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ABSTRACT

Several contemporary clarinet works use Chinese folk music elements from
different regions in new compositions to entice listener’'s and perforaygpieciation of
Chinese culture. However, to date, limited academic research on this togsc exist

This research paper introduces six contemporary clarinet works by sixs€hine
composers: Qigang Cher¥orning Songyan Wang'sMu ma zhi géThe Song of
Grazing Horses)An-lun Huang’sCapriccio for Clarinet and Strings Op. 4Rjjing Hu's
The Sound of Pamir Clarinet Concertdei-Mi Lan’s Concerto for Clarinet and String
Orchestra with Harp and Percussicend Yu-Hui Chang'3hree Fantasias for Solo
Clarinet in B-flat They are examined from different perspectives, including general
structure, style, and rejuvenated folk music use.

The focus of this research paper is to investigate the use of Chinese folk music in
several works in collaboration with the composers. The author found that although
contemporary composers use Chinese folk music differently in their works (i.e usem
melodies, others use harmony, while others use modes), each work celebratesdche m
and culture of the folk music on which the pieces are based. It is the author’s hope to
stimulate people’s interest in music using Chinese folk music elements, anthieseg

lesser known works into the common clarinet repertoire.



To my parents,

Liang-Ji Feng and Shu-Chen Wu



ACKNOWLEDGMENTS

| would like to thank my committee members, Professor Martin Schuring, Dr.
Albie Micklich and Dr. Rodney Rogers, for their support and advice. My deepest
gratitude to my clarinet teachers, Dr. Robert Spring and Dr. Joshua Gardneriy for the
encouragement, guidance, and inspiration. Special thanks to the composang, Chign,
Yan Wang, An-lun Huang, Bijing Hu, Mei-Mi Lan and Yu-Hui Chang, for their
assistance. | learned a great deal from them. | thank Prof. Pei-Yu LPrah@hunxiao
Tao for helping me find resources. Lastly, | want to thank my family, edlyatia
parents, for their endless love, support, and encouragement. Without them, | could not

have completed this document.



TABLE OF CONTENTS

Page
LIST OF TABLES . ...t e e ettt e e e e e et e e e e e e era e e e e e eneanns Viii
LIST OF FIGURES ...ttt e e et e e e e et e e e e e ennna s X
CHAPTER
[. INTRODUGCTION ...t e e e e e e e e e e e e e nnn e e e e e ennnnns 1
Motivation and RatiONAIE.............coiiiiiiiii e 1

Compositional Development of Contemporary Clarinet Music in Mainland China... 3

Compositional Development of Contemporary Clarinet Music in Taiwan................. 6
Delimitation @Nd SCOPE.......uuuiii i e e e ettt e e e e e e e e e e e e et e e e e e e eeeaaeeeeeneennes 9
[I. LITERATURE REVIEW ...t e 11
[Il. BIOGRAPHIES OF THE COMPOSERS ... 15
(@] T = g o [ O o = o 1SS 15
=L T4 2= T T PP 18
N 8T T > o T SR 20
2 1T o 0 U P 21
V=T I o PP P TP PRRRTP PO 23
D0 T U I = T T S 26
IV. MORNING SON@Y QIGANG CHEN .....coiiiiiiiiieiei e 29
ChINESE FOIK MUSIC ...ceieiiitee et e e 29
YU o (0 = L g =1 S 31
PerformanCe SUQQESTIONS.........coi i e e e e e e e e e e e e e e e eaeareannan 37
V. MU MA ZHI GE(THE SONG OF GRAZING HORSES) BY YAN WANG.............. 40

iv



CHAPTER Page

MONGOoliaN FOIK IMUSIC.......coiiiiiiiiiiiiee et 40
TiDetan FOIK MUSIC ........ooiiiiii e 42
SEIUCTUrAl ANAIYSIS ... ..o e e e e e e e e e eeas 46
PerformanCe SUQQESTIONS......cooo ittt e e e e e e eeeeeaeeaaaaa 51
VI. CAPRICCIO FOR CLARINET AND STRINGS OPB#1AN-LUN HUANG........ 54
Northern ShannXi FOIK MUSIC.........cooiiiiiiiieiiiie e 54
Gan sheng lingDriving LIVEStOCK) ........coovviiiiiiiiceee e 55
Composer’s View of Choosing Northern Shannxi Folk Music Element .................. 58
Y 0o (0 = L g =1 )] S 58
PerformanCe SUQQESTIONS.........coi i e e e e e e e e e e e e e eeeaearennnnn 66
VIl. THE SOUND OF PAMIR CLARINET CONCERBY BIJING HU .........ccccvvnnnn.n. 69
TaAJIK FOIK MUSIC.....coiiiieeeeeeee et e e e e e e e e e e e e e e e e e e e e e e e e aeaeeeeees 69
YU o (0 = L g =1 )] S 71
MOVEMENT L. 72
MOVEMENT 1 .o e 79
MOVEMENT Il ..o 82
PerformanCe SUQQESTIONS.........cci i e et s e e e e e e e e e e e e e eaearennnaa 89

VIIl. CONCERTO FOR CLARINET AND STRING ORCHESTRA WITH HARP AND

PERCUSSIONBY MEI-MI LAN ..o 95
TAIWANESE FOIK IMUSIC ....ceeiieeiiie ettt e e 95

Yu ye hugFlowers in a Rainy Night)...........ooorririiiiiiiii e 97
YU o (0 = L g =1 RS 98



CHAPTER Page

MOVEMENT ELENTO. ... .ceeeieeeei e e e e e e eeans 99
Movement II: Quarter note equals 144, with energy .........cccceeeevviieviiiiiviniinnnnn. 106
PerformanCe SUQQESTIONS......cooi it e e e e e e e e eeeaeee 111

IX. THREE FANTASIAS FOR SOLO CLARINET IN B-FBATYU-HUI CHANG ..114

DU DU 1= o o PSSR 114
LAY 11 (= o | = RSP 115
THE DATK SKY...eeeiiieiiiiiiis s et s e e e e e e e e e e e e e e et ee e et a s e eeaaeeeaeeeeeeenennnes 116
SEIUCTUrAl ANAIYSIS.....cciiiiieeeeeeee e e e e e e e e e e e e e e e e aar e eeeas 118
Movement [DIU-Diu-BU-Li@0.............cooiiiiiiiiiiiiiiecc e 118
Movement Il:Flying Away White EQref.........ccccceeeiiiiiiiieeiieeeeeeeceee e 121
Movement lll:Darkening Dark SKy...........coovuiiriiiiiiiiiiiiee e 127
PerformanCe SUQQESTIONS......ccccii i e e e e e e et e e e e e e e e e e e eeeeeeennnes 131
X. COMPARISON ... e e e e e e e e e e e e e e e e enn e eeeenne 135
(7T g 1T = S 1Y/ = SRR 135
O e 138
B TSI o = LU =S 141
Mode and HAMIONY .......uuiiiiiiieeecee s e e e e e e e e e e e e e e ee e e s e e e e e e eeaeeeeaeennnees 143
INErVAIS AN SCAIES ......ooiiiiieieie e 146
DyNamiC EMPIOYMENT .....uuuiiiiie e e e e e e et e e e e e e e e e e eeeaeeennnes 148
1ot T = Vo1 PSS 152
1= 101 oo TSP UPPPTPIN 154
R, ettt ettt e et e et e et e e et et et et et ettt n s s e e et e e et e e 156



CHAPTER Page

INSEIUMENTALION ... e e e e e e e e e e e e e e e e e e s e e 159
General Rule in INTerpretation ... s 160
Elements of the FOIK MUSIC USEd...........cccuiiiiiiiiiiiieeeeeeeeee e 161
FOIK MUSIC INCOIPOIAtiON ...ttt e e e e e e e e e e e eeeeeennnnes 164
The Influence of the Contemporary Clarinet Repertoire..........cccceevvvvvcciiiiieeeeeeenn, 165
XI. CONCLUSION ..t e e e e e e e e e e e e e nnnn e e e 168
REFERENGCES ... e e e e e e e e e e 170
APPENDIX
|. COMPOSERS’ CONTACT INFORMATION .....oiiiiiiii e 182
II. LIST OF WORKS BY QIGANG CHEN ... 185
[II. LIST OF WORKS BY YAN WANG. ..ot 189
V. LIST OF WORKS BY AN-LUN HUANG. .......cooiii e 192
V. LIST OF WORKS BY BIJING HU ... 198
V1. LIST OF WORKS BY MEI-MI LAN ... 200
VII. LIST OF WORKS BY YU-HUI CHANG. ..o 202
VIII. LETTERS OF PERMISSION ....ooiiii e 206
IX. TRACK LIST FOR THE COMPACT DISC RECORDING..........ccoviiiiiieiieeii, 220

vii



LIST OF TABLES

Table Page
1. Structural Outline OMOrNING SONG.......ccoviiiiiiiiiiiie e 32
2. Structural Outline oMU Ma Zhi ge........oooiiiii 47
3. Acciaccatura, Mordent, and Trill ... 53
4. Structural Outline o€apriccio for Clarinet and Strings Op. 41............ccceeeee.. 59

5. The Adopted Articulation in the B Section@d#priccio for Clarinet and

SHINGS OP. AL e e — e a e 67
6. Structural Outline ofhe Sound of Pamir Clarinet Concertmvement |I............ 73
7. Structural Outline ofhe Sound of Pamir Clarinet Concertmvement Il........... 79
8. Structural Outline ofhe Sound of Pamir Clarinet Concertmvement Ill .......... 83

9. Structural Outline o€oncerto for Clarinet and String Orchestra with Harp
and PercusSioMOVEMENT L......uuuuuiiiiiieieee e 100
10. Structural Outline a€oncerto for Clarinet and String with Harp and
PercusSionMOVEMENT 1] .......uuiieiiiiee e 107
11. Structural Outline ofhree Fantasias for Solo Claringt B-flat movement I.. 119
12. Structural Outline of hree Fantasias for Solo Clarinet B-flat
MOVEMENT 1] .. e e e e e e e e e e e e e enans 122

13. Structural Outline of hree Fantasias for Solo Clarinet in B-flat

MOVEMENT ... e e e e e e eaans 128
14, StYle CAt@UOIIES ... ceiieieieeiiiittier e e e ettt a e e e e e e e e e e e e e e eeatbbbb b a e e e e eeeeaaas 135
(ST o 40 (I OF=1C=To (o] 1S SRSTRRPP 139
16. Time Signature Use in EACh PIECE.........ooooviiiiiiiiiiiii e 142

viii



Table

17.

18.

19.

20.

21.

22.

23.

24,

The Scale and Interval Use in EQCh PI€CE .......cccoovviiiiiiiiiiiiicce e 146
Dynamics iN EACH PIECE........uuuuiiiiii e 149
PItCN RANGE LISt ..ottt e e e e e e e e e e e eeeeanees 152
Tempo List Of EQCh PIECE ......cooeiiiiiiiiiie e 154
Fundamental Rhythm in EQCh PI€CE ..........ouvveiiiiiiiii e 157
Instrumentation of Each Piece (Arranged by the Number of Instruments) ........ 159

FOlk MUSIC USE COMPATISON ...ttt e e e e 162
FOIK MUSIC MEIOAY ... 164



LIST OF FIGURES

Figure Page

4.1. Chinese folk music scales based 0N C ... 31
4.2. Qigang CheriViorning Songmm. 1-11......ccoiiiiiiiiiiiiiiiiiiiiiiire e eeeeeeeeees 33
4.3. Qigang CherViorning Songmm. 1-25..... oo 34
4.4. Qigang CheriMiorning Songmm. 12-14, 26-31 .........cciiiiiiiineiiiiiieeeeiiiiiiinen 35
4.5. Qigang CherViorning Songmm. L170-177 .....ccooeeiiiiiiiiiiiiiiiiiee e eeeeeeeeens 36
4.6. Qigang CheriViorning Songmm. 201-205..........ccoiiiiiiiiiiiiiiiiiiie e eeeeeeeeeeeeens 37
4.7. Qigang CherMIorning SONGM. 177 ..ccoooiiiiiieieeeeiee e 38
4.8. Qigang CherMiorning Songm. 18-19.......cccooiiiiiiiiiiiiiiiiiiie e 39
4.9. Fingerings for B5 (first picture) and A5 (second PIiCture) .........cccceeeeeeeeiiieeeeennnns 39

5.1. Bayannaoer folk son§an bai liao shi zhi huang yari§hree Hundred

SIXEY YEIOW SNEEP) et 41
5.2. Horgin folk SONGINOI VIN GHal.....ccooiiiiiiiieeiiiie e 42
5.3. ChangiNg VOWEIS.......ccoiiiiiiiiiiiiiiie ettt e e e e e e e e e e ae e b e e as 43
5.4. Tibetan folk SONGA M0 oo 44
5.5.Single-note ornament and double-note ornament..............coooeiiiiiieiieiien e, 45
5.8, ZNBN QUi aaaaeaes 45
5.7. Pentatonic scale based on B-flat ...........oooviiiii 48
5.8. Yan WangMu ma zhi gemm. 1-10 .......coiiiiiiiiiiiiiiiiiiiieiiiiiie e eeeeeeeeees 48
5.9. Yan WangMu ma zhi gemm. 40-43 ..ot eeeeeeens 49
5.10. Yan WangMu ma zhi gemm. 44-46, 53-55.......coouiiiiiiiiiieeeeeeeeeeeeeeiiiiii 50
5.11. Yan WangMu ma zhi gemm. 156-159 ........couuuuiiiiiiiiiniieeeeeeeeeeeeii 50

X



Figure Page

5.12. Yan WangMu ma zhi gemm. 171-178 ......coouummuiiiiiiiiieiee e 51
5.13. Yan WangMu ma zhi gem. 40.........eeiiiiiieeeeeeeeeeeeiiiie e eeeeeeeees 52
6.1. Northern Shannxi Folk Son@an sheng lingmm. 1-26 .............cceeeiiiiiiiiiiinnns 57
6.2. An-lun HuangCapriccio for Clarinet and Strings Op. 4dom. 1-8.................. 60
6.3. An-lun HuangCapriccio for Clarinet and Strings Op. 4dom. 9-10................ 61

6.4. An-lun HuangCapriccio for Clarinet and Strings Op. 4dhm. 36, 40-42,
AN 59-60 ... r e aaaaaeeaees
6.5. An-lun HuangCapriccio for Clarinet and Strings Op. 4dhm. 54 and 58 ....... 62

6.6. An-lun HuangCapriccio for Clarinet and Strings Op. 4dhm. 107 and

6.7. An-lun HuangCapriccio for Clarinet and Strings Op. 4dhm. 102-111,
157-170, 260-269 .......ccoiiiiiiiiiiiiiit e e e

6.8. An-lun HuangCapriccio for Clarinet and Strings Op. 4dhm. 191-204,

I8 G TP ORI
6.9. An-lun HuangCapriccio for Clarinet and Strings Op. 4dhm. 236-243.......... 65
6.10. An-lun HuangCapriccio for Clarinet and Strings Op. 4m. 277-283........ 66
6.11. An-lun HuangCapriccio for Clarinet and Strings Op. 4thm. 102-105........ 67
6.12. An-lun HuangCapriccio for Clarinet and Strings Op. 4hm. 236-260........ 68
7.1. Heptatonic scale with a sharp third ...
7.2. Heptatonic Chingyue scale starts fglmote............coooovviiiiiiiiiiiiiiiii e 70
7.3. Examples of incomplete scale MOdES .........uuuuiiiiiiiiiiii e
7.4. 718 and 5/8 rNYINM ......o e



Figure

Page

7.5.Hua er wei she me zhe yang hdi¢hy Flowers Are So Red) froMisitors

on the lcy Mountaifm. 1-21 ..ot e e e e e e e e eeeeeeens
7.6. Bijing Hu,The Sound of Pamir Clarinet Concertomm. 3-6 ..............cccuvvunn... 74
7.7. Bijing Hu,The Sound of Pamir Clarinet Concertomm. 19-20 ...................... 74
7.8. Bijing Hu,The Sound of Pamir Clarinet Concertpomm. 20-21 ...................... 75

7.9. Heptatonic scale based on D with a sharp third
7.10.
7.11.
7.12.
7.13.
7.14.
7.15.
7.16.
7.17.
7.18.
7.19.
7.20.
7.21.
7.22.
7.23.

7.24.

