Burkholder, Donald Jay Grout¥iClaude V. Palisca® 3.2 4 History of Western Music (eighth edition),
2009, New York, Norton, E 836-838°5 FiStravinstky&dNeotonality ( " el , ) BUETER -

37 Alain Poirier. 1996. Toru Takemitsu. Paris : Michel de Maule.

38 CDfE# : (BANRIEIRARHAT7 L— NFHEDOFEMH) - DENON/COCO-80448 » H7
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On Musical Genres, Forms and Architectonics

TSENG Hannpey

Professor, Graduate Institute of Art Studies, National Central University

Professor, Department of Music, Taipei National University of the Arts

Abstract

Musical genres and forms differentiate one another in their concepts and characteristics, but
they are also interrelated. Musical forms may be helpful by describing the feature of a musical genre,
and musical genres can provide musical forms the needed works from various epochs and types for
concrete verifying the theories of forms. The theoretical character of musical form is strong, hence it’s
apt to neglect the historical background and the status of development of times, therefore inadequate
or even biased. Some music like canon, fugue and variations are either musical forms or genres, they
must be clarified in understanding of cognitive. Between musical form and musical genre exists a
notable level of formal structure, it’s the architectonics. To establish the concept of architectonics in
music theory is the main focus of this article, including its meaning, characteristics, selection, change
and constancy, and a preliminary study about category. In conclusion, the two statements about the
form of the first movement of concerto in the classical period are especially cited as examples for
interpretation, that the consideration of characteristics of musical genres for finding out the correct

and rational view of a musical form is proper and worthy.

Keywords: musical genres, musical forms, musical architectonics.
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amltthiR% - LM AEAZEEARERARRVNRR - M H T 8EE |, fRERBE
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'77.".[:‘; B
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SR s fHil4ICar]l Dahlhaus.1974.“Was ist eine musikalische Gattung? ”, in: Neue Zeitschrift fiir Musik, CXXXV/10,
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4 /AR E LA HZE T ) BREEAFEE - ERHEBEGREE A ST T RS ) BEE
H o 411782~ 1793 fEHeinrich Christoph Koch (1749~1816) FY=1{} ({ERHTET[) (Versuch einer Anleitung zur
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PHEH » RE2 ~ BAG B 22 Tl A0 5% Ml Ry R -

BE - BENEZAR - R THEBNEAERREZS  BHE A ERANE R
2 ZMARERZHAENLE —EE - BRHEFLHHEE LI L E R (Eh 2=
A A E » RIS TR o = il R FE S DR — iy T AEMERY | BRI R 2R g
fi=itIEm 2 HE - REBEFEEH 22 AEHE - DihX A - LV EH
FSETER RS - DU HARAVER A A NB IR - HEEH TR - EMEEE A SCHIHE
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S SAE A — RN NE 5 B REA R 2R R IE L 2 ih bR R
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AR T A RE ) = — T AR R ER 2T HEREKA T RRERH
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R BT DUERER " BB R aR R, - FREEE 5 CEAWE a2

29 Michael Thomas Roeder. 1994. A History of the Concerto. Portland, Oregon: Amadeus Press, pp.106, 120-121, 122-
123, 124-136, 128-130.

30 fEHEm A ET S B B (binary form) » =Bz (ternary form) 55 - 22 Adrian 1990, Heimes 1973,
Longyear 1969 %56 25 EH) -

31 K. Marie Stolba. 1994(1990). The Development of Western Music—A History. Dubuque, lowa: Wm. C. Brown, 1990.
p.479; 1994, 2™ Edition, p.385.

32 Konrad Kiister. 1993. Das Konzert. Form und Forum der Virtuositit. Kassel; Bassel u. a.: Bérenreiter, 4. Kapitel, S.70-
91.
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Collections of Piano Preludes in the Classic
and Early Romantic Eras
—The Historical Place and Stylistic Study—

LIN Ling-Mei

Assistant Professor, Education Center for Humanities and Social Sciences, National Yang-Ming

University

Abstract

Prelude is viewed as a genre of character pieces and as an independent concert one. The
most important work was revealed in Chopin’s 24 preludes, op. 28, in 1839. However, from some
musicologists’ points of view, originally, preludes were improvised as introductions to more
substantial works that followed. The purposes were to try out the instruments, to prepare the
performers and audience for the keys and characters of the programmed pieces. But not everyone
has skill allowed for successful improvisation. Since 1770, there were plenty of prelude collections
published. They served as models of preluding. Some of these collections presented the traditional
syntax of improvisation, some infused new treatment, content, and idea to enrich the expression into
preludes. It indicated a course that how the improvised prelude transformed into character piece.
This article is going to discuss the prelude collections composed in Classic and early Romantic
eras (ca. 1770-1839). In addition to examining the historical background, it is going to analyze the
arrangement of tonality, style, genre, and compositional treatment of ten prelude collections chosen

from these music, and how they influence Chopin’s composition will be discussed as well.

Keywords: prelude, prelude collection, Chopin, character piece, improvised music.



h S IR U2 B A 8 5 R Rl S 2 B R o R SRR R R R — 131
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18 (Aristotle, 384-322 B.C.) [ {{E&FEE) (Rhetoric) HEH] " HiZl | wJLLEE s EGREY " 5]
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PHEIEZ B LR 5SS - W B SR 2 S B EUER I E S e ) 2
DA EEmEE T DME R - BT E— B RE R EE Y - HIVEOEE A IEAE AE R -

1676435 S22 Z 1517 ( Thomas Mace, 16127-1706 7 ) £ (F44#) (Musick’s
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TE -~ B ER - BEEsE R O — B0 - R E RS ITES A 2 HEE -
I E RS2 EOMFE - TRERE LIER - HEE CEtM2 RN ) gEEEEE
ERHE LY TR RSLES - DURIREFH I EZEE I AR fT L E HER A g E ST - L ° |
PERI5 - B e E i R N2 o)Ay - BRI n] 1 - g e HA Z HiTRY TS
HH B I LA LA -

TEEE SR - BREVEHTZ AN - WA SRR - SREFBEFIRA (Jacques
Hotteterre, 1674-1763) fE17194F (F#Z=RIZEANAVE) (L 'Art de préluder) 5V E R HRITE
AEIEEREZE " —EREIERTEM - BEFHARERHE —E - BRBE 5
—FE R - BEEE A EEN - B ETTE o Bl (Johann Sebastian
Bach, 1685-1750) /N&EJEEIMH M EL S EMB (Partitas) W —SEEABREERXFTEM - 2
SEETESEE Dritornello ~ EFUFHH (French overture ) ~ K7&EFKEFH (da capo aria) ~ BRI
AU A E S - REH G &N RERES - e e a2 dh s
BRI Z MRSy - KB AT RENE X aT = - W% e sy - 85 > 5
B S S EEY S R ER A E ARSI R -

A BERE R - A E AT R - (HENE TR M R HIAL - 18104FF
s Z A H (Philip Anthony Corri, 1784-1832) 1E (E%EHEH - — At BHHE T E 00 36
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2 Warren, Kirkendale. 1979. “Ciceronians versus Aristotelians on the Ricercar as Exordium, from Bembo to Bach.”
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3 David Lasocki and Betty Bang Mather. 1984. The Art of Preluding, 1700-1830. New York: McGinnis & Marx Music
Publishers, 6, i EH Thomas Mace. 1676. Musick’s Monument. London: T. Ratcliffe and N. Thompson, 128.

4  Jean-Claude Veilhan. The Rules of Musical Interpretation in the Baroque Era. trans. John Lambert. Paris: Alphonse
Leduc, 89, fii$i#H Jacques Le Romain Hotteterre. 1719. L’Art de préluder.
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— ~ BEF R
() B F7 9l 14 o R B AT
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5 N. Jane Lohr. 1993. “Preluding on the Harpsichord and Pianoforte, Circa 1770 to Circa 1850.” Ph.D. diss., University
of Iowa, 38. fiii#k H Philip Anthony Corri. 1810. L’Anima di musica, an Original Treatise upon Piano Forte Playing.
London: Chappell, 81.

Lohr: 38, &% H Henri Herz. [1838]. Méthode compléte de piano, Op. 100. Mayence: B. Schott, 164.

Theodore Baker, ed. 1923. A Dictionary of Musical Terms. New York: G. Schirmer, 157.