Heptatonic scale based on A with a sharp third..............iiiiiiii
Bijing Hu,The Sound of Pamir Clarinet Concertomm. 21-24, 94-97 ......... 77
Bijing Hu,The Sound of Pamir Clarinet Concertomm. 51-58, 107-119...... 77

Bijing Hu,The Sound of Pamir Clarinet Concertomm. 69-73, 125-128..... 78

Bijing Hu,The Sound of Pamir Clarinet Concertomm. 41-44, 139-140..... 78
Heptatonic scale based on G with a sharp third............iiiiiiii,
Bijing Hu,The Sound of Pamir Clarinet Concertg m. 2...........ccccccceeviiinn, 80
Bijing Hu,The Sound of Pamir Clarinet Concertg mm. 29-31 ................... 81
Bijing Hu,The Sound of Pamir Clarinet Concerth m. 36...........ccccceeeeeeennn. 81
Bijing Hu,The Sound of Pamir Clarinet Concerth mm. 62-63.................... 82
Bijing Hu,The Sound of Pamir Clarinet Concertd, mm. 19, 28 ................. 83
Tajik wedding ceremony. Painted by Dong-Yuan Chen..............cccccceeieeeenee,
Bijing Hu,The Sound of Pamir Clarinet Concertd, mm. 27-34.................. 85
The heptatonic scale based on A with a sharp third.............cccccoeiiiii.
Bijing Hu,The Sound of Pamir Clarinet Concertd, mm. 121-139.............. 87

Xii



Figure Page

7.25. Bijing Hu,The Sound of Pamir Clarinet Concerttd, mm. 129-132,

L37-T40 e ettt e et e e e et e eaa e e e eeaaa e e 88
7.26. Bijing Hu,The Sound of Pamir Clarinet Concertd, mm. 126-131.............. 88
7.27. The heptatonic scale based on F with a sharp third .............ccoiiiiiii. 89
7.28. Bijing Hu,The Sound of Pamir Clarinet Concertt, mm. 210-227............... 91
7.29. Bijing Hu,The Sound of Pamir Clarinet Concertt, mm. 145 .................... 91
7.30. Bijing Hu,The Sound of Pamir Clarinet Concertomm. 89-90 .................... 92

7.31. Fingerings for the mordent of Bb5 (first picture) to C6 (second picture),
and BDb5 (third picture) to Cb6 (fourth picture) ..........coooeiiiiiiiiiiiii s 92
7.32. Bijing Hu,The Sound of Pamir Clarinet Concertpm. 161-162.................... 93

7.33. Fingerings for the mordent of Eb6 (first picture) to F#6 (second picture),

and Ab5 (third picture) to B5 (fourth piCture) ... 93
7.34. Bijing Hu,The Sound of Pamir Clarinet Concert m. 19..............ccccee.. 94
8.1. Yu-Xian DengyYu ye huamm. 1-O.. ... 98
8.2. Taiwanese folk SONYU Y& NUAM. L.....ooiiiiiiiiiiiiiiiieeeee e 100

8.3. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and
PercusSION|, MM. L-d ...t e e e e e e e eees 101
8.4. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and
PerCUSSIONT, MIM. B-7 .ot e e e e e e e eees 101
8.5. Taiwanese folk SONYU Y& NUAM. B.........ouvuuiiiiiiiiiiii e 101
8.6. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and

Percussion], MM. 6-7, 10-12, 26......cuuuueeeie e 102



Figure Page

8.7. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and

Percussion|, MM. 13-14 .......oooiiiiiiei et 102
8.8. Taiwanese folk sonu ye huamm. 1-5, 7-8........ccooiiiiiiiiiiiiiiii e, 103
8.9. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and

Percussion|, MM, 21-31......ooiiiiiiiiie et e e e 103
8.10. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and

Percussionl, mm. 44-45, 54, 62-65 and 72...........ccooiiiiiiiiiiiiiiiieeeeeee e 104
8.11. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and

Percussionl, mm. 33-35, 44-45, 54, 60-61 and 69 ..............ccoeeciiiiiieiiiiiiniennen. 104
8.12. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and

Percussion|l, MM. 45-48 ... 105
8.13. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and

Percussion|, MM, 73-85 ... 106
8.14. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and

Percussionll, MM, 27, 48, 52 .........uuuiiiiiiiiiieiiiieee e 108
8.15. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and

Percussionll, Mm. 59-60, 66-67 ...........cuuiriiiiiiiiiiiiaiiiii s 108
8.16. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and

Percussionll, mm. 84-86, 96-100 ..........ccuriiiiiiiiiiiiiiiiiiie s 109
8.17. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and

Percussionll, mm. 91-92, 102-103 .......oouiiiiiiiiiiiaeaaeee s 110

Xiv



Figure Page
8.18. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and
Percussionll, mm. 115-116, 119-123 .......ccooiiiiiiiiieiiiiiiiee e 110
8.19. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and
Percussionll, Mm. 121-123. ... .o 111

8.20. Mei-Mi Lan,Concerto for Clarinet and String Orchestra with Harp and

Percussion|, MM. L-10 ... et e e e e e e eeeas 112
9.1. Quan-Sheng LIDiu-Diu-Tang mm. L1-14........oouuuiiiiiiiieeeeeeeeeeeeeeeeiiii s 115
9.2. Fu-Yu Lin,White EgQretmm. L1-17 ... eeeeeeeneees 116
9.3. Fu-Yu Lin,The Dark SKymm. 1-23 ... 117
9.4. Taiwanese folk son®ju-Diu-Tang mm. 1-5..........ii e, 119

9.5. Different uses of the melody line in the mm. @#4-Diu-Tangin the A

=T o 1[0 ] [PPSR 120
9.6. Taiwanese folk son@ju-Diu-Tang mMm. 7-8 .........ccooiiriiiiiiiiiiiiiiii e 120
9.7. Taiwanese folk son®ju-Diu-Tang mm. 10-12.........ccooviiiiiiiiiiiiiiiieeeeeeeeeeeee, 121
9.8. Taiwanese folk son@lvhite Egretmm. 1-4.........ooooriiiiiiiiii e 121

9.9. Yu-Hui ChangThree Fantasies for Solo Clarinet in B-fléit mm. 1-4, 16 ... 123
9.10. Yu-Hui ChangThree Fantasies for Solo Clarinet in B-fléit mm. 4-6,
I I T Tt I PR 123

9.11. Yu-Hui ChangThree Fantasies for Solo Clarinet in B-fl#it mm. 5, 17,

9.12. Yu-Hui ChangThree Fantasies for Solo Clarinet in B-flit mm. 24-28 ... 124

XV



Figure Page
9.13. Yu-Hui ChangT hree Fantasies for Solo Clarinet in B-fl& mm. 29-30,
38-39, 44-46 ... e 125
9.14. Yu-Hui ChangT hree Fantasies for Solo Clarinet in B-fldt mm. 31-35,
AO-A3, AT ot e e e et a et e rr e e e e eeraans 126
9.15. Yu-Hui ChangT hree Fantasies for Solo Clarinet in B-fl#t mm. 54-55 ... 126
9.16. Yu-Hui ChangT hree Fantasies for Solo Clarinet in B-fl#t mm. 56-57 ... 127
9.17. The example of the use of the first beats of m. 1 melody liflesoDark
SKYIN MIML L-23 ettt e e e e e e e e e e e e e e e e s erbbann s 129
9.18. The example of the use of the mm. 1-2 melody lifdhefDark Skyn
L0010 A PP P PP 129
9.19. The different pitch ranges and dynamic ranges in the first phrase and the
ST=Tol0] 010 I o] o] =] = SRS 130

9.20. Yu-Hui ChangThree Fantasies for Solo Clarinet in B-fl&it, mm. 79-

B0, B i e e e e e a 131
9.21. Yu-Hui ChangThree Fantasies for Solo Clarinet in B-flatm. 26 ............. 132
9.22. Fingerings for timber trill 0N A3 ... ... e 133

9.23. Yu-Hui ChangThree Fantasies for Solo Clarinet in B-flit mm. 54-55 ... 134
10.1. Mei-mi LanConcerto for Clarinet and String Orchestra with Harp and

PerCUSSIONT, M. L4 e e 144

XVi



CHAPTER |
INTRODUCTION
Motivation and Rationale

While preparing repertoire for an undergraduate clarinet recital in 2008s it w
suggested to the author to perform a piece that borrowed folk music elefRuents:
Hungarian Dances for Clarinet and Piaty Kokai Rezso. Since that first, rather
profound and influential experience with folk music, the author has explored many other
works using folk material. These inclu®’ Concertoby Scott McAllister, which uses
rock and roll as well as folk music as thematic mate@agrdasby Vittorio Monti,
which uses Gypsy musical style; aditoire du Tangdoy Astor Piazzolla, which uses
musical elements from the tango dance style.

Using folk music as a starting point for musical composition has been common as
long as music has been notated. Composers employ folk music by using several
compositional techniques, including parody, quotation, paraphrase, adaptation, and even
plagiarism. Borrowing from folk music—music that most people in a society knew—i
common due to folk music’s unique style and characterisBeda Bartok mentioned
what Kodaly considered the importance of folk music in modern music:

So little of written old Hungarian music has survived that the history of Hungarian
music cannot be built up without a thorough knowledge of folk music. It is known

! Lei Wang, Jianling Li, Ling Wei and Chingkuan Qin, “Zhong guo liu xing yin
yue zhong de min zhu yin yue yuan su (Folk Music Elements in Chitggadar Music),”
Tribune of Social Scienc€2008): 139-141.

% Bela Bartok (1881-1945) was a Hungarian composer and pianist. He is
considered one of the most important composers in the@@tury Along with Kodaly,
he is the pioneer of nationalism. They both devoted themselves to Hungarian folk music
collecting and musical education.



that folk language has many similarities with the ancient language optepi

the same way folk-music must for us replace the remains of our old music. Thus,
from a musical point of view, it means more to us than to those peoples that
developed their own musical style centuries ago. Folk-music for these peoples
became assimilated into their music, and a German musician will be able to find i
Bach and Beethoven what we had to search for in our villages: the continuity of a
national musical tradition.

He also provided his opinion about tradition and modern music:

What is the best way for a composer to reap the full benefits of his studies in
peasant music? It is to assimilate the idiom of peasant music so compldtély tha
is able to forget all about it and use it as his musical mother téngue.

These two statements explain that traditional folk music is the root for much
modern and contemporary music, and that folk music functions to inspire composers as
well.

This concept is employed in the development of contemporary Chinese music that
use Chinese folk music elements. Because of the large geographic ahaéaeseC
territory, different areas have their own unique folk music. Contemporary €hines
composers seek to use Chinese folk elements to inform people about the folk music
characteristics of different geographic areas, to appreciate Clomése, and to
encourage the creation of contemporary compositions influenced by Chinese folk music.

There are quite a large number of composers borrowing from folk music. Very
little of this music is published, and not much has been researched or reviewed. Thus, the
goal of this research is to discover and promote contemporary clarinet nepiradiuses

Chinese folk music elements.

3 Bela BartokThe Influence of Peasant Music on Modern MusaS1

4 Ibid.



Compositional Development of Contemporary Clarinet Music in Mainland China

Compositional development of works of any kind that use clarinet in Mainland
China can be traced back to the 1930s. Since no works including clarinet from Mainland
China or Taiwan exist before the 1930s, the repertoire will be referred to as
“contemporary.” Xingahi Xian’s-ong (Winds) for soprano, clarinet, and piano is the first
contemporary Chinese piece that uses the clatiat.Chang'sSubei diao bian zou qu
(Variations on a Northern Jiangsu Tune), composed in 1952, is considered the first
Chinese piece for clarinet pianthis piece depicts the country life (e.g. farmworkers) by
using folk melodies. Chang adopted the variation form from Western musical concepts,
which is familiar to Chinese people, to make the music acceptable and widespread i
China?® Since then, the use of clarinet has continued, and a large quantity of clarinet
compositions have been writtén.

This development can be divided into three st&gee first stage is the
experimental period (1950s to 1960s), which began with the establishment of the

Communist Party of China and before the Great Proletarian Cultural Revaldigmnm

> As Xiao-yan Di’s Jian lid an huang guan zhong guo xue pai de li cheng bei-ji
die r jie dan huang guan zhong guo zuo pin shi zouyin yu@huilestone in the
Establishment of a Chinese Clarinet School-a Record of the Second Chinese Clarinet
Repertoire Concert) mentioned, this piece expresses the sour, sweet, bitter, atidehot i
and the motherland, China.

® Renfu Chang, “Jian ping san shou dan huang guan du zou qu (The Brief
Comments on Three Clarinet Solo PieceBgbple’s Musicno. 9 (1962): 10.

" Ni Ma, “A small talk of creation and performanceSafbei diao bian zou qu
(Variation of Northern Jiangsu Tune)lhe World of Musicno. 8 (2012): 51.

8 Jiafeng Chang, “Due zhong guo dan huang guan fa zhan li shi de hue gu han
min zhu hua si kao (The Overview of Chinese Clarinet Development and the Thought of
Nationalism),”Qun Wen Tian Dino. 5 (2012): 63.
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many composers used Chinese folk music elements in their clarinet coon@dsiti

writing. Famous works in this stage include Luguang Xii's xuan guRondo) and
Monglian ging ggMongolian Love Song); Yan WangMu ma zhi géThe Song of

Grazing Horses); and Wanli Niu@iu shou(Autumn Harvest.

The second stage, from the 1960s to 1970s, was the period of the Great
Proletarian Cultural Revolution (1966-1976). This period, also known as the Cultural
Revolution, was a social-political movement led by Ze-dong Mao. This movement
paralyzed China both politically and socially and significantly influencedahbatry’s
economy. However, in musical life, this was different. Qing Jiang, Ze-dongsMafe,
and a major power figure in the Communist Party of China, considered that Western
musical instruments were more expressive and technical and without the intonation
problems of Chinese instruments. She agreed to let composers and musicians use
Western instruments in their composing and performing to publicize their political
thoughts. In this period, the structures and genres were limited due to pasicaition;
however, Western musical instruments did not disappear with the Great Fapletar
Cultural Revolutiont® This period represented a very dark time in much culture and art,
but composers, limited due to the governmental prohibitions, employed folk elements to
create works. Many compositions from this time relate to politics. The conopgsit
includeDouli wu (Leaf Hat Dance) andiefang(Liberate) revised by Zhenlong Xian

from Hong se niang zhi ju(Red Women Team$hi shi dai dai ming ji mao zhu xi en

® Xiao-yan Di, “On the Development of Chinese Clarinet Worlsyirnal of
Zhejiang Vocational Academy of Avbl. 8, no. 1 (March 2010): 47.

19 ing-chao Yang, “The State of the Violin Art During the Cu#l Revolution.”
Journal of Longdong Universityol. 19, no. 1 (Jan. 2008): 90-93.
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ging (Engrave the Loving-Kindness of Chairman Mao on One’s Mind from Ages and
Ages) by Zhijian Wang, andua le de nu zhan sfiHappy Female Soldier) by Tianyi
Yan.

The third stage, from the 1970s to the present, is the period after the Great
Proletarian Cultural Revolution. There are two major composition techniques used in thi
period: (1) using both Chinese and Western compositional techniques, represented by
composers Qigang Chen, Shouxun He, and Chou Chang, and (2) employing traditional
Chinese musical technigues in clarinet compositions. Because the music isaselse ¢
related to people, it was more accepted. These composers include LiejuZi@iogia
Meng, and Changyun Lé&é.

In general, most of the composers writing clarinet music in Mainland China use
elements from Chinese culture. Mong Bian, a famous piano professor at the Central
Conservatory of Music, mentioned that the most important thing for presenting €hines
piano performing characteristics is to build on the country’s own great Chinekg, w
and that Chinese contemporary compositions are the power to motivate the development
of piano art musié? It is the same concept in clarinet development. More and more
composers have devoted themselves to establishing clarinet repertoi@&hmigse

characteristics.

1 bid., 48-50.

2 Mong Bian,Zhong guo gan gin wen hua zhi xing cheng yu fa ¢hhe
Formation and Development of Chinese Piano Culii#edple’s Music Publishing
House, 1996), 139-140.



Compositional Development of Contemporary Clarinet Music in Taiwan

Due to the different political governments in China and Taiwan, the development
of contemporary clarinet compositions in Taiwan differed from those in China. The
development in Taiwan starts from the 1950s, the period near the beginning of the
restoration period. Famous composers include Wen-Yeh CHijatmp Chang, and Bing-
Guang Chen. However, most of these Taiwanese contemporary clarinetgoeenes
published. According to th&larinet Repertoire by Taiwanese Compodsr<u-Xing
Ling™, the first written piece is thatroduction et Allegrdoy Hao Chang in 195'.
There are numerous instrumentations and genres in Taiwanese contemporeety clari
repertoire, though most are chamber md&ic.

The compositional development of Taiwanese contemporary clarinet music can be
divided into four stages: the starting period, the period of reflection on tradition and
creation, the avant-garde and eclectic period, and the period of innovation and

recurrencé’ The first stage, the starting period, began around the 1960s. During this

13Wen-Yeh Chiang (1910-1983) is a famous Taiwanese composer. He is the
first person who was awarded the international musical prize in Taiwan. Chiang
composed more than one hundred compositions, including twenty-two orchestral pieces,
eleven chamber works, three operas, and fourteen chorus pieces. He used Chinese and
Western musical concepts and techniques in his compositions. Wei-liang Shih and Zhi-
Yun Kuo, who were famous composers during the period of germination, were
influenced by him.

14 Zu-Xing Ling, The Clarinet Repertoire by Taiwanese Compos2863.

'3 Introduction et Allegravas composed by Hao Chang in 1951. It is a 10-
minute piece for woodwind quintet and piano.

16 Zu-Xing Ling, The Clarinet Repertoire by Taiwanese Compaskrs

7 Chiao-Chen Chienthe Development of Taiwan New Music Composition after
60s in the 20 century(Ehanism Global Corporation, 2012), 259-270.
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period, Taiwanese composers started to empl8yc@atury musical techniques in their
compositions. They attempted to combine Western music with Chinese traditional
musical compositional styles and concepts. Tsang-houet®*Wej-liang Shih, and Zhi-
Yun Kuo are representatives of this period. Clarinet pieces during this periodencl
Quintetfor flute, clarinet, violin, cello, and piano by Tsang-houei Hsu in 19éptety
Yen Lu in 1967; andmall Dance for Clarinet and Piary Wei-liang Shih.

The second stage, the period of reflection on tradition and creation, began around
the 1970s. During this period, composers were seeking to determine the origin of Chinese
music, perform Taiwanese composers’ works, and use folk music and traditionalhopera i
their compositions. Tsang-houei Hsu expressed his opinion of what he considers
traditional and modern in hisssays on the History of Music Volume&vhich is
translated to English by the present author:

As a Taiwanese composer, | know the tradition of Taiwanese music. It is riatural
seek the root of Taiwanese music because it is my native language in myl musica
composition. Besides, | was a composer in tHe@tury, which is a period of
international cultural communication, and | express my musical philosophy by
employing contemporary musical techniques to modify my native language-
traditional Taiwanese muste.

Famous works in the second stage incIMilen (Sleep) by Loong-hsing Wen in 1974,

Xian ging er chandLeisure, Two Chapters) for woodwind quintet by Deh-hoh Lai in

18 Tsang-houei Hsu (1929-2001) was a composer and musicologist. He was the
first person who gave the “contemporary music shock,” meaning introducing and
composing using contemporary Western compositional technique, to Taiwanese people.
He was dedicated to composing contemporary musical works and folk music research.
He taught several famous Taiwanese musicians and professors.

19 Tsang-houei HsLEssay on the History of Mus{€aipei: Quan-yin Publishing
Co., 1994), 98.



1968-74, and.ang tao shgdThe Waves) for flute, clarinet, horn, cello, trumpet, and two
percussionists by Yen Lu in 1972-73. The composers used more contemporary
composition techniques in this stage, following Western contemporaries of
Expressionism: dissonance, atonality, and improvisation.

The third stage, the avant-garde and eclectic period, began near the 1980s. There
were several compositional styles among composers, including using thesthama
“modernist” compositional techniques, such as experimental music, dissonant madisic, a
minimalistic music; using Western musical techniques in traditional Ghimesic; and
seeking a balance between Western and Chinese styles. In general, cogrpdseitty
began to write for their audience, which often had no background in classical music.
They wrote music that was easier to understand by non-musitiaterinet works
during this period includeandscape Formostor woodwind quintet by Hwang-long Pan
in 1987,Mozart’s Capricciofor woodwind quintet by Nan-chang Chien, d&uahoes of
May for flute, clarinet, trombone, cello, percussion, and piano by Ting-lien Wu in 1984.

The last stage is the period of innovation and recurrence, which is from the 1990s
to present. During this period, composers use materials not only from cultural or
technical aspects but also humanistic and environmental concerns. For eXdmaple,

Angel from Formosay Tyzen Hsiao in 199Mao qging(Express Feeling) for woodwind
qguintet by Hao Chang in 1998, agidquang(The Aurora) for clarinet and chamber

ensemble by Yin-kwong Chung in 1999.

20 Chiao-Chen Chierthe Development of Taiwan New Music Composition after
60s in the 20 century(Ehanism Global Corporation, 2012), 262-263.

21 Ji-ren ChangTaiwanese “Contemporary Music” in 1945-1996m
Taiwanese Music One Hundred Years Essa95-398.
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From the beginning of Taiwanese contemporary clarinet repertoire to genpre
expressing “cultural identity? is the most essential issue for Taiwanese composers, and
by using this Chinese spirit, their music is unique and noticeable.