Lohr: 42, ###% H Sergei Rachmaninoff. 1923. “My Prelude in C-Sharp Minor.” The Delineator 75/2: 127.
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Az RSN AL - EEEH T LUUREA - RE A AR TR E %S [ -

ZJE THiZE , A]

18185 (F4etzktis emZET1]) (Quarterly Musical Magazine and Review ) — e XX E A
TEE : TEGREEREN - MEFLNEERTE - RS - TEEEESEEEE
BRI E R R E - | © ZRMERERMHE (Carl Czerny, 1791-1857) JIRELF

10 David Wainwright. 1975. The Piano Makers. London: Hutchinson, 33.

11 David S. Grover. 1978. The Piano: Its Story from Zither to Grand. New York: Charles Scribner’s Sons, 117-118.

12 Lohr: 70, ff&$#% H Corri: 22.

13 Dennis Libby. 1980. “Improvisation: Western, after 1800.” in The New Grove Dictionary of Music and Musicians, ed.
Stanley Sadie, 20 vols. London: Macmillan, 9:50.

14 Review of Twenty-Six Preludes or Short Introductions in the Principal Major and Minor Keys for the Piano Forte, by J.
B. Cramer. 1818. Quarterly Musical Magazine and Review 1 : 395.

15 “Review of P. A. Corri’s Original System of Preluding.” Gentlemans Magazine 84 (January-Jane, 1814), 60.
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MEME I - AN SRR A H B R R R o

R TEERESTmE - 2%  HABERINHERNERZE ? 54 - AEFTZ A RER
Fiailitehe "2 B - EEF - NEPTE FZRE MR E A R R i (EIRRE - HEEEE
B ERE R R TS SE  PTiR AR SEER T R B HA RS - LR A E S
BLEEIHT (Ignaz Moscheles, 1794-1870 ) [EIfEIfA 18324F /£ 5 B B EEUARIUTH (King William
IV) {URE T EEREE " R EREARIEKS 1 B S EE DIER]--- TR E % iR
R REHRSR o o 7 ERIL AT - BIEHETE )RR A R A I R AR =

ZHE R E G (Amy Fay,1844-1928 ) [EIfEME AR EZEREME AR HIEE « 824
TR R Ry AR R T REEIE — B G/ N T BRSE S SR R I - BRIERA e i 2 AT se s —
{EG/NEFI » RS (B AT AL AT AR MRS TEIE 5 fF (It fixed the key) ° ° KIFLFTZHf
O e (SIEE b= R VA SRt s et =0 i S 4 Al EIASE | e R 1 0 NI N1 = = A
Free o /B UEACHTIY - SE5AEEREE BN RNERE - o - SEFE - NICKHHRE
B~ Y D/NRERATEE ~ #0918 - FEE RIS W] DI AL E th B SR N TR
B IEE R ERT SR B R E T - RET LB EMFE ATEEHE - AhAEZE
A EHERFGEE TN W ERENEE G R = ik -

Ktk - HEEENE @ fiEiE—(ERFRAEEGES - 8G)) « EEEETEE -
T\ AC AR B E KA EEE TS (virtuoso) MY - NMEBEEZEAS » ghHEEFR I EEK
H IR RGERE - EHE A ET - SRR TSR E RS -

2~ IR VE i AT L1

3B EES SR B AR BT 3 G TR = R PR MAE R T R 29N - BT
FZFIFE - BRANE - MRS - BERFR - & TE A 1 2 BUERTZ dh A5
ZERFE - ANAEERTE I E S ER R EEE A -
— ~ BiZJE (Tommaso Giordani, ca.1733-1806) (T P& M) ( Fourteen Preludes,
1780™)

fiRE i E I E AR FE i R & e B BB (King’s theater) (25 G4 B BLRF A (F
K o E i FEHEE T R E REE IS E RN R - ARE SREENFRIEEHR

16 Lohr: 96, fiii#%H Carl Czerny. 1839. Complete Theoretical and Practical Pianoforte School, Op. 500, 3 vols.. trans. J.
A. Hamilton, London: R. Cocks, 3: 116.

17 Charlotte Moscheles. 1889. ed., Recent Music and Musicians, As Described in the Diaries and Correspondence of
Ignatz Moscheles, adapted from the original German by A. D. Coleridge, New York: H. Holt, 185.

18 Amy Fay. 1979. Music-Study in Germany. New York: Macmillan, 1908; reprint, New York: Da Capo Press, 325.

19 FiIZEAHEEZ HARIEE R TH LA The New Grove Dictionary ™ Fi5I{E H 5 4438 H RIS R 255 i -

20 FEERBMESIEETEME © (e EfER e CE R k=0 - fE&33b)  (Fourteen Preludes or
Capricios and Eight Cadences, Op. 33b) - RIS HIEEMEBER » BCNEYI AL -
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BT E R o SR o BRIEE - W ERERUR - TTHEEERTRE - AT EDIE
BRI R - BEAEDES « S i« B EEEEET e AL (GEE11) - 24
NEEENE - B+ EREL BT RN - 53512 CKER ~ ¢/~ DA -~ D/
o BARGH BN PR BN GG  G/N  AKER - AV R E Ry [ BERLIEE
KR - BRI SR RO SR A Y (R 3k -
> BI3@ (Johann Wanhal, 1739-1813) (f&i S niZsmh) (FEwmillt - + 1) (kurze
und leichete Pracambula, 1801, [1805]*)

P E BE M EFEEEEMAD - 2ERZEANFEHRE - HE% > BHEER - &
e - T FE R EET R - EREE2 - REESRETEVNING [ - AUE &L
TLEAME o 3-14/NEE =R EE R » BIS/NELIMR B EEERE - AEIEEE (15-16/0N8i/k%
F) o BEEIE (20-29/081) - HEEFEFE - HE33NEIZR - DD EERTFEREFR
& o gz SAY R R MG R AR I - B EE#R TR (Andante) - F{EK/N
O\ SR DR UERE B - RmRA BRI EE - FEIEFREE
A - BEaCaR A B FE T 20 SR Al AL (R B -

=~ #iA5 . (Bernard Viguerie, 1761-1819) {1~ iZh > fES13Y (Douze préludes,
Op.13, 1805)

RS RS B DSFRRI AT - R EENERERNHHEHE LT EAE
fE (1795%) - sEflahSnT/\ & BRI DGR T BT IR R AT > 2 BIRCKRH » ¢/
A~ GAFEH ~ G/~ DGR ~ DN~ AKE ~ AV HERTREORER ~ BEBAGH ~ B/NGH ~ [
ERFH - NE@ =87 o MR RS Ay B AN B AL - Seih R EEERR
HifER - HFAB LA R HEER - R HFRIENZE iz (FEE13) - ERXEEE4
o/ NEIAITT 1B e - MERE IS — B AT A —#iIE e LAV E - fERE D4 - BURS B RyiE —
Befiett (18-25/)Nfi) H/MTHR (andantino ) EifE3€ (dolce) HYBEZEIET - AT 4EiliEG4H
Ell AR - ER H AT ME— IR RAYHSE -

21 This is intended as an assistance to young performers, as the beginning any song or lesson without touching in the key
has a very awkward appearance & often disconcerts the performer.

22 ERSERIETZEAER 180 I EAEMERAN WM - FEH AT HIEERE R 18053455 (Bonn) it ©
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MY ~ #1258 (Johann N. Hummel, 1778-1837) (-1 PUHiZ il » fES67Y (Vorspiele
fiir das Piano-Forte, Op. 67, 1814)

EABEEERER—RESZE  DEENSTaS(L  MFEE - Sl M2 BT #E
1 o HATZdhe R — i =+ E A N AEER 71 SRR (R 5 =CE% - (R FHRalE (C
KEA-ANF ~ GRIF-EANGR) BATE (FARR-D/AN) - *° S4ih REmAEE - A8 A -
KRAEHAYE - frIBgOpRAMESE - EHEENZ RN Tt EE2 1 - bk
TSR (FEBIS) mWAMEXAEK (FE0le) ~ DB SR EZE2MAMEh (5%
Bil7) ~ BRI RE (GEEI8) BEREE (REE19) - #EARK - (EEAZSE A INEE R G

23 EEJE Yk H Tommaso Giordani. 1780. Preludes for the Harpsichord or Piano Forte. London: Welcker.

24 EWEH LYk H Johann Wanhal (or Vanhal). 1805. VI [=XII] kurze und leichte Praeambula fiir Orgel und Clavier.
Bonn: Simrock.