Delimitation and Scope

Six Taiwanese contemporary clarinet works that use Chinese folk musical
elements will be discussed in this research paper. The pieces includg Qlgaris
Morning SongyYan Wang'sMu ma zhi g¢€The Song of Grazing Horses), An-lun
Huang’'sCapriccio for Clarinet and Strings Op. 4Bijing Hu’'s The Sound of Pamir
Clarinet Concerto Mei-Mi Lan’s Concerto for Clarinet and String Orchestra with Harp
and Percussiorand Yu-Hui Chang’'§ hree Fantasias for Solo Clarinet in B-fldthese
works span more than fifty years, and they are quite different in style essahpbty.
However, they have one common feature: use of elements from famous Chinese folk
music that give audiences a new awareness of Chinese folk music.

All of the works were selected based on information easily attainable wdddwi
including theses, dissertations, and journals, and are limited to works written bge&hine
composers. As a result, the compositions include works written by composers whose
nationalities, cultural backgrounds, or ethnicity are Chinese or Taiwanese.

Analyses in this paper are intended to raise awareness about Chinese
contemporary clarinet works and aim to highlight the attractiveness of combnewwg

and old” and the beauty of Chinese music.

22 Cultural identity is the identity of one group or one culture, or the
identification that an individual is influenced by the culture or group that he/she belongs
to. This concept is an important theory for modernizing a nation or group
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This research paper begins with a review of literature related to Chinese
contemporary clarinet works that use Chinese folk music, followed by biographies of
composers. The structural analysis and the folk music used in each piece and its
associated information will be introduced in the following chapters. Musicalggam
are presented to demonstrate related musical concepts. The document condiuaes wit
summary chapter explaining the detailed analysis of these six piecesipgaring style,
form, instrumentation, and harmony. Readers will find the recording of the cemplet

music for these works in the appendix.
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CHAPTER I
LITERATURE REVIEW

There is little research devoted to Chinese art music that is written aling f
music. This review of literature related to Chinese folk music influenced woritains
two sections. The first is the use of Chinese folk music in contemporary musioas pi
generally, and the second focuses on the Chinese folk music used in contemporary
clarinet pieces specifically. The information includes theses, diised, books,
journals, and newspapers, sources obtained from the National Digital LibrEngses
system, China National Knowledge Infrastructure system, Disesdah Taiwan system,
ProQuest Dissertations & Theses system, China National Knowledgstinétare
system, and PerioPath Index of Taiwan Periodical Literature system.

Most of the research on Chinese folk music’s use in Chinese composers’
compositions has been done since 2000, and the main focus is usually on the analysis and
interpretation of the pieces that are using Chinese folk music elementsvétpthere is
a small amount of research regarding the specific topic of using Chineseusitk m
elements in contemporary pieces. Jing Chi’s treatise “Chinese Folk SorgpRiees the
Work Investigation of Piano Work-froarethusa Flower, Flower Wate&ee the Style
Confidence that Chinese Folk Song Reorganize Piano Music \&igfk > completed in
2008, is a thesis that contains four parts: providing information regarding Han folk music,

(Han is the majority ethnic group of China); introducing the development history of

23 Jing Chi's treatise “Chinese Folk Song Reorganizes the Work Investigation of
Piano Work-fromArethusa Flower, Flower Wate&ee the Style Confidence that Chinese
Folk Song Reorganize Piano Music Work” (Master’s Thesis, Hebei Normal Unyersi
2008)
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Chinese contemporary piano works that use Han folk music elements; analyzing two
representative examples of this kind of musiethusa FloweandFlower Watey and
discussing the general characteristics of the pieces that use Harusatkaiements. The
main focus of this thesis is how to control the style of the piano works that use Han folk
music.

Lei Hua’s thesis, “Cello Concerto ‘Gada Meilin’ Interpretation of the
‘Nationalization’,”** written in 2012, can be divided into three parts: first, introducing the
Mongolian folk songsada Meilin second, exploring the folk song in the cello concerto
‘Gada Meilin’, and third, using this concerto to further discuss how to use the cello to
express the characteristics of Chinese folk music and the charactefislitsese
contemporary cello works. The author provides his own opinions and suggestions on the
“nationalization” of cello into Chinese musical culture and contemporany weitks.

Zhigang Chen and Miao Liu’s collaborated journal article “Qian tan zhong guo
xiao hao zho pin zhong Sinkiang min ge su cai de yun yong (The Employment of
Sinkiang Folk Music Elements in Chinese Trumpet Worksptiblished in 2008,
introduces the development of Chinese trumpet works and the use of Chinese folk music

in contemporary trumpet works. There are several Chinese contemporary trworiget w

mentioned, however, all use Sinkiang (an ethnic minority) folk music elements. The

24 |ei Hua, “Cello Concerto ‘Gada Meilin’ Interpretation of the
‘Nationalization™ (Master’s Thesis, Henan University, 2012)

2> Zhigang Chen and Miao Liu, “Qian tan zhong guo xiao hao zho pin zhong
Sinkiang min ge su cai de yun yong (The Employment of Sinkiang Folk Music Elements
in Chinese Trumpet Works,” Art Research, no 3 (2008): 116-119
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authors explain the uses and characteristics of Chinese folk music in thesamptace
article.

Among the research currently found, research on the topic of using Chinese folk
music elements in Chinese contemporary clarinet works is limited. Chiu-YuarsChe
dissertation “Eastern and Western Concepts in Two Taiwanese Contemporasyfavor
Clarinet,” completed in 2011, is a dissertation including a written document and a
recording. It primarily discusses the use of Chinese elements, includingmode
ornaments, and Chinese poems, in two Eastern and Western influencedTieses,
Fantasias for Solo Clarinet in B-fldty Yu-Hui Chang andll But Not At Allby Wei-

Chieh Lin?°

Yunlei Wang’s article “Si chou zhi lu shang de dong fang zhi yun-xing jiang fong
ge dan huang guan yue qu yan zou de tan suo yu si kao (The Beauty of Eastern Music on
the Silk Road-The Discovery and Consideration of Performing Sinkiang StylaeeZlar
Pieces),” written in 2011, is constructed in three parts: the charactesisBaskiang folk
music, the comparison of Western music and Sinkiang folk music, and the use in clarinet
works of the combination of Western music and Sinkiang folk music. It provides seader

with an understanding of clarinet music that uses Sinkiang folk fiusic.

26 Chiu-Yuan Chen, “Eastern and Western Concepts in Two Taiwanese
Contemporary Works for Clarinet” (D.M.A. diss., The City University of New York,
2011).

27 Yunlei Wang, “Si chou zhi lu shang de dong fang zhi yun-xing jiang fong ge
dan huang guan yue qu yan zou de tan suo yu si kao (The Beauty of Eastern on the Silk
Road-The Discovery and Consideration of Performing Clarinet Pieces witlausinki
Style),” The World of Musi¢September 2011): 35-37
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Though the above mentioned research examines the use of Chinese folk music in
contemporary Chinese compositions for clarinet, none have deeply explored both the use
of several Chinese ethnic groups’ folk music in contemporary clarinet worksa with
detailed discussion of the contemporary clarinet pieces from different :Spetiiding
the general styles, performer suggestions, and the role of Chinese folk musidchese in t
pieces. This paper allows readers to better understand the concept of Chinese folk
influenced clarinet works as well as the exact use of Chinese folk music in the
contemporary clarinet repertoire. The ultimate goal of this reseatolencourage and
inspire performers, teachers, and audiences to appreciate, enjoy, and pegérndtof

music.
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CHAPTER 1l
BIOGRAPHIES OF THE COMPOSERS
Qigang Chen
Qigang Chen was born into a musical family in Shanghai, China in 1951. He
studied music from his childhood then studied at the Music Middle School of the Central
Conservatory of Music in Beijing. After graduating, he was the conductor and cempos
for the Zhejiang Symphony Orchestra from 1975 to 1978. In 1977, the Chinese
government re-established the contest system for entering colleges anditesyend
Chen successfully won a spot in the Central Conservatory of Music in Beijingingiud
with Zhongrong Luc®
After graduation from the Central Conservatory of Music in 1983, Chen was the
first nominee at the National postgraduate contest, and was able to traide far a
Master’s degree in music. From 1984 to 1988, he studied with Olivier Messiaen. He also
worked with lvo Malec, Betsy Jolas, Claude Ballif, and Claude Castérede. In 1987, he
attended a training session for composers at IRCAM as well as musiqabsidion
training at the Academia Chigiana in Siena with Donatoni. In 1988, he obtained the
Diplome Supérieur de Composition at the Ecole Normale de Musique unanimously and
with the congratulations of the jury. He received the Diplome de Musicolodie at t

University of Paris-IV Sorbonne with high grades in 1989. While completing his

28 Zhongrong Luo (1924- ) is a composer and professor. He composed several
famous pieces, includingymphony No. 1, Symphony NoCBun jiang hua yue y@n
Spring the River Rises as High as the Sea, and With the River's Rise the Mo®n Rise
Bright), andThree Guangdong Folk Music
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education in composition, his compositional technique became more mature, and many of
his representative compositions were composed the year he graduated.

Chen has had many professional musical experiences. He was the resident
composer and professor at the Centre Acanthes of Avignon in 1997, the president of the
jury of the 9th International Composition Contest of Besangon in 1998, the resident
composer at Strasbourg Philharmonic Orchestra in 2004, and music director for the
Opening Ceremony of the Beijing Olympic Games from 2007 to 2008.

He has received many prizes and awards. These include First prizegawsrd
the French Ministry of Culture) in the International Composition ContestéBuf
Crampon) for clarinet and string quartet in Paris in 1986; the Prize "Stipendsdrgtre
the 34th Summer Festival in Darmstadt, winner of the 27th International Contest of
Symphony Composition of Citta di Trieste in 1988; the Nadia and Lili Boulanger Grant
in 1989; Selected "Musician of the Year" by the Chinese press in 1990; Winner of the
Hervé Dugardin prize of the SACEM (Society of Composers and Publishers) in 1891 t
Nadia and Lili Boulanger grant winner of the International Contest of Conuo$uti
organ of Saint-Rémy de Provence in 1992; the Prize Villa Mediais s Murs in 1993;
Grand Prize of the City of Paris, year 2000 in 2000; Grand Prize of Symphonic Music of
SACEM in 2005; French magazine “La lettre du musicien” awarded him “the best
composer of the year chosen by the professors of French high school” in 200Gjéderce
AMG: National Spirit Achievers Prize, the 2008 Honorable Fellow of the Hong Kong
Academy for Performing Arts, and the song “You and Me” awarded “Five One
Programmes” Prize for the spiritual and civilization by the Publicity Nipisf China in
2008; Extraordinary Composer Prize of the 7th Chinese Golden Records in 2010. His
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compositions could be found in Gérard Billaudot Editeur (Paris, from 1985 to 2007), and
Boosey & Hawkes (London, since 2038).

Chen employs different musical languages in different pieces, and marsy of hi
compositions are not in a Western compositional style; instead, he adds a sense of
Chinese style into his works. He has said:

China is my root, I am like a tree which was transplanted to the land of France
after the age of thirty; and therefore, these two cultures are importaet to m
However, different from ‘grafting,” | am a Chinese tree forevemIrow living in
the land of France onf.

Chen considers that the influence of Chinese culture creates his own personal
style. He thinks it is important to create a piece that contains Chinesetehatias, and
always tries to find a balance of Chinese and Western Stylé® compositions that are
obviously influenced by Chinese culture inclddePour Clarinette et quartuor a cordes
(1986), adapting the ideas of Chinese ancient bdeRking, Wu Xing(Les Cinq
Element}pour grand orchestre commande de Radio Fraii®@99) employs the Chinese
Wuxing—metal, wood, water, fire, and earth concepts;Gwoncerto pour grand
orchestre et ensemble traditionnel chinois, commandee par Koussevitzky Music

Foundation et Orchestre National de Fran@001), using Beijing Opera elements.

29 Qigang Chen, “Biography of Qigang Chen,” Qigang Chen,
http://www.gigangchen.com/FE/english.htm (accessed October 1, 2012).

30 Minghui Bi, “The Chinese Style, an Option in Dilemma: the Visage of the New
Chinese Music Going to the WesP&ople’s Musicno. 10 (2007): 18.

31 Ipid. 17-19.
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Yan Wang

Yan Wang was born in Shannxi, China in November 1931. He was formerly
known as Qixiang Wang with pen names including Qi Sun and Song Tou. He is a famous
national composer and former head of the Shannxi Orchestra. He was a chorus conductor
in elementary and junior high school. In 1945, he entered the Suide Normal Art Ensemble
in which, in 1947, he became a performer. Wang was the conductor of Northwest Art
Ensemble in 1950, and he also studied composition from 1950-52. In 1952, Wang went
to Qinhai and Gansu to collect folk songs. He studied conducting with German Professor
Gosling in a Chinese symphony conductor training class in 1956. He was admitted to the
Central Conservatory of Music in 1962, studying under Professor MingXi Be was
a member of the Chinese Musicians' Association, a consultant of Musiciansiak®n
of Shaanxi Province, and an honorary editor of Music World magazine.

Wang has conducted many symphonic and chorus works. These iBeluaao
nu (White-Haired Girl) by Luxun College of Art in Yanan UniversiBy xiong ru di
(Act Towards Another Like Brothers and Sisters) by YipingZhgnyouComrade in
Arms) by Wenshih Wang; the ballet wagknling you ji dui(Guerrillas in Qinling
Mountain) by the Song and Dance Theater in Xi-an; chorus vidarkgio sondOde to
Motherland), which was composed by Xhi Liao (libretto by Yu Qiao); and manicahus

dance soirees. Many of these pieces are related to politics.

32 Mingxin Du (1928- ) is a composer and also a professor at the Central
Conservatory of Music. His major compositions inclYdemei rern(Fish Beauty) for
dancers and singetdpng se niang zhi ju(Red Women Team) for dancers and singers,
andZu guo de nan hdiThe South China Sea), a symphonic poem. The last two pieces
are collaborative works with Zhuchiang Wu.
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Besides conducting, Wang is also an expert in composition. Since 1955, he has
been dedicated to composition. He has composed more than one thousand pieces in all
genres of music. Major works include opera workse tuanThe Boxers)Dan feng er
nu (Dan Feng Children), aridiao xiang de hua shou @he Fragrance and Floral
Handkerchiefs); song and dance musarthern Shannxi Suite, Song he {8end a
Pouch), and’en’an xin churfYan’an Chinese New Year); Vocal workkao zhu xi en
ching bi hai sherfThe Kindness of Chairman Mao is Deeper than the Sea)lin jing
giao giao(Very Quiet Forest)Dong tian de geyafrhe Winter Song)..use de meng
(Green Dream)Chang chi hao zhi zou ahn jiaii§ing the Chant Going to the Han
River),Huang tu chingLoess Love)Huang tu lian g€The Song of Loess Love), and
Wang bu liao na shan d&nforgettable Folk Song); Sui@inba xin quQinba Song);
large vocal divertiment&unlun hui shengKunlun Echo); symphonic chorus sukieise
de yangguangBlack Sun); symphonic canta®&u cheng zhi guan@ he Light of the
Ancient City); Chinese flute and piano watku xi kou(Go Migrate); clarinet and piano
work Mu ma zhi g€The Song of Grazing Horses); and he also composed for the movie
Gua shu di lugA Melon Falls when It is Ripe).

His works are melodic, passionate, and strictly structured. More than fiflgswor
have won national and provincial municipal incentives, and many works have been audio
and video recorded and used in music college textbooks. Over the years, Wang has
published several articles include music reviews and essays. His achi¢vanee
included inChinese dangdai yishujie mingren(Mvho's Who of Chinese Contemporary
Art) andshijie renwu cihalWorld People Dictionary). His compositi&@en lin jing giao
giao-Wang Yen du chang ge g(Silent Forest—Yan Wang’'s Solo Songs Election) was
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published in Celebrity Press, October 2009; Chun yu liang jing\jifagrg Yan ge qu ji

(The Sparkling of Spring Rain—Yan Wang’s Song Album), Contemporary Chinese

Literature and Art Publishing House, July 20¥1hai chang yangYihai Wander),

Chinese Contemporary Literature and Art Publishing House, Septembet*2012.
An-lun Huang

An-lun Huang is a Chinese contemporary composer now living in Canada. Born
into a musical family in 1949, Huang studied piano from the age five. He graduated fr
the attached Middle School of the Central Conservatory of Music in the late 60sxa Chi
He received a Fellowship in Composition for Trinity College of Music, London, in 1983
and then in 1986, graduated from Yale University (Master of Music).

With numerous awards, Huang’s compositions are widely performed around the
world in such places as New York, Toronto, Vancouver, Moscow, Beijing, Hong Kong
and Shanghai. Many of his works have been selected for competition repertoire,
including “Chinese Rhapsody Nad. @xd“Dream of Dunhuang’were selected as
“Masterpieces of Chinese Composition in the 20th Century.”

Huang was a member of the China Musicians’ Association in 1976 and the
president of the Chinese Canadian Music Society of Ontario until 1996, where he
continuously promoted Chinese musicians to the multi-cultural life of Canada. He has
held positions as guest professor and composer in residence at the Conservatmig of M
and Symphony Orchestra attached to the Sias International University ofethehdi

University, Henan, China since December 20009.

33 yan Wang, e-mail message to author, December 10, 2012.
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As a prolific Chinese composer, Huang’'s compositions cover most genres, and he
composes many works in different genres that lack Chinese musical edefoent
example, Broadway shows, ballet drama, chorus, vocal works, chamber music, and
symphonies$?

His compositional style is based on linear melody, and he tends to use traditional
harmonic theory to compose tonal music. In his opinion, musical direction is very
important, and thus, “tonal center,” or tonic, comprises the strength of musical
development. With a mixed background in Western and Chinese harmonic concepts, he
combines both in his musfe.

Huang’s compositions also include Western and Chinese melodic and
instrumental elements. Since monophonic Chinese musical melodies are thin & textur
he adds some Western musical elements to assist the music. Chinese musghrsspir
compositional thought. Because he stayed north of the Great Wall for a long tinse, tune
from that area affect his music greatly. Aside from using Chinese melétliang
imitates national instruments in his music, as Well.

Bijing Hu
Bijing Hu was born in Sichuan in November, 1946. He was accepted by the

Affiliated Senior High School of the Central Conservatory of Music in 1959, where he

34 An-lun Huang, “Anlun Huang’s Bio,” An-lun Huang Masterpiece,
http://blog.sina.com.cn/u/18911410ecessed November 20, 2012).

% Yi-Ying Song, “The Excellent Balance of the Modern and the Traditional: A
Study of Huang An-lun’s Piano Composition Theory and Technigireple’s Music
no. 12 (2009): 20-24, 89.