25  Zts BEEBIfES% H Bernard Viguerie. 1805. Douze Préludes, Op.13 .

26  Walter Schenkman. 1980. “Beyond the Sonatinas: Music of Muzio Clementi.” Clavier 19/8 : 22.
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A JJEESEA RIS

e S AR AR

FEls. HIZSE - B/ NERT R 2 kb6, HIZEH - B/ NRIFTZ
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T e e E:
?:M e R s

LT

1i ~ vihii#@ (Johann Baptist Cramer,1771-1858) (-1 NEHiZ MY ( Twenty-Six Pre-
ludes or Short Introductions,1818)

A0, UALE™ - B E R 2
EEERERWIESFEER - AEX
TERNZ - G R fmB A - PR T EE
(Glorious John) fy45 o ¥ HpiZ il &7 R
BIHESIIER » HANE T2 ok 12X - e ki@ fr
FZENIER IS I AEFRY IR AT REME - WIFE
10 » BURRAT /2 PO & BFEL AL R 2 A28 » MR RS
TR ANEARE RS - SN -~ 40
9% T REE AT DEE EH -

27 HHZEEE LB 5E 2 Johann Nepomuk Hummel. Vorspiele fiir das Piano-Forte, Op. 67, in Johann Nepomuk Hummel
(1778-1837) The Complete Works for Piano, ed. Joel Sachs, 6 vols. (New York: Garland Publishing, 1989), 3:195-203.

28  TERLE LB #% H Johann Baptist Cramer. 1818. Tiwenty-Six Preludes or Short Introductions. London: Chappel and
Co., and Clementi and Co.,

29  Horold C. Schonberg. 1963. The Great Pianists. New York: Simon and Schuster, 60.
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75 BRI (Maria Szymanowska, 1789-1831) { s ii®Eni25h) ( Vingr
exercises et preludes, 1819)

TR T 22 M SR A G A R I DA I 1 L Te T RR B - ORI (B IR VD BE T 2
o Hii DI E SR L s —E AR ERRE HOS - BEEAE iR (HIR
AR SR o T2 i 8 FH DUR SR 28 HORG R » S8l T BLRize ah R A 2 BB | B
B R =REEsCE el - BE DR E ) o SR IE RS - B R
EREME KRB (FIIAFESRZSOERE—ST ZMe%E - PEERERE
EENEE R HMBRSEEERYT (WREGIFEERAE « REO12:8E = BN
A1 3E A R LA EF AR AP 4ERE RS - FEPISERE IR IR ) - EETER
RIS A = G R 7w - Eﬁﬂﬁﬁq@%u\ﬁﬁﬁﬂéﬁbﬁﬂﬁﬁﬁf DE R -

e, RIEHFETINY > B =EE0Ed FLf12. RIBEFRETIN B L ERIZEH
1-3/7NBiff 1-6/NEfi

3 o= 5 .
:“Ix: :l'-u'"-' AF-Erazy
-

T

I.':Ii_'__"'i.';;":l:_l—*tlé s T = .llxi""n-
. L = = £
[ SRS R BN N e ==
s R v HppEESE AR
A3, AIEEE RTINS —E R :_ P e W
S8/ - e
e o S 15, RIS - H-F IR -
Vi gy i AL ETTT s i
b T T T e e T 1-9/)
Ael14. BIEFEFIATIN - BB E Rz P . _
15/ P ar N BTt Pt
T wmiR RN E .
"'?'l Bibiuas RaEke — =1 — g :_5_" = =
it fEansawa e aas
‘s-:-xrﬁﬂﬂ*ﬂﬁﬁm = fgss e - =