36 |pid.
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studied violin and composition. In 1965, Hu entered the Art Ensemble of Chinese
People’s Liberation Army Air Force Political Departméhtyhere he was a violinist,
violist, and composer. Hu was the art and music director of Blue Sky Children’s Art
Ensemble in the Air Force as well, and he wrote many compositions for thiskdadsem
more than twenty years. Continuing today, many kindergartens in Beijingssthis
works in musical education and musical activiffes.

Hu’s first composition, a chorus work call&thi jie jin ru yi ge wei da de shi dai
(The World Enters a Great New Generation) with a male voice leader, wastednpl
1971. Many organizations have commissioned his compositions, for example, a
composition for the dance drarBaan sh{Regret for the Past); several compositions for
television dramas and special shows; and for The Children’s Song and Dance Party
compositions includingin tai yang, ying yue lian¢Gold Sun, Silver Moonl\i hao,
2000(Nice to Meet You, 2000)Ma ma de weliMother’s Kiss), andHua er xiang tai
yang(Flowers Face the Sun).

Aside from the compositions commissioned by organizations, his works received
many awards, includindi chang su xi€The Airport Sketch) awarded The Fifth Army
Art Performance Compositional Awardhuo qu quCatch Crickets) awarded the first

prize of the National Children’s Musical and Dancing Festival in 1989Candha yao

3" The Art Ensemble of Chinese People’s Liberal Army Air Force Political
Department was founded in 1950. This organization belongs to the military and is in
charge of literature and art. There are seven departments: composition stedisioh
arts center, chorus, dancing team, orchestra, art team, and stage design team.

3 Bijing Hu, phone interview by author, January 14, 2013.
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(Folk Song of Tea Picking) awarded National Nationalities Orchestra Caioposi
Award in 1991%

Hu’s compositional technique approaches classical tonal music; however, he
sometimes uses contemporary compositional techniques to express certanseorot
feelings. For example, the augmented fourth interval or diminished fiftivahter
represents conflicts. Hu provides a perspective of his music, and the followheg is t
writer's English translation:

Music should be connected to nature. It is changeable, just like nature. I like the
beauty of nature, and | like to experience it. Therefore, | went to many places and
collected different music. If you do not really go somewhere to experieadie,

you can not deeply understand the music in tffere.

Mei-Mi Lan

Mei-Mi Lan is the youngest of the six composers. She is one of only two women
featured in this research paper. Lan began to play the piano at the age of eight. At about
fourteen years old, through the encouragement of her teacher, she decided to devote
herself to music, both piano and composition. Later at the age of eighteen, Lan was
interested in the sound of the clarinet, so she learned the clarinet as well.

After graduating in 1998 from the National Taiwan College of Arts (renamed the
National Taiwan University of Arts), she went to the United States to pursséuless.
Lan received a master’s degree in composition from Carnegie Mellon Utyvera001

and a master’s degree in clarinet and a doctoral degree in composition fran Bost

% Yuanyuan Lee, “A Performance Practice Analysis of Bijing Hifie Sound of
Pamir Clarinet Concertb(Master’s Thesis, Xinghai Conservatory of Music 2008), 13-
14.

“0 Bijing Hu, phone interview by author, January 14, 2013.
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University in 2008. During her period of study in the United States, she served as a
teaching assistant and in 2007 was employed at the Massachusetts Iistitute
Technology teaching music theory.

Lan’s compositions gained favorable reviews as well as receiving reudtiydrds
and commissions by noted organizations. Her honors include being a Carnegie Mellon
University Orchestral Competition graduate group winner; the Harry Ghefrc
Composer Award, which is a Carnegie Mellon University Compositional Congpetiti
well; and in 2001 the Cuarteto Lationamericano Awarditiwanese Landscape No. 3
for String Quartetin 2003, there was also a performance of the same piece for the Fifth
Association of Composers League (SCI) International Student Conferehee at t
University of Miami. This was followed in 2003 by an honorary prize of the Swan and
Janet Compositional Competition féormosa Dancewhich was commissioned by the
Taipei Youth Symphonic Band. More accomplishments were an honorary prize from a
composition competition from the Metropolitan Wind Symphony New England students
and selection in the first session of the Symphonic Band Competition final round of the
French Coup de Vents.

Clarinet Quartetwas a multiple winner receiving first prize for NACUSA in 2002
and first prize of the Margaret Memorial Compositional Competition in 2003, and being
selected for performance by the Association of Composers (SCl)dtteral
Conference in 2004 at the The University of Central Oklahoma. The saxophone version
of Clarinet Quartetwas performed by the Back Bay Saxophone Quartet from Boston for
the Saxophone Association in 2004, and the clarinet ensemble version by invitation of the
Taiwan Wind Ensemble was performed in Guangfu Hall of Taipei Zhongshan Hall in
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June 2012Concerto for Clarinet and Strings with Harp and Percussiam an

invitation to be performed in New York City and at the University of lowa for th Six
Regional Conference of the Association of Composers League (SCI) inE2ffesta

Alba for Wind Quintetvas commissioned by the Ji-Yin Chamber Ensemble in 2005 and
in 2009 was adapted to saxophone dectet, which was performed by the Chao ling jing
(Ultra Aya Mirror) Saxophone Group for the saxophone performances’ Annual Meeting
in Thailand.

In 2009, Temple Fair for Orchestravas selected as an orchestral work in
celebration of the fortieth anniversary of the National Taipei Orchestaslperformed
in Zhongzheng Hall of Taipei Zhongshan Hall in June 2009. In Z@ian New World
which was commissioned by the Republic of China Air Force Band, had a performance
in Taiwan.Tsunami 1X¥or eleven wind instruments and two percussionists passed the
first selection of National Taiwan Symphony Orchestra annual commissione
composition of the year 2012. It also won the Parent-Child Concert competition, which
was commissioned by the Taiwan Wind Ensemble.

In additional to composing, Lan actively participates in performances. Ayyrent
she is a member of the Youth Symphonic Orchestra of Taipei, the Taiwan Symphonic
Band, and the Xinxiang Chamber Wind Ensemble. Lan has also dedicated herself to her
teaching career since returning to Taiwan in May 2008. She teaches atitheaN
Taiwan University of Arts and Hsinchu High School. She has a music class Bititi&h

High School and is the wind ensemble instructor for New Taipei Municipal Xinchung
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Junior High School, Kuang-fu Junior High School, Zheng De Junior High School, and
Bangiao Elementary Schod.

Lan employs Taiwanese elements as her compositional materiaésxdfople,
many of her works'’ titles are related to Taiwanese cultural chaisiterand she uses
Taiwanese traditional musical elements in her composition; in partiGdacerto for
Clarinet and String Orchestra with Harp and Percussiwhich will be introduced in
chapter VII, uses elements of the famous Taiwanese folkoryg hugFlowers in
Rainy Night). The inclusion of Taiwanese culture in her contemporary compogiasns
allowed Lan to bring this unique music to a global stage and audfence.

Yu-Hui Chang

Another female composer is Yu-Hui Chang. Chang was born in 1970 in Taichung,
Taiwan. She began her musical studies at age six. She received a bachelor'sategree
National Taiwan Normal University, a master’s degree at Boston Urtiyeasd her
doctoral degree from Brandeis University. She has studied with Ling-Yingih-You
Lin, Xing-Kui Zeng, Marjorie Merryman, Martin Boykan, David Rakowsky, arehiydi
Wyner. Chang taught at the University of California-Davis from 1999 to 2006 and is now
Associate Professor at Brandeis University. She is also Co-ArtisgctDr of the
Boston-based group Dinosaur Annex Music Ensemble, which has been a leading
proponent of contemporary music performance for more than forty years.

Chang’s compositions have been performed worldwide, including the Netherlands,

Italy, UK, China, Japan, South Korea, Taiwan, and throughout the United States. Her

“IMei-Mi Lan, e-mail message to author, December 17, 2012.
“Mei-Mi Lan, e-mail message to author, April 30, 2013.
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compositions receive much praise, and she has been the recipient of many honors and
awards. Included in her honors are fellowships from the Guggenheim Foundation, the
American Academy of Arts and Letters, and the Radcliffe Institutaatard University.

She also received commissions from the Fromm Music Foundation, Koussevitzky Music
Foundation, Barlow Endowment for Music Composition, and Meet The Composer.
Awards include the Aaron Copland Award; Yoshiro Irino Memorial Prize from tlenAs
Composers' League; and the Council for Cultural Affairs of the Executia@,Yvhich is

a Taiwanese government agency.

Chang has composed multiple and varied compositions including instrumental
works, piano pieces, and chamber music; chamber pieces account for the bulk of her
compositions. Many of her compositions were commissioned for specific ortjamnsza
including Boston Modern Orchestra, Alea lll, the Left Coast Chamber Muesip|dy,

San Francisco Chamber Orchestra, and Mondavi Center for the Performifig Arts

In Chang’s conception, music is spiritual and artistic; therefore, she attelas
importance to musical quality and what music brings to people. Chang is inspired
her own thinking and other composers’ music, and she discovers the beauty of music
from every detail of what she heard. She considers that musical chatiastaris the
result of personal breakthrough. She does not intend to create a certain musical
characteristic in one piece. Instead, she creates a piece that usdseWdeieves are the

proper materials, such as the melodies, harmonies and harmonic progressions. Chang

*3Yu-Hui Chang, “Yu-Hui Chang'’s Bio,” Yu-Hui Chang,
http://yuhuichang.com/bio (accessed June 2, 2013).
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believes that there is no limitation in music; however, she seldom tries expilime

music, which she believes to be a challenge to musical aestlfetics.

**Yu-Hui Chang, phone interview by author, January 4, 2013.
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CHAPTER IV
MORNING SON@Y QIGANG CHEN
Chinese Folk Music

Folk music is usually the music that is most closely relaidte lives of a people.
It reflects characteristics and cultures of people in one particular. Mace and more
composers think that traditional folk music is the root of the development of
contemporary musiC. For Chinese folk music in particular, its use in contemporary
clarinet repertoire has a history of more than fifty years. These cont@mpoeces have
rejuvenated traditional Chinese folk music and made audiences more aware of Chinese
culture. In the following chapters, background is provided of the original folk music
before discussing each contemporary clarinet piece.

Chinese folk music, which was originally composed and performed by Chinese
working people, has a long historical development. This genre covers music for
instrumental performing, folk songs for singing, and folk dances. The earigsse

folk music can be traced back to™a™" century BCEThe Book of Poetf§ is the first

> Tseng-houei Hswi chuang tong yin yue zhuo wei chuang zhuo xian dai yin
yue de quan yuafUsing Traditional Music As the Root of Composing Contemporary
Music) fromEssays on the History of MugiQuan-yin Publishing Co., 1994), 91-97.

“® The Book of Poetrywhich is generally considered to have been collected from
several vassal states belonging to the Western Zhou dynasty (1064-77arB@is) the
6"-5™ century BCE and revised by Confucius, is the oldest collection of Chinese poetry.
It contains 305 poems and songs frofi-61' century BCE, most of the composers of
which are not known. It is one of the “Five Classics” in Confucianism.
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documentation of folk musi&uo fong(The Styles of Countries) collected the folk music
from fifteen vassal states in northern Chifa.

Chinese folk music includes several general characteristics. The wordsisicd m
are closely related, there is a direct expressions of inner feelimythe@music originated
from an oral, improvisatory tradition. The thematic materials of Chinese folic rmlss
vary. There are songs for working people, songs for lovers, songs reflectialg soci
contradictions, and songs for telling storfes.

In general, Chinese folk music often uses the pentatonic and heptatonic scales, but
some geographic areas have unique scales. The common heptatonic scale fer Chines
folk music has three different types: Yayue scale, Chingyue scale, andeyssgla.

There are five notes used for both of the pentatonic and heptatonic goalgssheng,
jue, zhiandyu.*® Figure 4.1 shows the fundamental scales of Chinese folk music, based
on C as thgongnote.

The Chinese folk music that is used in the five contemporary clarinet pieces that
will be discussed in this research paper include characteristics offfiedt cultural

regions’ folk music: Taiwan, Tajik, Northern Shannxi, Mongolia, and Tibet.

*" The Music Graduate School of Chinese Art Institlitee Summary of
EthnomusicologyMercury Publishing House, 1994), 10.

8 The Overview of Chinese Folk Music, “The Overview of Chinese Folkidfus
The Culture of Alashan, http://www.alswh.com/article_print.asp?artick&86
(accessed October 12, 2012).

“*? These five notes in Chinese are near the equivalent to solfeggio in Western
music. Thegongrefers C, theshengrefers to D, thgue refers to E, thehirefers to G,
and theyurefers to A.
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Figure 4.1. Chinese folk music scales based on C. Figure created by the author.
Structural Analysis
Morning Songvas composed in 1979 when Qigang Chen was a sophomore
student in the Central Conservatory of Music. It was revised in 1980. This piece was a
student composition (a compositional exercise of sorts), and Chen considersélyelati

classical in structure as it uses classical ternary form with tight shanges® This

*Y Qigang Chen, e-mail message to author, December 20, 2012.
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piece shows the use of Chinese concepts, including Chinese modes and a Chinese melody
line based on Chinese modes, in a contemporary compagition.

Table 1. Structural Outline dflorning Song

Introduction
mm. 1-11 Based on G minor
A Section
mm. 11-51
- a-period mm. 11-25
- b-period mm. 26-37
- Bridge mm. 38-41 Introduction theme
- a-period mm. 42-51
Transition
mm. 51-68
B Section
mm. 69-177
- c-period mm. 69-106
- d-period mm. 107-136
- c-period mm. 136-153
- c-period mm. 153-169
- Cadenza mm. 170-177
A’ Section
mm. 177-201 Based on G minor.
- Bridge mm. 177-187 Introduction theme
- Phrase | mm. 188-201 a-period of the A section
Coda
mm. 202-218 Based on G minor.

In this piece, Chen employs both of the Chinese folk musical modes—the
pentatonic scale and Yayue scale and Yenyue scale of the heptatonic sudtede
above, and the Western major/minor modes. The piece is divided into a ternary form with

the addition of an introduction, a transition, and a coda. The A section is mm. 12-51, the

1 Weilong Xi, “Chen Qigang de dan huang guan qu ‘chen ge’ (Qigang Chen’s
Clarinet WorkMorning Song,” JiaoXiang-Journal of Xi'an Conservatory of Musiol.
20, no. 3 (September 2001): 52.
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B section is mm. 69-177, and the A’ section is mm. 177-201. The corresponding tempos
of these three sections are slow, fast, and slow (table 1).

The introduction is mm. 1-11. This section uses the pentatonic scale based on C
(C-D-E-G-A-C) for the Chinese folk melody line, and a G minor mode with a dissonant

E-natural for the accompanying triplets (figure £2).

|

Figure 4.2. Qigang CheMorning Songmm. 1-11.
The A section begins with the pickup of m. 11 to m. 51. It is in 4/4 meter. This
section uses a classical ternary form structure: the a-period is mm. 18-B5p¢ehiod is

mm. 26-37, and the-period is mm. 42-51. A short bridge, in which the introduction

®2 The pitches mentioned in this chapter represent concert pitch.
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theme is condensed, connects the b-period and-freziad. There are five phrases in the

a-period, which are all of different lengths and end in incomplete cadenaes &i§)>>

hrase 1
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Figure 4.3. Qigang CheMorning Songmm. 1-25.

The first phrase in the A section uses a G minor mode, which continues from the
introduction. The second phrase uses the pentatonic scale based on C (C-D-EhG-A-C)
the clarinet part, and a C major scale in the piano part. In the third phrase, thenpentat
scale based on G (G-A-B-D-E-G) is used in the clarinet part, and a Biflat mode is
used in the piano part. However, the last note in the piano part turns the D-flat to D
natural, which shows that the mode will change in the next phrase. The fourth phrase is
the bridge, and it uses the Yayue scale, one kind of heptatonic scale based on C: C-D-E-
F#-G-A-B-C. The fifth phrase, the mode of which is unclear, is the closing of the a
period.

The b-period is more agitated and animated, and there are numerous triplets and

sextuplets used. The motives are from the first phrase of the a-period £figuré€he

>3 Weilong Xi, “Chen Qigang de dan huang guan qu ‘chen ge’ (Qigang Chen’s
Clarinet WorkMorning Song,” JiaoXiang-Journal of Xi'an Conservatory of Musiol.
20, no. 3 (September 2001): 50-52.
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long note trills in the piano part at mm. 26-34 ascend from the F4 (m. 26) to G4 (mm. 27-

28) to Ab4 (m. 29) to A4 (mm. 30-34), which supports the melody line in the clarinet part.

phrase 1
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stringendo

Figure 4.4. Qigang Cheiorning Songmm. 12-14, 26-31. Figure is in treble clef.

The a-period is almost the same as the a-period. However, only the first of the
three phrases is employed in the a’-period.

The transition, mm. 51-68, highlights the piano. The time signature chemggbs
Chen again uses the heptatonic Yayue scale, based on C (C-D-E-F#-G-A-B-C) and
Yenyue scale, which is also a kind of heptatonic scale, based on C (C-D-E-F-@A-Bb
in this section (figure 4.1). The Yenyue scale is employed in the mm. 51-54 and mm. 65-
68, and the Yayue scale is used in mm. 55-64.

The B section begins in m. 69, and the music contrasts with that of the A section.
Different from the melodic A section, the B section is faster and lighme time
signature is from the transition, which is 2/4. The section has an agitated guthlity
numerous accidentals. The structure in this section can be divided into a ternary form
with a cadenza: c-period, mm. 69-106; d-period, mm. 107-13&riod, mm. 136-153;

and abridged c-period, mm. 153-169. The c-period and-fperiod both use the Yenyue

>4 Qigang Chen, email message to author, December 17, 2012.
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scale, but the c-period is based on C (C-D-E-F-G-A-Bb-C) and-{teriod is based on
B-flat (Bb-C-D-Eb-F-G-Ab-Bb). The d-period uses the f minor moide.

The cadenza begins in m. 170. This section is flexible, and each measure presents
one phrase. Measures 170-173 uses the Yenyue scale based on C (C-D-E-F-G;A-Bb-C)
and the mm. 174-177 use the same scale based on B-flat (Bb-C-D-Eb-F-G-Ab-Bb)

(figure 4.5).

Figure 4.5. Qigang Cheiorning Songmm. 170-177.

> Weilong Xi, “Chen Qigang de dan huang guan qu ‘chen ge’ (Qigang Chen’s
Clarinet WorkMorning Song,” JiaoXiang-Journal of Xi'an Conservatory of Musiol.
20, no. 3 (September 2001): 50-52.
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The A’ section is mm. 177-201. There are two parts of this section: the bridge,
mm. 177-187, using the introduction theme; and one phrase, mm. 188-201, using the a-
period of the A section.

The coda begins in m. 202 and continues to the end. Continued from the A’
section, the introduction theme is played by the piano part, while the first three notes of

the first phrase in the a-period are used in the clarinet part (figure 4.6).

Figure 4.6. Qigang Cheiorning Songmm. 201-205.
Performance Suggestions
Morning Songs the shortest piece among the six contemporary clarinet pieces;
however, it is structured in a complete ternary form. In order to let perfotveder
interpretMorning Song Chen provides some suggestions in the score notes related to the
emotion he wanted to evoke:

The melody line in the A section is easily divided into two parts: solo clardet a
accompanying piano. In the clarinet part, the phrases are extremely sirteoth.
rhythm and meters can be ignored, which makes the phrases sounds like water
gently flowing. The b-period of the A section has more obvious emototaaiges.
The dynamics and tone qualities are modified quickly.

In the piano accompanying part, the triplets are the main idea in the right hand.
These triplets need to be light and equal. The melody is played by the leftthand. |
needs to be heard; therefore, play it louder than the right hand ttfplets.

*6 Qigang ChenMorning Songnotes inMorning Song1978.
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There is one advanced clarinet technique used, which is the glissando. As for the
glissando in this piece, Chen suggests to start the glide from C5 with loose lips He als
offered that the glissando could be replaced by a chromatic scale if it sotiedshaa

the glissando (figure 4.7.
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Figure 4.7. Qigang Cheiorning Songm. 177.

In contrast to the A section, the rhythm is important in the B section. There are
several combinations of two slurs and two dotted notes, and the syncopations used in this
section make the music animated and energetic.

The accents used in the B section are another feature to be aware of regarding
rhythm. They do not always occur on the downbeats; therefore, the rhythm sounds
changeable and vivacio@s.

The fingerings iMMorning Songare not complicated. There is only one place, in
m. 19, where an alternate fingering can help to make the phrases smooth. When using
regular fingerings to play the grace notes of B5 and A5, it is difficult tedsa
Because the previous note in the clarinet part is sustained in A5 (figure 4.8)gplayi
B5 by adding the fingering of playing F#4 (0/G#) key to the regular fingeriid of

could help solve this problem (figure 4.9).

> Ibid.
*8 Qigang Chen, email message to author, December 17, 2012.
> Ipid.
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Figure 4.9. Fingerings for B5 (first picture) and A5 (second picture).
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CHAPTER V
MU MA ZHI GE(THE SONG OF GRAZING HORSES) BY YAN WANG
Mongolian Folk Music

Mongols, those located in the Inner Mongolia area of China and known in China
as being “poetic” and “musical,” are an ethnic group fond of music. Folk music is
fundamental to Mongols in Mongolian musical culture. Mongolian folk songs have been
passed from generation to generation through both oral tradition and ndvadiagolian
Secret History® written in about the #3century, andsolden History’* written in the
17" century, describe the development of this style of folk music.

Mongolian folk music is based on the pentatonic scale that was mentioned in the
previous chapter. The frequent use of large intervals, those larger than a fouudts refle
the broad, wide-open terrain of Inner Mongd&fiddongolian folk music includes two
main musical styles: long- and short-tune folk music. Long-tune folk musictseflec
Mongolian leisurely nomadic life, and therefore the musical structureger|ahe
rhythm is more flexible, and there are many ornaments. It is sung in a Mamddlect,
but the music differs from place to place within Inner Mongolia. Short-tune folicmus

which is the earliest and most well-developed among Mongolian folk music $tgkes,

%0 Mongolian Secret Historis a book written in about fentury. The author
is unknown. It records the development of Mongolia. The original language is in
Mongolian, and Wei Li translated it.

®1 Golden Historywas written in about 1624, and the author is unknown. It
records Mongolian history, especially the history during tHe I century.

%2 Liantao Tian (chief editor)Traditional Music of China’s MinoritiegCentral
University for Nationalities Press, 2001), 164-166.
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smaller structure, the rhythm is terser, there is usually one tempo, theyraed rhythm

is repetitive—the most often used rhythm being one eighth note plus two sixteenth
notes—and the pitch range is narrower. This type of music is often sung on the spur of
the momen®?

There are several topics in Mongolian folk music, including hunting songs, the
most ancient type (figure 5.1); songs of praise, which praise Mongolian heroes and
homeland mountains and lakes; homesickness songs, a very popular type in Mongolia
(figure 5.2); and ritual songs, which are for special occasions, such as wedding

ceremonies, requiems, and banq(éts.
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Figure 5.1. Bayannaoer folk sorfggn bai liao shi zhi huang yari§hree Hundred Sixty

Yellow Sheep).

®3 Zhiwen Bai, “Qian tan min ge jian shang-Mongolian min ge (Briefly Folk
Music Appreciation-Mongolian Folk Song)Times Literaryno. 2 (2009): 210-211.

% Shifu Wei, “Mongolian min ge de ti cai yu yi shu te dian (The Themes and
Artistic Charateristics of Mongolian Folk Music)Journal of Chifeng Universit{Soc.
Sei), vol. 29, no. 5 (October 2008): 77-81.
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Tibetan Folk Music

Tibet, which is mostly located in the provinces of Tibet, Qinhai, Szechwan, Qansu,
and Yunnan, is an area whose people are known for their excellent at both singing and
dancing. Tibetan folk music is related to Tibetan culture, and most of the folk music
combines music and dance. There are many Tibetan folk pieces and most ateaelate
the life of Tibetan people, covering various topics including productive labor, stroggle f
the masses, Tibetan folk literature and historical development, and the besmatifely
of the Tibetan regiof?

There are three major types, divided by dialect and borders, of Tibetan folk musi
Wei-zhan, An-duo, and Kang. The musical characteristics in Wei-zhan aradtl) st
rhythm and structure, (2) use of the heptatonic scale and complex modes, and (3) a more
traditional musical style due to cultural inheritafit@he musical characteristics in An-

duo are (1) use of flexible rhythm and time signature, (2) use of the pentaaeievgh

® Jinhua Tong & Ru Zhuo, “Tibetan ming ge de te se (The Characteristics of
Tibetan Folk Music), Tibetan Resear¢gmo. 3 (1983): 65-73.

% Because Wei-zhan is a political, cultural, and religious center, there are
several ancient musical and literary works preserved in this areafdrieethe area’s
musical style is more influenced by traditional music compared to the otherdas a

42



only occasional mode changes, and (3) a musical style influenced by othetieginici
styles, such as the Hui, Han, and Miao ethnicities. The musical charaztesfdtiang

are between those of Wei-zhan and An-duo, and include use of the pentatonic scale
primarily with a few pieces that use the heptatonic stale.

Most Tibetan folk songs are slow and calm; therefore, for wind players and
singers, air support is quite important. When singing these folk songs, regardidss of
vowel they are singing, singers change the vowel to “ai” for sustained notesror whe
transitioning from note to note. The extensive use of this technique makes the music full

of vivid timbre and acoustic changes (figure $%3).

EE E: e e e—
Y ' = :
laj (ai)
1)

L4 bl

Figure 5.3. Changing vowels.
Typical in Tibetan vocalization is changing between throat tones and falsetto
(figure 5.4%°. This transitioning between throat tones and falsetto happens in the highest

point of the phrase.

%7 yaxiong Du,Zhnog guo shao shu min zhu yin yue gai(llime Musical
Summary of Chinese Minorities) (Shanghai Music Publishing House, 2002), 152.

®8 Qiuling Xiong, “The Singing Art and Contribution of Cai Dan Zhuo Ma,”
(Master’s Thesis, Henan University 2006), 17-18.

% Liuzhu Zhang, “Tibetan ming ge ji gi yan chan ji giao (Tibetan Folk Music
and Its Singing Techniques),” Chinese Music, no. 4 (2005): 100.
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Figure 5.4. Tibetan folk song\ ri lo.

Aside from the conversion between throat tones and falsetto, also common in
Tibetan folk songs iSou yin(cough sounds) or the sound of a light cougu yin
which usually happens in the transition between every single notes, is producedevhen th
first note of a vowel preceded by “h” (e.g. “he” or “ha”) is sung at a novwiame, and
the following notes are sung in closed vocal cords with loose air pressure suSadenly.
yin is mainly used in mountain songs though other types of Tibetan folk songs employ
this technique as well.

Glissandos andun yin (run notes) make Tibetan folk songs more playful. Tibetan
glissandos are similar to what Western compositions often usehanahtyin (run notes)
are used to raise the fourth or lower the seventh less than a half-step, whidsdhang
mode feeling.

Ornaments are another important element in Tibetan folk songs, and they can be
divided into three types: single-note, double-note (figure 5.5), and multi-note

ornament<?

® The multi-note ornaments are often use8fian ggThe Countryside Folk
Songs) and/iu ge(Madrigal). Performers freely add several notes in one simple phrase
to produce brilliant musical colors.
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Figure 5.5. Single-note ornament and double-note ornathent.

Zhen guwhich broadly belongs to the multi-note ornaments type, is a unique
Tibetan musical skill. The whole figure of main notes and ornaments usually cofsists
three to four notes, with the third note repeating the second note. Giving proper air
pressure to the vocal cords gives all but the first note a portamento effect §ig).

This has the effect of lengthening the penultimate note, and is typically usddrid an

upbeat before a sustained note or to transition.

Figure 5.6Zhen gu’®

"Liuzhu Zhang, “Tibetan ming ge ji gi yan chan ji giao (Tibetan Folk Music and
Its Singing Techniques),” Chinese Music, no. 4 (2005): 99.

2 |bid., 98.
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Structural Analysis

Mu ma zhi g€The Song of Grazing Horses), which will be referred tMasna
zhi gehenceforth in this paper, was composed in 1952. Wang went to Qinhai, a province
where Mongolian and Tibetan folk music are common, in the 1950s to collect and
compile folk music, and he was touched by the life of Mongolians and Tibetans and the
natural beauty of these locations. This piece uses Mongolian folk musicangsem
including the concepts of long and short tune folk songs, the pentatonic scale, trills, and
large interval degrees, and incorporatlen guof Tibetan folk music?

This is a one-movement piece consisting of four secti©as:yuan li ming
(Prairie Dawn)Mu ge(Madrigal),Zhui ma(Horses Catch), arid/an gui(Late
Returning). The structure is listed in tabl& Zao yuan li mingPrairie Dawn)Mu ge
(Madrigal), andVan gui(Late Returning) are slow sections, and they depict the peaceful
scenery and beautiful nature of the grassland, and herders playingZpipesia(Horses
Catch) is the fast section, and it depicts the active scene of herdeng drames and the

animated nature of the hors@s.

3'Yan Wang, phone interview by author, November 28, 2012.
"* The pitches indicated in this chapter represent concert pitch.
> 'Yan Wang, phone interview by author, November 28, 2012.
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Table 2. Structural Outline &flu ma zhi ge

A Section€ao yuan li mingPrairie Dawn)

mm. 1-10 Pentatonic scale based on B-
- Phrase | mm. 1-3 flat.
- Phrase I mm. 4-5
- Phrase llI mm. 6-10

B SectionMu ge(Madrigal)

mm. 11-37 Pentatonic scale based on B-
- Phrase | mm. 11-24 flat.
- Phrase I mm. 24-37

C SectionZhui ma(Horses Catch)

mm. 38-160 Modulates.
a-period mm. 38-92
- Phrase | mm. 38-47
- Phrasel ll mm.48-57
- Phrase llI mm. 57-65
- Phrase IV mm. 65-75
- Phrase V mm. 75-82
- Phrase VI mm. 82-92
b-period mm. 93-105
- Phrase | mm. 93-105
- Phrasel ll mm. 106-115
- Phrase lll mm. 116-135
- Phrase IV mm. 136-155
- Cadenza mm. 156-160

D SectionwWan gui(Late Returning)

mm. 161-178 Pentatonic scale based on B-
- Phrase | mm. 161-172 flat.
- Codetta mm. 173-178

The A section i€ao yuan li mingPrairie Dawn). It draws the picture of herders

leisurely playing the flute catching horses in the grassland in the early dictine

morning. The melody line of the pipe, played by the herders, is a melody created by

Wang, imitated by the clarinet part. The whole section isemtq and it uses the

pentatonic scale based on B-flat (Bb-C-D-F-G-Bb) (figure 5.7). Taer¢hree phrases,
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and each phrase contains a fermata, which shows the flexible rhythm of Mongadian lon
tune folk music (figure 5.8). Wang addken gu(a type of multi-note ornament) from
Tibetan folk music in these phrases. The large interval degrees from Mongtkian f

music are used in the clarinet part at mm. 7-8.

Figure 5.7. Pentatonic scale based on B-flat.

Figure 5.8. Yan Wandviu ma zhi gemm. 1-10.

The B sectionMu ge(Madrigal), uses the pentatonic scale based on B-flat just as
the A section does. The temggdagiq is a little bit faster than that of the A section;
however, it is still a slow section. This section uses several large inteyades and
Zhen gu The syncopations, used in the piano part, make this section rhythmic and
animated. There are two phrases, mm. 11-24 and mm. 24-37. The first phrase comes from
the first phrase ofao yuan li mingdPrairie Dawn). The second phrase is a perfect fifth

higher than the first.
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The C sectionZhui ma(Horses Catch), is from mm. 38-105. Adopting the rhythm
and tempo of Mongolian short tune folk music, which has the rhythmic pattern of one
eighth note plus two sixteenth notes and a fast tempo, this section is the fastest, mos
animated section in this piece. It depicts a scene of horses happily running in the
grassland® The pentatonic scale is used in this section; however, the starting note of the
scale frequently changes. There are two periods with one cadenza intibis sem. 38-

105 and mm. 106-155. The melody line is based on the sixteenth notes in the pattern of
two slurred and two dotted repeated notes, which comesZham gufigure 5.9). Each
period has a melodic segment in the clarinet part with the rhythmic accompamrtient

piano part.

Figure 5.9. Yan Wandviu ma zhi gemm. 40-43.
There are two long trills in the first and second phrases of the a-period, wdich ar
the highest points of each phrase. These trills are like the whinny of horses (figur

5.10)/7

% Yan Wang, phone interview by author, November 28, 2012.

7 Zhiwen Bai, “Qian tan min ge jian shang-Mongolian min ge (Brief
Examination and Appreciation of Folk Songs-Mongolian Folk Songéneés Literature
no. 8 (2009): 210.
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Figure 5.10. Yan Wandvlu ma zhi gemm. 44-46, 53-55.
The cadenza is from m. 156 to m. 160. It uses the pentatonic scale based on F (F-
G-A-C-D-F). There are five phrases (which are indicated by numbers ne fgi2), and
each phrase ends with a fermata, except the fifth phrase, which leads into thengeginni
of the D section. The third and fourth phrases utilize the id€aofyuan li mingPrairie

Dawn) (figure 5.11).

Figure 5.11. Yan WandJlu ma zhi gemm. 156-159.
The D section, mm. 161-178,\/8an gui(Late Returning). It is the same as the
first phrase oMu ge(Madrigal). There is a short codetta from m. 173 to m. 180. It

repeats the notes from mm. 173-174 two times but with augmented lengths (figure 5.12).
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Figure 5.12. Yan WandJylu ma zhi gemm. 171-178.
Performance Suggestions

To show the beauty of the grassland scenery and the unrestrénachierdsmen,
the changes in the music’s characteristics, which represent the ditfgrmst are the
most important aspects for performers to notice in playing this filece.

There are three slow sectiondviu ma zhi geWhen performing these sections,
performers can imagine walking around in an expansive grassland, playing a estd pip
lead the horses. The music is placid and leisurely.

The fast section demonstrates a different characteristic. In thisrséatang
depicts the scene of horses running around the grassland and imitates the sound of hoof

beats (figure 5.13). The pattern of two slurs and two staccato sixteenth notes, which

8 Yan Wang, phone interview by author, November 28, 2012.
" Ibid.
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represents the hoof beats, appears over and over again and needs to be agitated and

vigorous (figure 5.13).

Figure 5.13. Yan WandJylu ma zhi gem. 40.

There are no advanced clarinet techniques indicated in this piece. However,
double tonguing could be used in the fast section to make the staccatos are lighter and
easier for performers.

Ornaments are another aspect that performers need to take care to obsegve. The
are three types of ornaments employeMinma zhi gethe acciaccatura, mordent, and
trill. The acciaccatura, which is usually thought of as a short appoggiatuga,ay
impulse to the notes. Mu ma zhi gethe acciaccaturas are used to create timbre and
color changes between nof8&§he mordent, a standard ornament of three notes with the
first two tones being short and the third always extending to its full value, in thesipie
used as an adoption of the mordents from the double-note ornaments of Tibetan folk

music® Both of the acciaccatura and mordent are played with fast fingering changes as

8 Qiuling Xiong, “The Singing Art and Contribution of Cai Dan Zhuo Ma,”
(Master’s Thesis, Henan University 2006), 17-18.

8 |iuzhu Zhang, “Tibetan ming ge ji gi yan chan ji giao (Tibetan Folk Music
and Its Singing Techniques)Chinese Musicno. 4 (2005): 93-100.
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well. The standard trill is a rapid alternation of a tone with its upper note. The inse of t
trill in this piece gives a sense of the horses whinny (tabie 3).

Table 3. Acciaccatura, Mordent, and Trill.

Acciaccatura] Mordent Trill
Written
Execution —a—

82 | ouis Arthur RussellThe Embellishment of MusiBhiladelphia, T. Presser,
1894), 21-28, 31-32, 44.
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CHAPTER VI
CAPRICCIO FOR CLARINET AND STRINGS OPB¥1AN-LUN HUANG
Northern Shannxi Folk Music

Due to its unique geographical position located in the middle reaches of the
Yellow River in the northwest of China, Northern Shannxi is an area where several
Chinese ethnic cultures combine. Northern Shannxi folk music can be divided into three
categoriestao dong hao zhjwork Song), which will be referred to hao dong hao zhi
henceforth in this papekXin Tian YouCountryside Folk Song); antiao diao(Ditty).

Lao dong hao zhiWork Song), as the term suggests, describes the songs that
workers sing while working. These songs encourage workers’ spirits and prowide t
working speed or rhythnbao dong hao zhis the first genre of Chinese folk music.

Xin Tian YouCountryside Folk Song) is a kind of folk song sung in the
countryside called “Shange.” With many songs in this style, their cboteers several
subject matters. Famoisn Tian Youieces includ&an sheng lingDriving Livestock),

Lan Huahua(Blue Flowers), andiao fu tiao(Porters’ Song§?

Xiao diao(Ditty) is a popular real-life music type, including music for
entertainment, ceremonies, and r&so diao(Ditty) contains many different types of
tunes, including revolution tunes. These tunes combine local melodies and melodies of
other regions. Many songs exist in this style, for examfilehe bagqEmbroidered

Purse)Dui hua(Flowers), and=u gi dou gi(Amusing Couple§?

8 Li-jun Xu, “The Characteristics of Folk Songs of Northern Shannxi Province,”
Jornal of Tangshan Teachers Collegel. 33, no. 4 (July 2011): 159-160.