P!
b J P ,-J Frxi m}”"‘"iw

L~ MR R NG 23Hh)  ( Exercices et préludes, Op. 21, 1825)
WE R TY0FE 2, (The King of the Salon) *' AR 44 /& & B B 2R 4B i &5 X 4 11

ok
A

30 FRIEHERWTINGE B 5% 5 Maria Agata Szymanowska. 1819. Vingt Exercices et Préludes pour le Pianoforte.
Leipzig:Breitkopf & Hartel.
31 Schonberg: 179.
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7 o Hglz=ihEa =+ 0E - ALEFEEI - HERHZEAETHRFSE o dh5E a2
& % AARETINE s CORE MRl ) - (ERIEEERITINZE — ORE A A EIR -
FRZAbR T RRE RSN - e EA R A - AN AR AR R S A 2% - WAL TRV RS E S
DR Rl AR o (B A AR N AP =08 i (RF/RBAIERSS - (HRERER - WA
g E25) -

R A 7 thAE ISR RTINS« ABIERE R AT & i T R SRR B — RO s ALY
AFR - TR LA S S R DL BT - 0RER16 - 1-4/NEERITE A - H 544/ MBI
HFR R 2R AR - I L E— S B BB iR i
% EE TR IR B SR R PREK Bt RO iRl 7 A = PR

FERNELSERZ2 oA - FIDMESERISAELL - IR 2% DUSE e BE R A Hs 02 - AR B17aRY
BE - ANEEN  1ToREE SR EEEE AR S B A T
111 HLiE BB RRAER I (vivo) T5epk - B AN S RSB ERRTE &% -

Epll6. BhELLT - B E TR - 1-4/NEEL42-49/)NEfi

yedanfc con mole |::r|!l.l

ALBU17a. BREALL - BB —ERISRM - 1377 LT, B > SRz o 57T
/’ fﬂ ; ‘ /’? ﬁh-,j : - ‘ﬁ:?"“ﬂ“ﬁ’ uu.iiuur
f "' W
'3‘1 L t!‘ ,EJA“"H;.H’! .
7 m.:- *"-u.ﬁ"s.:--'* Ak e o
-aﬂ' - = I"'H| "'1 "h " ‘Ff -\! '.EHT
E T S "'-'=""
é ' H -.,ﬂi !ﬂrﬂ,a,r nr_-}:?: . Hh“ ﬂ,— u': Tt
| hsireno 1.;;; ¢ y F'":a.""' et

FEHIR UL Vo Ta - SEh F A NS ALY - BRI H OV SR AL - (H1R
HE—THRR - B CHERARER NG ER - BUSEERAVERE B2 - HE4H

32 HEREE B S% E Henri Herz. 1993. Exercices et préludes pour le pianoforte, Op. 21. In Piano Music of the Parisian
Virtuosos,1810-1860, 10 vols. ed. Jeffrey Kallberg. 1993. New York: Garland Publishing, 4:65-110.
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EERAAEE - AIFEG118a ~ bRl /3 R IO BT - 3E0I18as5— B (1-7/NEf) TEHRESE T - sEHiE
FISER ARG FHEST - (HEBIES/NZ B AF—EHFLEEHAEE ST ORI TR » R T%
ERTFCHRAMAE AZE B (7-16/NE) - PLE S SR MR A= 2 1 HiT T SR AR RO 5L 5 e B
Ko GFR T IBEEAM B SR hEE - DU T PR TT © 13- 14/NEFF 1 R A A 7
CAFRTMAETC/INGR _LAETR - DU S S5 M sl - S DA 5 5 =0 B ARy S — 2R =
B o BB=EE (173106 Bl ERR R - I EMSr R % - AR EEE AP EE - B
SHEFHE RS EFEHELE  AFRAY - BiEESHHEEEEE - 55018b
FVUE: (BE3VNETZR) BEAEIERNE - MEENBAAERAHR - KRELEHE
LT AT R R - BB RM AT RIS 2 E MR (B— > =B BEHRETE
(BB UER) 2R MR SRR K 28 -

FEAUE (FEEN9) ZHEATAT TR —ELAS E i dh - Ml ERHE HE
EffHERE—E  WCEEEGRTEREE (7508 ~ (FiGE CEMOEERERRE)
KR b EL Ay S IR o5 SRR E R 2 o MR RIS 28 — 1 2 » Al —E RSN
an (FEG120) - KEEEMT (A, 1-8/NE, B,9-12/)M6f1, A,12-19/)\6f], Coda, 20-22/NEfi) ~ = REFATE
(ANAB: FRERAIR SN E A ) - BREIGER - HESRZETE - BF 2l 3L
%  VRERIEAAE « BV NS GRIIGR - B 2 B A X ZEE T iR RS AY /i -

01180, FFAL © BRI - 12 3R

— rmem A
WE p, gen @R T

B UYERTZE - 1-13/)Ef
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[l ’t- '-i*"‘ pars: +W‘+‘a’- -'; 'gﬂ‘ h":ﬁﬁ::?‘iti i al!- ._1 E Ft
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A~ BEET (Ignaz Moscheles, 1794-1870) (it EniZidh - fES73) ( Fiinfzig
Priludien, Op. 73, 1827)

SRR R I S T ML B R PR B AR R Y B R R Y o HLAIE T R S o B TS
MR 5 SR 2 DAIE R RO P e 2 BRI S R SR B B A <SS R #E € (bravura ) BYE
BRSSP B EE B T - A hiraTRdh SR AR pER IEIE - (HF
BERZSEF R - FESHIIRE - MlHE SRR T R 2RI R M #E ] - “HAIFR
55— BRI Ry BB (F S T0RI TR IR » *E 57072 — 50 R B BSR4 56 35 22 WURS T Al
HIRRE L - FTDUE R ATZ HRE R A Rk i - A0RE P2 1ary PO S RE R R TR UE
BERIVRE - (RETER RO (B 7058 — a2 TR E (FEF121b) -

A2 1a. EEGEN - B=EiR AlBI21b. EFET - —HTUERRE R - (FAL70
1-3/]\Efi %—E ’ 1-2/J\’a'ﬁ
Ablpges. l.' ‘lllfgu ma-derato e ® [ Massksles Op 70
serffy ufTeey
‘;—J.E:Iﬁ{ *43"'?% = -
SN T_t “.m*-‘-.?-{'—— _——;:"—T: ——
= . ——

HALRIFEAE A FIc S e (AREPI22RERE - 2RI - —EFREHE) - BT
(AFEER23RERE) - FEFR24REFE—AMER/ NG - BIRERIEY - 255
73 ¢ BB (1-8/0NE) BREAED BRI R - SEEAE -4/ NE M E R B A e et
5-8/NEREPIE S A MTEH I - XENFT R NROHER FEERRZREROEE - £&
Be (9-16/0\81) B9y - DEAMSR =T FHEEEE (9-12/081) FE/(EBEE E
WESRE S BAE(L T G S B SR T L - 813/ N etk - SRk - DRSS - 2

33 Carl Czerny. 1983. 4 Systematic Introduction to Improvisation on the Pianoforte: Opus 200. trans. Alice L. Mitchell.
New York: Longman, 16.

34 ECHIAEITEE : Vorspiele zu Tonstiicken so wie als Voriibungen zu des Verfassers Pianoforte- Studien 5 1SRRI
EHHE : Cet ouvrage est destine d seroir d’Exercices preparatifs aux Etudes du meme Auteuf.

35  EEUENHTRL G154 5% H Ignaz Moscheles. 1827. Fiinfzig Prdludiene, Op. 73. Leipzig: Fr. Kistner.



142 BEF 227 %+ 2010 Fo A

TR B2 B A SR - TE R NUARAS BLRG RS - BRI E o oE - B ERIHEAN - 52—
HH R SRR L o BEOh  ARHR R ERR R - SRR ARt - RIEEEFIERY
HEFM - ERREEAE S EERIRREAIR - mIEREHERME -

aL 22, SLERENT > BB E HIZR 2 AlpI23. SLEENT - BN EEIRE > 1217

wl . Lo ® L .
S SR LT e L =
e N - L
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aifl24. SLERENET - BB+ ERTZ i A

Ju > ReiAiE# (Friedrich Kalkbrenner, 1785-1849) (T ueinizdl » /688
( Vingt-quatre préludes, Op. 88, 1827)

RrAREE T EACHTE B E EER - NS R ER DGR < N8
FLEIR R BERE R - HoAiZ i B A BN RN DR 1T B AT I G APk
3> BICKFH-C/NR-FEDAFE-FHC/N S - IRIEE RFAURFRR - PLihSEAE = R ST R