8 Yu Yu, “Northern Shannxi min ge de yi shu te se (The Characteristics of Folk
Songs of Northern Shannxi)3cience & Technology Informationo. 27 ( 2010): 240.
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Northern Shannxi folk music is special in that it uses the NortBkeamnxi dialect.
When singing Northern Shannxi folk songs, it is important to be familiar with tleedsty
their dialect. There are three characteristics of the Northern Shaateatd(1) there are
several meaningless words used in sentences to emphasize the tone of speaking; (2)
vowels are slightly different from other areas’ in China and have a darker souh(B)
there are numerous terms made up of one word repeated twice, for ekaatplaand
lanlan, in Northern Shannxi dialect, so Northern Shannxi folk song lyrics often have
repetition, for exampld,an HuahuaOrchid),He wan war(Curve River), and.iutiao
lanlan (Blue Willow). These repetitions make the songs different from other natmks’ f
songs>>
Gan sheng ling(Driving Livestock)

Gan sheng linga term from Northern Shannxi dialect meaning driving livestock),
which will be used a&an sheng lingnenceforth in this paper, is a famous Northern
Shannxi folk song (so famous it is called “The First Northern Shannxi Folk Song”) about
a porter’s love story. In traditional society, the lives of the Northern Shannxi pgepde
quite tough. Therefore, for their livelihood, most of the men worked outside, and a large

number drove livestock.

8 pPeibei Li, “Zhong guo di fang min ge de yi zhi gi pa-gian tan Northern Shannxi
min ge di fang te se ji yan chang fong ge (A Wonderful Work of Chinese Folk Muesic-t
Brief Introduce of the Characteristics and Singing Styles of Northesnrsi Folk
Music),” Anhui Literature no. 2 (2011): 80-81.
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Tian-en Zhan¥ composedsan sheng lingThis song depicts a porter’s difficult
journey and his aspirations. Many famous singers have performed this folk song (see

figure 6.1), including Lan-ying Ku®’ Weiwen Yarf® Jianxue Feng’® and Erni Wang®

8 Tian-en Zhang (1910-1969) was born in Shannxi. He is a great composer and
singer who made northern Shannxi folk music popular. Zhang was called “Master of
Northern Shannxi folk song” by Ji Lu, who is a popular Chinese composer, by his 40s.
Famous compositions includgan sheng lingDriving Livestock),Gui han chuan
(Kneeling Han ChuanBai mian mo mo shi dian dighVheat Flour Bun Lice), ang8hi
guan quan de ren difen Lists to Persuade People). He was awarded “Folk Art Genius”
by the Ministry of Culture of the People’s Republic of China.

87 Lan-ying Kuo is a famous soprano Jin opera and opera performer.

8 \Weiwan Yen is a famous male soprano, and national first-level of the Song and
Dance Ensemble of the PLA General Political Department.

8 Jianxue Feng is a female soprano and a national first-level actor.

% Erni Wang is a member of Chinese Research Association of Northern Shannxi
Folk Songs.
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Figure 6.1. Northern Shannxi Folk So@gn sheng lingmm. 1-26>*

%1 Northern Shannxi Folk Song@an sheng lingDriving Livestock),”
SoooPu.Com, http://www.sooopu.com/html|/22/22154.html (accessed December 11,
2012).
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Composer’s View of Choosing Northern Shannxi Folk Music Element

Huang provides two reasons for choosing Northern Shannxi folk music as his
compositional resourc&.The first is because of the ethnic personality of Northern
Shannxi. Due to the location of Northern Shannxi, the folk musical style there is broad,
perservering, and uninhibited. These characteristics deeply touched the atsnpowk

The second reason is that the composer was willing to break the common
assumption that the pentatonic scale is the main tonal feature of Han music.rNorther
Shannxi folk music is based on the heptatonic scale, which is preferable in his opinion.
The use of the heptatonic scale to handle harmony gives the music a multetesesirs
musical color and acoustics. The use of the seventh note of the heptatonic scale, which
functions as a leading tone, highlights the starting note of the heptatoniasakieg
the harmonic function clear, resulting in a fusion of Chinese and Western feeling.

Structural Analysis

Capriccio for Clarinet and Strings Op. 4y An-lun Huang was composed in

1987 and dedicated to James CampBetlis written for clarinet in A. In this piece,

Huang uses the heptatonic Chingyue scale (figure 4.1) common to Chinese folk music,

%2 An-lun Huang, phone interview by author, December 12, 2012.

9 James Campbell (b. 1949) is a Canadian/American clarinetist. He hasdelease
more than 40 recordings, commissioned over 30 compositions, and has five television
specials. He has receivedano Award for Stolen Genflglarquis Records], a Roy
Thomson Hall Award, Canada's Artist of the Year, and the Order of Canada. Most
recently, Campbell received The Queen’s Golden Jubilee Medal. The Torontef&tsir
to Campbell as “Canada’s pre-eminent clarinetist and wind soloist,” and he has
performed in 30 countries. He has collaborated with many great musiciandjngcl
Aaron Copland and Glenn Gould. Since 1999, Campbell has been teaching clarinet at the
prestigious music school of Indiana University.
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large interval degrees, the melody line fr@an sheng lingrom Northern Shannxi folk
music, and the motive &fao dong hao zHrom Northern Shannxi folk music as wefl.

Table 4. Structural Outline @apriccio for Clarinet and Strings Op. 41

Introduction
mm. 1-8 Chingyue scale based on C.
A Section

mm. 9-101 D-C-A-G
a-period mm. 9-34 Lento
- Phrase | mm. 9-16
- Phrasel ll mm. 16-20
- Phrase lll mm. 21-34
b-period mm. 35-74 Piu mosso
- Phrase | mm. 35-43
- Phrase I mm. 44-48
- Phrase lll mm. 49-53
- Bridge mm. 54-62
- Phrase IV mm. 62-66
- Phrase V mm. 67-74
a-period mm. 75-101 A tempo
- Phrase | mm. 75-81
- Phrase I mm. 81-85
- Phrase lll mm. 86-101

B Section
mm. 102-253 Elements from Northern
Shannxi Folk Sondg-ao dong
hao zhiandGan sheng ling

- Phrase | mm. 102-112 Allegro
- Phrase I mm. 113-146 Andante con molto
- Transition | mm. 147-156
- Phrase llI mm. 157-179
- Transition Il mm. 180-190
- Phrase IV mm. 191-229
- Phrase V mm. 230-260
- Phrase VI mm. 260-283

% The pitches in this chapter represent the concert pitch.
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This piece only has one movement, and it can be divided into two contrasting
sections with an introduction (table 4).

The introduction, mm. 1-8, begins with the strings accompaniment, which leads to
the A section. This section uses the heptatonic Chingyue scale based on C (&b-E-F
A-B-C). Each of the string lines uses the Chingyue scale, and the whajtstrai

descending line is the resolution from dissonant to consonant (figur& 6.2).

Figure 6.2. An-lun Huand;apriccio for Clarinet and Strings Op. 4dom. 1-8.

The A section is mm. 9-101. It also uses the heptatonic Chingyue scale based on
C. The four notes (D-C-A-G) in the clarinet part at mm. 9-10 are the motive of this
section. The melody line develops by using the original, retrograde, and in¥éngse

motive (figure 6.3)°

% An-lun Huang, phone interview by author, December 12, 2012.

% |bid.
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Figure 6.3. An-lun Huand;apriccio for Clarinet and Strings Op. 4dhm. 9-10.

There are three periods in this section. The a-period is mm. 9-34, the b-period is
mm. 35-74, and @eriod is mm. 75-101. The use of the four-note motive is clear in the a
and a-periods. Huang adds several temporary sharps and flats and smaller nate value
including, sextuplets, and dotted triplets, in the b-period (figure 6.4). The melody line in
the clarinet part at mm. 44-53 is from the introduction. There are two differentiamita
patterns. The first imitation consists of four measures, and it basicallguaesr notes.
The second imitation, markedjitato, is tenser and is constructed with sixteenth notes

(figure 6.5).

Figure 6.4. An-lun Huand;apriccio for Clarinet and Strings Op. 4dhm. 36, 40-42, and

59-60. Figure is in treble clef.
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first imitation pattern second imitation pattern

Figure 6.5. An-lun Huand;apriccio for Clarinet and Strings Op. 4dhm. 54 and 58.

The B section is from m. 102 to m. 253. The two-accented-note motivaof
dong hao zhand melody line oGan sheng lingfigure 6.1) are used in this section.
Huang creates two types loho donghao zhimotives in this section: one is the harmony
in the pentatonic scale color and the other is the functional harmony, which iadiete

harmonic direction and the mode that follows (figure &’6).

7 An-lun Huang, phone interview by author, December 12, 2012.
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Harmony in the pentatonic scale color
Pentatonic scale based on D

Functional harmony

Figure 6.6. An-lun Huand;apriccio for Clarinet and Strings Op. 4dom. 107 and 132.
There are six phrases in this section, and each phrase is related to arnbé#rer, ei

in the melody line use or the rhythm use. Many perfect fourth intervals edefas

example in m. 102, 105, and 108. Huang also adopts several intervals larger than a

perfect fifth. The two-accented-note motive friaw dong hao zhis used in all of this

section. The melody line @an sheng lings used in the clarinet part of the first phrase,

mm. 102-112; the clarinet part of the third phrase, mm. 157-179; and the accompanying

part of the sixth phrase, mm. 260-283 (figure 6.7). The second phrase, mm. 113-146, uses
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the elements of the first phrase: the ornaments in m. 113 are from mm. 107-108; the
three-same-note repetition in m. 116 is from m. 107-108; and the descending perfect fifth
interval, which lacks the third note, from D to G in m. 118 is from m. 103. Besides using
the elements of the first phrase, the second phrase also repeats its own musiet46. 135

is from mm. 113-121. The fourth phrase, mm. 191-229, uses the melody line of the
second phrase in the clarinet part (figure 6.8). The fifth phrase, mm. 230-260, uses the
rhythm from the fourth phrase. From mm. 236-243 is an imitation, which pushes the
music ascending from F#4-G4-G#4-A4 (figure 6.9). The tempo suddenly changes to
Prestoin m. 276. By the use of an ascending pattern, it ends in a bright and lively

atmosphere (figure 6.10).

Figure 6.7. An-lun Huand;apriccio for Clarinet and Strings Op. 4dhm. 102-111, 157-

170, 260-269.
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Figure 6.8. An-lun Huand;apriccio for Clarinet and Strings Op. 4dhm. 191-204, 113-

116. Figure is in treble clef.

Figure 6.9. An-lun Huand;apriccio for Clarinet and Strings Op. 4dhm. 236-243.
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Figure 6.10. An-lun Huang;apriccio for Clarinet and Strings Op. 4hm. 277-283.
Performance Suggestions

Capriccio for Clarinet and Strings Op. 4itesents both technical and musical
challenges for the performers, requiring flexibility in the singing @ad good control of
the fingers and articulations for the rhythmic part. There are two seatitims piece,
and these sections focus on different aspects.

The A section is a melodic and dreamy section constructed on several long
phrases. Huang pointed out that these phrases are the main focus of thisSttiem.
playing these phrases, it is important to have steady and focused air d&rgrothough
a breath is necessary between short phrases, the music still must keegndirecti

In addition, the rhythm also affects the phrases. There are many uspkedf tri
sixteenth notes, sextuplets, etc. Due to the frequent rhythmic patterns changes,
performers must pay particular attention to the tempo.

The B section, which contrasts with the previous section, is rhythmic and bright.

In this section style, accent, ornaments, and articulation are impdrtaptesents a

% An-lun Huang, phone interview by author, December 12, 2012.
* Ibid.
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rustic and simple feeling, and it gives expression more directly. To emptihasifolk

music style, the music is highly accented (figure 6.11).

Figure 6.11. An-lun Huang;apriccio for Clarinet and Strings Op. 4thm. 102-105.
Figure is in treble clef.

Ornaments are often used in this section, providing additional folk music color.
The ornaments are very short. Unlike the clear ornaments in some other pieces, the
ornaments merely give a sensgoftamentowhich hints at the intonation of the
Northern Shannxi dialect, to provide tone color changes.

There are different articulations used in the B section, including legato, non-
legato, staccato, and tenuto (table 5). Even though this section does not have long slurs as
the A section does, short slurs emerge often, and it is important for performeris¢o not
these changes of articulation.

Table 5. The Adopted Articulation in the B SectiorCalpriccio for Clarinet and Strings

Op. 41

Legato Non-legato | Staccato Tenuto
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This piece does not use many advanced clarinet techniques. However, circular
breathing could be employed to make phrases smoother, for example in the sixteenth
notes passage at mm. 236-260 (figure 6.12). There are some small breaks between the
phrases; however, due to the very fast tempo, it is hard to take a breath between the
phrases. By using circular breathing, these phrases could be connected welingdete

passage.

Figure 6.12. An-lun Huang;apriccio for Clarinet and Strings Op. 46hm. 236-260.

Figure is in treble clef.
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CHAPTER VI
THE SOUND OF PAMIR CLARINET CONCERB® BIJING HU
Tajik Folk Music
Tajikistan, often called the Tajik nation, is a mountainous landlocked country in

Central Asia. Music is a very important component of the Tajik nation. The musical
styles and topics are numerous, including ballads, love songs, and mournfui®8ongs.
There are three major categories of Tajik music: folk songs for singstgumental
music, and dance music. The traditional instruments of the Tajik nation include the hawk

flute 102

pipe, and tambourine.
Traditional Tajik music uses several different scale modes: the heptataleic sc
with a sharp third (figure 7.1); the heptatonic Chingyue scale, which starts frgm the

note (figure 7.2); and incomplete scale mo¥@sf which figure 7.3 is an example.

Figure 7.1. Heptatonic scale with a sharp third.

1% | jantao Tian (chief ed.)raditional Music of China’s MinoritiesCentral
(University for Nationalities Press, 2001), 554-563.

%1 The hawk flute is a very unique and important Tajik instrument, and people play
it to express their feelings and hopes. The hawk flute is made from the wing bone of the
hawk, and the length is approximately 20mm. There are three holes on the bottom side,
and the aperture of the pipe hole is 1.5mm.

192 Incomplete scale modes have some notes missing.
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Figure 7.2. Heptatonic Chingyue scale starts fyomote.

Figure 7.3. Examples of incomplete scale modes.
The rhythms of 7/8 and 5/8 meters are used often in Tajik’s folk music (see figure
7.4), with some use of 2/4, 3/4, and ¥ There are many mixed meters using the above

meters.

Figure 7.4. 7/8 and 5/8 rhythm.
Because Tajik music is diversified and colorful, it is becoming increasingly

popular. Many contemporary works use Tajik's musical concepts, for exahhgle,

198 ZhongTang Xia, “Lun Tajik yin yue de jib en te zheng (The Basic Chaistater
of Tajik Music),” Journal of the Central University for Nationalities (Human and Social
Sciences Edition}the fourth (1983): 91-96.
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Sunshines in Tash Kurgh&or Chinese violin—ErhuThe Spring of Pamifor violin,
Beautiful Tash Kurghafor piano, and the theme musicia er wei she me zhe yang
hong(Why Flowers Are So Red) (figure 7.5) of the moVisitors on the Icy

Mountain%

Figure 7.5Hua er wei she me zhe yang hdighy Flowers Are So Red) froiiisitors
on the Icy Mountaifmm. 1-21.
Structural Analysis
The Sound of Pamir Clarinet Concertmmposed by Bijing Hu, has a unique
national style. Hu stayed in the Pamir Mount&insvice between 1977 and 1978 and

was touched by Tajiks’ lives and character, the beautiful scenery of Paththeaappeal

1 Yunfeng He, “Music of the Chinese Minority Nations,” Central Conservatory of
Music, http://202.152.177.66/300201/sem/index_11.htm (accessed November 3, 2012).

% The Pamir Mountains are located in Central Asia, which contains Gorno-
Badakhshan province, Tajikistan and Badakshan Province, and Afghanistan. It lies on the
Silk Road connecting ancient China and the countries by the Mediterranean Sea.
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of Tajik wedding ceremonies. For that reason, he composed this greafljpie&ound
of Pamir Clarinet Concertowhich was completed in 1981, received an award in the
China Orchestral Work Competition in the same year and gained a great deal of
popularity and appreciation from clarinetists worldwide. This concerto alsoedspir
Hu many instrumental compositional ideas and sKifis.
Movement |

The Sound of Pamir Clarinet Conceronsists of three movements, and the

structure is in a standard concerto fptfast, slow, fast. It uses the heptatonic scale with

a sharp third, a primary Tajik mode, as the main resource; therefore, the inteheal of
augmented second, between the second and third notes of the scale, is important in this
piece. This concerto adapted a “musical painting” technigas aside from the concrete
elements used, such as the intervals, the rhythms, and the time signatuexdtesoi
uses sound to paint abstract scenic descriptions. These three movementseall utiliz
traditional Tajik musical elements, drawing from different scenesji€.Ta

The first movement of he Sound of Pamir Clarinet Concedepicts camel
caravans walking on the Silk Ro#.The structure is in sonata form, and it can be

divided into three sections with an introduction and a coda (tabfé 6).

1% Bijing Hu, phone interview by author, January 14, 2013.

7 Yuanyuan Lee, “A Performance Practice Analysis of Bijing Hiiie Sound of
Pamir Clarinet Concertb(Master’s Thesis, Xinghai Conservatory of Music 2008), 17.

198 Bijing Hu, phone interview by author, January 14, 2013.
1% The pitches in this chapter represent concert pitch.
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Table 6. Structural Outline dthe Sound of Pamir Clarinet Concentmvement |.

Introduction
mm. 1-20 (18 measures+cadenza)\ G minor
Exposition

mm. 20-68
First Theme mm. 20-41 G minor
- Phrase | mm. 20-31
- Phrasel ll mm. 32-41
Transition mm. 42-49 G minor-D minor
Second theme mm. 49-67 D minor
- Phrase | mm. 49-58
- Phrase I mm. 59-62
Closing mm. 63-68 D minor

Development

mm. 69-162 Bb minor-G minor
- Phrase | mm. 69-78
- Phrase I mm. 79-94
- Bridge mm. 95-102
- Phrase llI mm. 103-125
- Phrase IV mm. 126-140
- Bridge mm. 139-144
- Phrase VvV mm. 144-152
- Phrase VI mm. 153-161
- Cadenza mm. 161-162

Recapitulation

mm. 162-176
First Theme mm. 162-173 G minor
- Phrase | mm. 162-166
- Phrasel ll mm. 167-173
Second Theme mm. 174-177 G minor

Coda
mm. 178-187 G minor

The introduction is from m. 1 to the beginning of m. 20, in G minor mode. It starts

with perfect fifth drones in the accompanying part with a broken octave bas$tis
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sound depicts camel caravans slowly walking in broad Paffihere is the augmented
second interval, which is from the heptatonic scale with a sharp third, used in the broken

octave bass line (figure 7.6).

Figure 7.6. Bijing HuThe Sound of Pamir Clarinet Concertomm. 3-6.
The cadenza emerges in the clarinet part at m. 19. It uses numerous augmented

second intervals, which come from the Tajik folk music sdlee heptatonic scale with

a sharp third (figure 7.7).