"l AR A — 1 — (A I B SR A B E R E SR - MIAYEH - R
TEREIN S T 70 #E H A EER ME A TR - AR B B2 B A IEAR AU - - R RF R R 3R R S A
FEELLHFAETURZWE T TR - | diEENER T RAORZEERRI, - WERE -
PRSI ~ FOBHE RIS o ROHREE X FIRE R S AR M - R S A B AR Y AT 5L S A 2 B P
B AR REE - BNESECERLEEE GERR2S)  ERWEHIEE—E DK
VIR £ - ANRE G126 £ DA E A T FHEZ R -

36 Review of Book 1, of Twenty-four Preludes for the Piano Forte, in all the Major and Minor Keys, being an
Introduction to the Art of Preluding, by Frédéric. Kalkbrenner. Quarterly Musical Magazine and Review 9 (1827):
248-249.
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FERNERMERE—RE NG (FEF127) - 2ETHABA=ERS - AR (1-8/)N\fi) A/
FETEA] - S RIEEH (DGR BRI (A/NGR) b AT NIHETRE L FREE N
PSR/ N B B IR - RIR R EN A 22 AU E - BEE (9-24/1NEf) 5IFHABEM AKERE -
FE9-10/]NEEH 1112/ NEFTRR B A %+ 13-16/NEf DA—3E BR =P B FI5%E T R hemiolaffi 25 Fi B R
J3 BITNEIZ % - FEAEFEE (AT) Fif N - SEHEMEEEIAR - FIRFFEAG FHRRZE
HFEFERNPEZE B ETE S - R4/ NTEEA I B3 — (8 =i /B DL
fortissimoHY TR NT - FHEHARE (FE28/NEiZ k) BREVEITERTE T BT fortissimol
RG] B FREN R ST R TR T R AL R AR S A S Y SR B R B R A
T < 5 SR EE R SAEREW - BERTFEMRE S IR A B RERE
A PRE SR - BB RE MG - ErEFERgdE -

Prig LR MR A E B 2 - DL BB A A e i B VA A B A B i =06 &+ (BFE
Al (BB TE ) R oeAm B al T LS U AL O R R R R F oK - Il =256/ -
ARz~ AR (BRI - B/NGR) ~ BE— B2 - BER (18R - FAF/NiR) 58 TR
ZE o CBt (MMl BN~ BZ - B (1-13/0d1) DA—(l LA7VYRE & R Eh e A s (3L
28%a) o ABRATFMH R = /NS $HIE— A EREHBEHE S E R - A-1 (14-59/087) 2R
1 (FEE128b) 5 A-2REEELE  EH B EERT-ETER (F5E128c)  A-3 (84-109/)
37 REOAREIANRY FI5% H Frédéric Kalkbrenner. Vingt-quatre prélude, Op. 88. In Piano Music of the Parisian Virtuosos,

1810-1860. 10 vols. ed. Jeffrey Kallberg. 1993. New York: Garland Publishing, 3: 117-176.
38 EEBI28a~RYII R B R Io AT BN S — U E R 2R -
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BT Ry B %R B T SR AR - B E DU TER =B RS REM - ARS &
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Books, 137-138.
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New York: Longman, 121.
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Bridging the Eras, Blending the Styles from the
Previous to Modern Music

A Research of the Karg-Elert’s Thirty Caprices

- Emphasis on the Chaconne

TSAI Chia-Fen

Postdoctoral Research Fellow, Department of Music , National Taiwan Normal University

Abstract

The Thirty Caprices of Sigfrid Karg-Elert (1877-1933) is served as one of the most important
flute literatures for developing one’s theoretical, as well as the technical demands. Composed during
the period of 1915 to 1918, the inner core of the Thirty Caprices is to help the flutist to link the gap
between the new-system flute and the modern orchestral works. In order to help flutist to achieve the
goal comprehensively, the arrangement of the Thirty Caprices derives from a rather historical aspect,
starting with the piece in Baroque style and shifting to the trend of the 20" century later on.

Beyond the historical background of the Thirty Caprices, this article will review the logic of
musical construction in terms of Karg-Elert’ s address in the appendix of the Thirty Caprices. This
article will also provide an observation of the thirtieth caprice Chaconne, to examine the composition

technique toward the analysis upon the textural, harmonic and intervallic sense.

Keywords: Karg-Elert, caprice, 20" century music, flute solo.
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