Figure 7.7. Bijing HuThe Sound of Pamir Clarinet Concertomm. 19-20.
The exposition is mm. 20-68. It begins in G minor. The first theme is mm. 20-41,

and it has two phrases: mm. 20-31 ends in a half cadence{H®)] mm. 32-41 ends in

19 Yuanyuan Lee, “A Performance Practice Analysis of Bijing Hiiie Sound of
Pamir Clarinet Concertb(Master’s Thesis, Xinghai Conservatory of Music 2008), 20.
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a HC as well. The accompanying line in the first theme is in the standard/dih rbf
Tajik folk music (figure 7.8). This section uses the heptatonic scale based oh ® wit
sharp third (figure 7.9). There are numerous augmented seconds used in the mordents of

the clarinet part, including mm. 22-23, 30, 33 and 40.

Figure 7.8. Bijing HuThe Sound of Pamir Clarinet Concertomm. 20-21.

Figure 7.9. Heptatonic scale based on D with a sharp third.

The transition is from m. 42 to the first beat of m. 49. The melody line is in the
accompaniment, which is a new motive in this movement. The key changes from G
minor to D minor, and it ends in the tonic chord of D minor.

The second theme is mm. 49-62. This theme is in D minor, and it is in 3/4. There
are two phrases in this section, mm. 49-58 and mm. 59-62. The melody line of the first
phrase is in the clarinet part, and in the accompanying part in the second pluse. It
the heptatonic scale based on A with a sharp third (figure 7.19)awieggios. From mm.

63-68 is the short closing, which uses the melody line from mm. 51-54.

1 The half cadence is a stop on dominant chord. It is usually in root position.

75



Figure 7.10. Heptatonic scale based on A with a sharp third.

The development, from mm. 69-162, can be divided into six phrases with two
bridges and one cadenza within which there are several modulations; however, the
modulations remain in minor. The main key changes in this whole section are framn B-fl
minor to G minor. There are two tempo markings in this secéitbegro, from 69-143
andAndante from 144-162. By using numerous sixteenth notes, chromatic scales, thirty-
second notes, and septuplets in the clarinet part, the mood gets more and more tense as
the development progresses. The augmented second interval, from the hepta®nic scal
with a sharp third, is still used in this section but less than in the exposition.

Numerous motives in the development are from previous sections. The melody
line in the clarinet part at mm. 94-97 is from mm. 21-24 of the first theme in the
exposition (figure 7.11). The melody line in the accompanying part at mm. 107-119 is
from the melody line of the clarinet part at mm. 51-58 of the second theme in the
exposition (figure 7.12). The melody line in the clarinet part at mm. 125-128 is from mm
69-73 (figure 7.13). The mm. 139-140 comes from the pickup of mm. 42-43 of the

transition part in the exposition (figure 7.14).
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Figure 7.11. Bijing HuThe Sound of Pamir Clarinet Concertpmm. 21-24, 94-97.

Figure is in treble clef.

Figure 7.12. Bijing HuThe Sound of Pamir Clarinet Concertpmm. 51-58 (in treble

clef), 107-119.
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Figure 7.13. Bijing HuThe Sound of Pamir Clarinet Concertpmm. 69-73, 125-128.

Figure is in treble clef.

Figure 7.14. Bijing HuThe Sound of Pamir Clarinet Concertpmm. 41-44, 139-140.

The recapitulation begins in m. 162 to m. 176. The key is G minor. It only has two
sections: the first theme, mm. 162-173, and the second theme, mm. 174-177. The motives
are from the first and second themes of the exposition.

There is a short coda after the second theme, which is mm. 178-187. There are
several augmented second interval degrees used, including mm. 179-180, 183 in the
clarinet part, and mm. 184-186 in the accompanying part. The motive in this section is
from mm. 51-54, the first phrase of the second theme in the exposition. The melodic

patterns in the accompanying part at mm. 184-186 are from mm. 3-6 of the introduction.
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Movement Il

In contrast to the first and third movements, the second movement is a melodic
slow movement, which portrays men and women expressing their love to each other in
the plateau and the night scene of Pdmfilhis movement is in 6/8, and it uses the C
minor mode. There are three sections with an introduction in this movement (table 7).

Table 7. Structural Outline dthe Sound of Pamir Clarinet Concentmvement Il.

Introduction
mm. 1-12 C minor
A Section
mm. 13-28 C minor
a-period mm. 13-20
- Phrase | mm. 13-16
- Phrase ll mm. 17-20
b-period mm. 21-28
B Section
mm. 29-45 C minor
c-period mm. 29-36
Cadenza m. 36
d-period mm. 37-45
A’ Section
mm. 46-63 C minor
- Phrase | mm. 46-53
- Phrase I mm. 54-63

The introduction is from mm. 1-12. It uses the heptatonic scale based on G with a
sharp third (figure 7.15). However, the augmented second interval is used only in m. 8
once. The arpeggios are frequently used to express the light and calm atmogplnere (fi

7.16)13

112 Bjjing Hu, phone interview by author, January 14, 2013.

3yuanyuan Lee, “A Performance Practice Analysis of Bijing Hilie Sound of
Pamir Clarinet Concertb(Master’s Thesis, Xinghai Conservatory of Music 2008), 23.
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Figure 7.15. Heptatonic scale based on G with a sharp third.

Figure 7.16. Bijing HuThe Sound of Pamir Clarinet Concertg m. 2.

The A section is from mm. 13-28, which is marléhgia There are two periods
in this section: the a-period is mm. 13-20 and ends in a HC, and the b-period is mm. 21-
28 and ends in a Perfect Authentic Cadence (PAC). The melody line uses the heptatonic
scale based on G with a sharp third, and the augmented second interval is employed in
mm. 13, 15, and 19. The rhythm in the accompanying part is the arpeggios, which come
from the introduction.

The B section is from mm. 29-45, and the tempo markiAgdieégro. There are
two periods, mm. 29-36 and mm. 37-45, with one cadenza. The characteristic of this
section is more agile. The heptatonic scale based on G with a sharp thirdisestilThe
rhythm is based on eighth notes (figure 7.17). In the c-period, the melody line flows
between the clarinet part and the accompanying part. However, in the d-period, the
melody line is played in the accompanying part. The cadenza uses numerouarpeggi
and the melody line changes between the clarinet part and the accomparyffigyrar

7.18).
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Figure 7.17. Bijing HuThe Sound of Pamir Clarinet Concertg mm. 29-31.

Figure 7.18. Bijing HuThe Sound of Pamir Clarinet Concertg m. 36.
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The A’ section is mm. 46-53. The melody line in this section is quite similar to
that in the A section, however, with a faster tenfudagietto Hu adds two measures in
the end to conclude this movement. These two measures adopt several augmented second
intervals (figure 7.19). The diminuendogp at the end is like the scene of a frozen dark

night.

Figure 7.19. Bijing HuThe Sound of Pamir Clarinet Concertg mm. 62-63.
Movement IlI

The third movement is animated, bright, and ebullient. It expresses the Tajik
traditional wedding ceremorly? This movement uses the rhythm, time signatures—
which are 2/4, 3/4, and 7/8—and augmented second interval from Tajik folk Husic.
The use of mordents and appoggiaturas gives an active feeling to the musec ().
It is in a rondo form, and as table 8 shows, the structure is ABA’CA’D with an

introduction and a coda.

14 To celebrate the wedding ceremony, Tajik people dance; sing songs sometimes;
play the traditional instruments, such as Pakistan Lang Kuomu, Rewafu, tambourine and
the hawk flute, to accompany the dancers; and hold a special adiadyyang(Men
ride horses and catch goats).

115 Bijing Hu, phone interview by author, January 14, 2013.
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Figure 7.20. Bijing HuThe Sound of Pamir Clarinet Concertd, mm. 19, 28. Figure is
in treble clef.

Table 8. Structural Outline dthe Sound of Pamir Clarinet Concertmvement lll.

Introduction
mm. 1-26 G minor
- Phrase | mm. 1-8
- Phrase I mm. 9-14
- Bridge mm. 15-18
- Phrase llI mm. 19-26
A Section
mm. 27-50 G minor
- Phrase | mm. 27-34
- Phrase I mm. 35-42
- Bridge mm. 43-50
B Section
mm. 51-86 C minor
- Bridge mm. 51-52
- Phrase | mm. 53-68
- Phrase ll mm. 69-86
Transition
mm. 86-105 G minor
- Phrase | mm. 86-93 Introduction theme.
- Phrasel ll mm. 94-97
- Bridge mm. 98-105
A’ Section
mm. 106-121 G minor
- Phrase | mm. 106-113
- Phrase I mm. 114-121
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Table 8.Continued

C Section
mm. 122-147 D minor
- Phrase | mm. 122-134
- Phrase I mm. 134-146
- Cadenza mm. 146-147
A’ Section
mm. 147-186 G minor
- Phrase | mm. 147-156
- Phrase I mm. 157-182
D Section
mm. 183-208 Bb minor
- Phrase | mm. 187-201
- Bridge mm. 201-208
Coda
mm. 209-252 G minor

The introduction is mm. 1-26, which is in G minor mode. The rhythm is quick and
brief, which is played in chords and octaves by the accompanying part, depicting the
happiness and popularity of the wedding. The time signature starts in 2/4, which is ofte

used in the music afiao yang(Men ride horses and catch goats), a special activity in the

Tajik wedding ceremony (figure 7.21%

% Yuanyuan Lee, “A Performance Practice Analysis of Bijing Hiiie Sound of
Pamir Clarinet Concertb(Master’s Thesis, Xinghai Conservatory of Music 2008), 25.
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Figure 7.21. Tajik wedding ceremony. Painted by Dong-Yuan &Hen.
The A section starts from mm. 27-50, in g minor mode. There are two phrases,
mm. 27-34 and mm. 35-42, with one short bridge. The melody line in the clarinet part at

mm. 27-34 is the main theme of the A section (figure 7.22).

Figure 7.22. Bijing HuThe Sound of Pamir Clarinet Concerttd, mm. 27-34. Figure is
in treble clef.

The B section begins in m. 51, and it suddenly changes the key from G minor to C
minor. The melody line can be divided into two phrases: mm. 53-68 and mm. 69-86. In

contrast to the rhythmic A section, this section is expressive and melodic.

7 Dong-Yuan Chen, “The Painting Analysis of ‘The Wedding of the Tajik in the
Pamir,” Dong-Yuan Chen’s Create Steps and Thought,
http://watercolorist. myweb.hinet.net/04a.html (accessed 2010).
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The transition, again in G minor, is mm. 86-105. There are two phrases: the first
phrase, mm. 86-93, uses the introduction theme; and the second phrase, mm. 94-105, uses
arpeggios, trills, and chromatic scales.

The A’ section is mm. 105-120, and it is still in the G minor mode. This section is
shorter than the previous A section, and it only repeats phrase | of the A section.

The C section, mm. 122-147, is quite different from the other sections. It is in the
D minor mode. This section uses the 7/8 time signature, depicting the scene of people

dancing and the special activity in the wedding cerempiigo yang(figure 7.21). The

rhythm can be divided into two or three parts, 3+4 or 3+2%2he heptatonic scale

based on A with a sharp third is adopted in this section (figure 7.23). The augmented
second interval is used in mm. 129, 133, 140, and 146. The melody line flows between
the clarinet part and the accompanying part. Hu uses the sound of the clarinet part and
accompanying part to imitate Tajik traditional instruments, including theedmelody

line played by the clarinet part to imitate the hawk flute (figure 7.24), thedyéhe in

the accompanying part to represent tambourine rhythms (figure 7.25), and thetiigh

the clarinet part to imitate the horn drawing attention back to the competitoaoof

119

yang the wedding activityfigure 7.26)

118 Bijing Hu, phone interview by author, January 14, 2013.

19Yuanyuan Lee, “A Performance Practice Analysis of Bijing Hiiie Sound of
Pamir Clarinet Concertb(Master’s Thesis, Xinghai Conservatory of Music 2008), 26-
28.

86



Figure 7.23. The heptatonic scale based on A with a sharp third.

Figure 7.24. Bijing HuThe Sound of Pamir Clarinet Concertd, mm. 121-139.
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Figure 7.25. Bijing HuThe Sound of Pamir Clarinet Concertd, mm. 129-132, 137-

140.

Figure 7.26. Bijing HuThe Sound of Pamir Clarinet Concertd, mm. 126-131.

The A’ section begins in m. 147 to m. 186. It is in the G minor mode. There are
two phrases with two bridges in this section. The first phrase, mm. 147-156, uses the firs
phrase of the A section, and the second phrase, mm. 157-181, uses the arpeggios in the

clarinet part with the transfiguration of mm. 27-34 in the accompanying pamal§v-
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164 and the melody line of mm. 1-4 at mm. 165-167 and 169-171. The mm. 181-182 is
the extension of the second phrase.

The D section, mm. 183-208, is in B-flat minor. It uses the melody line from the
C section but in a different rhythm. The time signature is 3/4, which is anotheracomm
time signature of Tajik folk music. It uses the heptatonic scale baseavith & sharp
third (figure 7.27). The augmented second interval is in mm. 189-190 and 197-198. The
bridge, which is in 4/4 and 2/4, uses the arpeggios in the clarinet part at mm. 201-205,

and the mm. 1-4 melody line is in the accompanying part at mm. 205-208.

Figure 7.27. The heptatonic scale based on F with a sharp third .

The coda is mm. 209-252, and Hu marked this seétresto It is in G minor,
which connects to the beginning. It is the climax of this movement, which aims td sprea
the merriment to all the people of the Pamir Mountains. There are numerous@peggi
chromatic scales, and trills used.

Performance Suggestions

Hu believes that to better interpret the folk music elements in a piece, onemeeds t
be familiar with the lives of the people who created the original folk niéfSiEven
though Hu is not Tajik, he still had a great feeling for the country/people.

Hu composedhe Sound of Pamir Clarinet Concedtier staying in the Pamir

Mountains for a long time and being touched by the scenery and lives of the Tajik

120 Bijing Hu, phone interview by author, January 14, 2013.
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people'® Therefore, the most important element to bring out when playing this piece is
the expression of images and the characters. Performers need to be awareeoithe s
and emotional changes between different movements.

The first movement represents the camel caravans walking on the Silk Road. The
changes in the music depict the boundless scenery of the Silk Road and the arduous
journey of the camel caravans. The general feeling is mysterious and broad.

The second movement draws the night in Pamir and the pure love between men
and women. The tempo is quite slow, and it draws a placid and tranquil feeling.

The third movement contrasts in feeling to the second movement. It depicts a
wedding ceremony in Pamir. This movement depict not only a picture of the wedding but
also the actions of people. It is jubilant and impassioned.

There are no contemporary clarinet techniques used in this piece. However, for
the several long phrases, circular breathing can be adopted to make the musioagsnti
and smooth. For example, mm. 210-227 of the third movement is in one long phrase. It
could be played in one big breath; however, circular breathing can help performers to

better control the musical changes (figure 728).

21 Bijing Hu, phone interview by author, January 14, 2013.

122 Yuanyuan Lee, “A Performance Practice Analysis of Bijing Hiiie Sound of
Pamir Clarinet Concertb(Master’s Thesis, Xinghai Conservatory of Music 2008), 53-
54.
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Figure 7.28. Bijing HuThe Sound of Pamir Clarinet Concerttd, mm. 210-227.

The fast note groups in the first and third movements appear often. Because they
are played in a fast tempo, it is easy to leave out some notes by accident. Wimgn pla
these types of groups, it is better to group these fast notes by the patterns; m. 145 in the
third movement is one example. The descending notes seem complicated; however, by

grouping them in six notes, it is clear to play (figure 7.29).

Figure 7.29. Bijing HuThe Sound of Pamir Clarinet Concertt, mm. 145.

Most of the fingerings in this piece are regular fingerings. However, thefew
places where it is better to use alternate fingerings for more smooth aral saiund.
The first and second are in mm. 89-90 of the first movement (figure 7.30). The mordent
of Bb5 to C6 does not sound smooth when using regular fingerings. Therefore, using the
F#4 (0/G#) key to alter the regular C6 fingering could help to solve the problem (figure

7.30). The mordent of Bb5 to Cbh6 in m. 86 has the same situation (figure 7.30). The side
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key Ab5 (TR/120/SK1,000) can be used to replace the Cb6 (TR/023/450) fingering

(figure 7.31).

Figure 7.30. Bijing HuThe Sound of Pamir Clarinet Concertpmm. 89-90. Figure is in

treble clef.

Figure 7.31. Fingerings for the mordent of Bb5 (first picture) to C6 (seconde)icimd
Bb5 (third picture) to Cb6 (fourth picture).

The third occurs in the cadenza after m. 161 of the first movement (figure 7.32).
The mordent between Eb6 and F#6 cannot be played well using regular fingerings.
Therefore, players can use the alternate F#6 fingering to replacegtite fengering.
Even though the pitch of the alternate fingering is low, it sounds fine in the faggmhor

(figure 7.33).
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Figure 7.32. Bijing HuThe Sound of Pamir Clarinet Concertpm. 161-162. Figure is

in treble clef.

Figure 7.33. Fingerings for the mordent of Eb6 (first picture) to F#6 (secondepjand

Ab5 (third picture) to B5 (fourth picture).
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Another is in m. 19 of the second movement (figure 7.34). The mordent of Ab5
and B5 can be played by adding the F#4 (0/G#) key to the regular Ab5 fingering (figure

7.33).

Figure 7.34. Bijing HuThe Sound of Pamir Clarinet Concertg m. 19. Figure is in

treble clef.
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CHAPTER VIII
CONCERTO FOR CLARINET AND STRING ORCHESTRA WITH HARP AND
PERCUSSIONBY MEI-MI LAN
Taiwanese Folk Music

Taiwan, a country with various ethnic groups and styles of music, has distinct
categories of folk music. Based on the ethnic groups and categories of ynliseny-
houei Hsu, there are two different musical systems in Taiwan: the abofglkalusic
(the oldest category of Taiwanese folk music), including the Lowland tribsnusic
and the Highland tribes’ folk music, and the Han-people folk music (later than the
aboriginal folk music), including the Southern Fukien folk music and Hakkanese folk
music’?® The pieces presented in this research papemderto for Clarinet and String
Orchestra with Harp and Percussiamchapter 8, an@ihree Fantasias for Solo Clarinet
in B-flatin chapter 9) are all based on music from the Southern Fukien folk music
systen-2*

The Southern Fukien folk music system is the primary folk music system in

Taiwan. Research on the Southern Fukien folk music started from “Min geyaai ji

123 Tsang-houei Hsuhe Birth and the Development of the Westernized New
Music in Taiwann Essays in the History of Mugi€aipei: Quan-yin Publishing Co.,
1994), 103.

124 The background for only Southern Fukien folk music will be given in the
dissertation. For more on other Taiwanese folk music styles, see Tsandgiboise
Taiwan yin yue shi chu hg@he First Draft of Taiwanese Music History) (China Books
& Publication, Inc., 2000), Shang-Ren Jian’s Taiwanese Folk Songs (Taichung City:
Taiwan Government Information Office, 1983), and Ling-Yu Huafgsvan chuan
tong yin yuTaiwanese Traditional Music) (National Taiwan Arts Education Unstjt
2001).
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dong (The Movement of Collecting Folk Musitd®in 1966. There are three general
characteristics in the Southern Fukien folk music system: (19fus@merous octaves, (2)
use of the pentatonic scale as the main mode, and (3) use of both regular and flexible
rhythm.

Based on the folk music in the original developed areas in Southern Fukien, there
are two major areas of Southern Fukien folk music in Taiwan. The first atea is t
Zhangnan area, which contains middle and southern Taiwan. Folk music in the Zhangnan
area uses the pentatonic scale as the main rmibdee are huge quantities of folk music,
and many are from the ancient Fukien folk music mentioned above, for ex&mglehi
ge(The Song of Pregnancyfjao ge(The Song of Filial Piety to One’s Parentg) yue
tian shui(Field of June), an@i shi diao(Song to Beg for Food).

The second area is the Hengchun area, which is in Southern Taiwan. The folk
music there combines many nations’ musical characteristics, and theusik imthis
area is often called “Hengchun tun&ditong Diao(Taitong Tune)Si xiang gi(Thought
to Get Up), andi ji chun(Permanent Springtime) are three famous examples. Aside

from these two areas, there are still other folk music areas, the Lamaiigigei areas.

125 The first “Min ge cai ji yun dong (The Movement of Collecting Folk Music)”
started from 1966 by the Chinese Youth Musical Library. The purpose was to preserve
Taiwanese traditional music. Later on, several musicians participated mdvement in
1967, including Wei-liang Shih, Tsang-houei Hsu, and De-shih Huang. They collected
more than two thousand folk music works and traditional operas. The second “Min ge cai
Jji yun dong (The Movement of Collecting Folk Music)” started from 1978 led bggrse
houei Hsu; in the second movement, more genres and areas were collected than during
the first movement.
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However, the number of the pieces from those areas is smaller than those from the
previous two areas’

There is one special category of the Southern Fukien folk music system,
compositional folk songs, which started from the 1930s. These compositional folk songs
were generated by the political oppression of the Japanese-Occupied Period (1895-
1945)? the popularizing of movies and gramophone records, and the influence of the
New Literature Movement (1920-193%7f There are plentiful pieces, includiggji hong
(Permanent SpringtimeY,u ye hugFlowers in a Rainy Night), arBai mu dan(White
Peony)'*®
Yu ye hua(Flowers in a Rainy Night)

Yu ye hugFlowers in a Rainy Night), which will be used¥as ye hudnenceforth
in this paper, is a famous Taiwanese compositional folk song. It belongs to the Southern

Fukien folk music system. The piece was composed by Yu-Xian Deng, with lyhic$) w

were added in 1934, by Tian-Wan Zhou.

126 Tsang-houei Hsulaiwan yin yue shi chu hg@he First Draft of Taiwanese
Music History) (China Books & Publication, Inc., 2000), 119-126.

127 During 1932-1939 is the golden period of Taiwanese folk songs in the
Japanese-Occupied Period. Several famous folk songs, incM@ing chun fongHope
of the Spring Wind)He bian chun mon@Spring Dream in the Riverside), aBdi mu
dan(White Peony) were written then.

128 The New Literature Movement in Taiwan spanned 1920-1937. This
movement promoted Taiwanese culture and thought and political freedom of the
Taiwanese people.

129 ing-yu Huang Taiwan chuan tong yin y{Taiwanese Traditional Music)
(National Taiwan Arts Education Institute, 2001), 36-37, 41-48.
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Originally, this song used the lyrics for a children’s song called “§pbg Han-
Chen, Liao. However, in 1934, Tian-Wan Zhou added dismal words to replace the
originally happy lyrics after he heard a sad story symbolizing the futilggler of
Taiwanese people to achieve freedom from the Japanese government. As a esult, thi
song quickly became popular and famous in Taiwan. Furthermaréidin),” “ye
(night),” and ‘hua (flower)” became important images in Taiwanese folk sdffys.

This folk song uses the pentatonic scale mode, and the melody is shown in figure

8.1.5¢

Figure 8.1. Yu-Xian DengYu ye huamm. 1-9.
Structural Analysis
Concerto for Clarinet and String Orchestra with Harp and Percussitnch was
composed by Mei-Mi Lan in 2002-2003, is a piece that combined Western music

(especially two of Lan’s favorite Western clarinet pieces, Aaron @dig@&oncerto for

130 The Database of Taiwanese Folk Sonyys §e hugFlowers in a Rainy
Night),” Taiwan123, http://www.taiwan123.com.tw/musicdata/search_d.asp?id=19
(accessed September 4, 2012).

131 The pentatonic scale consists of five npt@®ng, sheng, jue, zandyu.
They are not arranged within fifth interval degree. The interval degréles wach two
notes are M2-M2-m3-M2. These five notes can be referred in Western notatidd-as C-
E-G-A.
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Clarinet and String Orchestrand Leonard BernsteinSonata for clarinet and piano
and elements of Chinese music, the famous Taiwanese famous folKisgediuan
particular. Even thoughu ye huaandConcerto for Clarinet and String Orchestaae
quite different in structure and style, they both have a sense of “birds ftythg i
sky.”*? Lan adopted this feeling in her compositioh.
Movement I: Lento

There are two movements in this concerto. The first movement is based on
fragments of th&/'u ye huamelody (figure 8.1), in particular the second, third, and major
sixth interval degrees, which are used frequentiyurye hualn contrast to the first
movement, the second movement is based on the major/minor seconds and major/minor
thirds intervals oivu ye huaLan adds Western harmonies, such as seventh chords, ninth
chords, eleventh chords, and thirteenth chords, in both of the movements to set off the
new music aspect of this piece compared to the original folk song.

There are two sections in the first movement (tabf@“gjhe first section is from
mm. 1-31, which is constructed on musical lines to convey a melodic and expressive
feeling, and the second section is mm. 31-85, using numerous rhythmic patterns in the

accompanying part to express a more active $tyle.

132 Mei-Mi Lan, phone interview, December 22, 2012.
33 pid.

134 Hao-Xuan Huang, “Concerto for Clarinet and String Orchestra with Harp and
Percussion” (Master’s thesis, National Taiwan Normal University, 2@09),

135 The pitches in this chapter represent concert pitch.
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Table 9. Structural Outline @oncerto for Clarinet and String Orchestra with Harp and

Percussiommovement |.

A Section
mm. 1-31
- Phrase | mm. 1-9
- Phrase I mm. 10-14
- Phrase llI mm. 15-20
- Phrase IV mm. 21-31
B Section
mm. 31-72
- Phrase | mm. 31-38
- Phrase I mm. 38-43
- Phrase llI mm. 44-59
- Phrase IV mm. 60-72
Cadenza
mm. 73-85

There are four phrases in the A section, mm. 1-9, mm. 10-14, mm. 15-20, and mm.
21-31, all ending in prolonged notes. Generally, the accompanying line in this sgction i
based on chords. In this section, the big large leap of a major sixth in the opeviing of
ye hua(figure 8.2) is used in the beginning accompanying part (figure 8.3) and m. 7
clarinet part (figure 8.4)*° The second and third interval degrees, which are common

interval degrees ilYu ye huaare used often in this section.

Figure 8.2. Taiwanese folk songy ye huam. 1.

136 Mei-Mi Lan, phone interview by author, December 22, 2012.
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Figure 8.3. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and

Percussionl, mm. 1-4.

Figure 8.4. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionl, mm. 6-7.

TheYu ye huanelody line mostly appears in the clarinet part. It uses the¥Yun. 6
ye huamelody (figure 8.5) in mm. 6-7 of the clarinet part, mm. 10-12 accompanying part,

and m. 26 of the clarinet part (figure 8.6).

Figure 8.5. Taiwanese folk songy ye huam. 6.
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Figure 8.6. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionl, mm. 6-7, 10-12, 26.

TheYu ye huanelody line found in m. 1 is used in mm. 13-14 in the
accompanying part in 9ths, creating a dissonant minor second presentation dbthe me

and giving a new start to the clarinet part (figure 8.7).

Figure 8.7. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionl, mm. 13-14.
The melodies o¥u ye hudfigure 8.8) found in mm. 1-5 and 7-8 both appear in

the fourth phrase, mm. 21-31, but in a faster tempo. In mm. 21-25, the opening (mm. 1-5)
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melody ofYu ye huappears in the clarinet part. In mm. 27-31, the clarinet part plays the
mm. 7-8Yu ye huanelody (figure 8.9), this instance being the most clear and longest in

this section.

Figure 8.8. Taiwanese folk songy ye huamm. 1-5, 7-8.

Figure 8.9. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionl, mm. 21-31. Figure is in treble clef.

The B section starts from m. 31 to m. 72. There are four phrases as well: mm. 31-
38, mm. 38-43, mm. 44-59, and mm. 60-72. Eighth notes are used often in the
accompanying part to add a rhythmic interest. The m. 33 triplet motive iecdppthe
accompanying part at m. 52 and m. 56. The melody line in the clarinet part of mm. 60-65
is from the mm. 33-37 melody in the clarinet part.

In this section, the major sixth interval leaps found in the beginniiYgigle hua

are still used in mm. 44-45, 54, 62-65, and 72 (figure 8.10).
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Figure 8.10. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionl, mm. 44-45, 54, 62-65 and 72. Figure is in treble clef.

In this section, Lan uses transformation techniques derived froiutlge hua
melodic ideas found in mm. 1, 6, and 6-7. The m. 1 id&aofe huas the one which is

most often adopted. It is used in mm. 33-35, 44-45, 54, 60-61, and 69 (figure 8.11).

Figure 8.11. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and

Percussionl, mm. 33-35, 44-45, 54, 60-61 and 69. Figure is in treble clef.
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The repetitive notes of m. 6 ¥u ye huare used very often in this section,
including the eighth note accompanying part patterns and the sixteenth notes in m. 39 of
the clarinet part.

The mm. 6-7Yu ye huanelody is adopted in mm. 45-47, with the clarinet part
interacting with the accompanying part (figure 8.12). The accompanyrhis pap,
while the clarinet part starts from These two contrasting dynamics make different

musical colors.

Figure 8.12. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionl, mm. 45-48.
There is a short cadenza, mm. 73-85, after the B section. Lan employs the main

interval degrees ofu ye hup“%econd, third, and major sixth interval degpé@sd the

m. 1Yu ye huanelody in this cadenza (figure 8.13). This setting serves as the conclusion
of this movement. Furthermore, this cadenza serves as the connection between the slow
movement with the fast movement, which is a similar transition to one in Aaron

Copland’sConcerto for Clarinet and String Orchestt

137 Hao-Xuan Huang, “Concerto for Clarinet and String Orchestra with Harp and
Percussion” (Master’s thesis, National Taiwan Normal University, 2009212
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Figure 8.13. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionl, mm. 73-85.
Movement II: Quarter note equals 144, with energy

In the second movement, Lan mainly applies the second and third interval degrees
of Yu ye huato express fast and animated characteristics. This movement is marked
guarter note equals 144, with energy. There are numerous rests to break up the notes. The
rhythm is an essential element, and the time signatures change frequelity tsim
changes in Leonard Bernsteif8snata for Clarinet and Piang®

This movement can be divided into three sections (table 10); the A section is mm.
1-74, the B section is 75-107, and the C section is mm. 107-130. The A and B sections
both contain a rhythmic part and a linear part, whereas the C section condetisagrhy

and linear elements in one large phrase.

138 Mei-Mi Lan, phone interview by author, December 22, 2012.
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Table 10. Structural Outline &@oncerto for Clarinet and String with Harp and

Percussionmovement Il.

A Section
mm. 1-74
a-period mm. 1-29
- Phrase | mm. 1-18
- Phrase I mm. 19-29
b-period mm. 29-74
- Phrase lll mm. 29-54
- Phrase IV mm. 54-74
B Section
mm.75-107
Phrase | mm. 75-92
Phrase Il mm. 93-100
Transition mm. 101-107
C Section
mm. 107-130

There are two periods in the A section: the a-period, mm. 1-29, is rhythmic, and
the b-period, mm. 29-74, is much more linear. The second and third interval degrees,
which are the primary'u ye huanterval degrees, are used frequently.

The first two beats of m. 1 and the last two beats of theYu. @ huanelody
line are used in this section. The first two beats of the Yu {e huanelody line are

used in m. 27, 47, and 52 (figure 8.14).
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Figure 8.14. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionll, mm. 27, 48, 52.
The last two beats of the mY& ye huanelody line are adopted in mm. 59-60

and 66-67 in alternating eighth- and sixteenth-note patterns (figure 8.15).

Figure 8.15. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionll, mm. 59-60, 66-67. Figure is in treble clef.

The B section starts from m. 75 to m. 107. This section has two phrases, mm. 75-
92 and mm. 93-100, and one transition, from mm. 101-107. The rhythmic patterns in the

first phrase are from the a-period of the A section, and the linear line in trelgawrase
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is from the b-period of the A section. The second, third, and sixth interval degrees are
still used often. The transition is in a slow tempo, which recalls the first moxeme
The B section adopts the first two beats of the iviuYe huanelody line in mm.

84-86 in the clarinet part and mm. 96-100 in the accompanying part (figure 8.16).

Figure 8.16. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionll, mm. 84-86, 96-100.

The repetitive note patterns in m. 6¥af ye huare used in this section as well.
The first used is in mm. 91-92 in both the clarinet and accompanying parts. Another is in

mm. 102-103 of the accompanying part (figure 8.17).
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Figure 8.17. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionll, mm. 91-92, 102-103.

The C section is mm. 107-130. The interval degree used is the same as in the
previous two sections. It employs the repetitive note pattern of mya p& huan mm.
115-116 of the clarinet part and mm. 119-123 of the accompanying part (figure 8.18) and

m. 1 of theYu ye huanelody line in mm. 121-123 of the clarinet part (figure 8.19).

Figure 8.18. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and

Percussionll, mm. 115-116, 119-123.
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Figure 8.19. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionll, mm. 121-123. Figure is in treble clef.
Performance Suggestions

When composingoncerto for Clarinet and String Orchestra with Harp and
PercussionLan pursued a balance between creation or new music/sounds and acceptance
or familiar music/sounds by the audience. Therefore, she employed the coonbafiat
Western contemporary musical elements and Chinese folk music elementsbuitds
atonal on tonat*® This piece does not have difficult techniques or complicated
interpretation. However, there are some aspects that performers neeaverdefa
including emotions, phrases, and rhythms.

Regarding emaotion, this piece has a close relation with two movements in Aaron
Copland’'sConcerto.The first movement ofoncerto for Clarinet and String Orchestra
with Harp and Percussioareates a pure and delicate atmosphere, which is similar to the
simple and beautiful first movement of Coplan@sncerto™*° The second movement of
Concerto for Clarinet and String Orchestra with Harp and Percussaohythmic and
energetic, and it is like the second movement of Copladdrsertq which is jazzy,
stark, and severe. The two movement€oicerto for Clarinet and String Orchestra

with Harp and Percussiobeing connected by a cadenza, which gives space for

139 Mei-Mi Lan, email to author, December 10, 2012.

140 Michael SteinbergConcerto: A Listener’'s Guidg@xford University Press,
2000), 523.
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performers to express their own interpretation, is the same as the settogjarids
Concerto

The phrase aspect is more obvious in the first movemeomderto for Clarinet
and String Orchestra with Harp and Percussidhere are several long melodic lines in
it. When performers play these phrases, the breath should not break the musical
direction’*! For example, in the clarinet beginning from the pickup of m. 4, the phrase is
eight measures. The music has to sound as a smooth line without any interruptien (figur

8.20).

Figure 8.20. Mei-Mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionl, mm. 1-11.

Aside from the effect breath has on the smoothness of the phrases, the big leaps
also make théegatoeven harder. The tongue and throat need to be controlled well to
avoid any bumps in the smoothness.

In contrast to the importance of phrases in the first movement, the second
movement is constructed on rhythm, which needs to be certain and precise. Mimesrhyt

in the clarinet part are separate from those in the accompanying part,isviictiar to

141 Mei-Mi Lan, phone interview by author, December 22, 2012.

112



rhythmic contrast in the second movement of Leonard Bernst&amata for Clarinet
and Piano The rhythmic interaction between the clarinet and accompaniment should be
well connected?

In the second movement of Leonard Bernstetgata for Clarinet and Piano,
there are quick meter changes: 5/8, 4/8, 6/8, 7/8, etc., requiring a “feel” from the
ensemble, which comes only after much reheaf3alhe rhythm in the second
movement ofConcerto for Clarinet and String Orchestra with Harp and Percusson
modeled on Bernstein’s Sonata. When play@apcerto for Clarinet and String
Orchestra with Harp and Percussiotie rhythmic structure of what Leonard Bernstein
sets inSonata for Clarinet and Pianig one important reference. The most important
element to keep in mind when performing this piece is the different characsesad
by the two movements: the calm emotion and atmosphere in the first movement and the

rhythmic and agitate feeling in the second movement.

142 Mei-Mi Lan, phone interview by author, December 22, 2012.

143 George Waln, Sonata for Clarinet and Pianoy Leonard BernsteinMusic
Educators Journalvol. 30, no. 4 (Feb—Mar 1944): 44.
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CHAPTER IX
THREE FANTASIAS FOR SOLO CLARINET IN B-FIBATYU-HUI CHANG
Diu-Diu-Tang
The three folk songs usedTimree Fantasias for Solo Clarinet in B-flate from
Taiwanese folk music, and they belongs to the Southern Fukien folk music system in
described chapter 8 as doés ye huaThe first folk songDiu-Diu-Tang is a folk song
of the Lanyang region of Taiwan, which is located in northeast Taiwan. Thisdng
was recorded by Quan-Sheng'fdin 1943, and he later composed a chorus work based
on this folk tune-* The title of this famous Taiwanese folk song has some different
meanings: some people say it is from a coin toss game, some people say ithefrom t
train crossing the mountaff® In Three Fantasias for Solo Clarinet in B-fl&hang
adopted the meaning of the later one.
This piece has two phrases, mm. 1-6 and mm. 7-14. It uses the pentatorlit’ scale.
The lyrics use several onomatopoeia to depict the sound of a train crossing thermounta

Figure 4.1 presents the melody of this song (figure 9.1).

144 Quan-Sheng Lu (1916-2008) is a famous Taiwanese composer and is

considered “the father of Taiwanese choir.” He composed and adopted more than two
hundred vocal pieces; famous compositions incluge te m thang chhi kim (o

Feeding Goldfish in the Bottom of the Cupju-Diu-Tang(recorded by Quan-Sheng Lu)
andlo enn a gugLullaby).

145 Folk Songs, Diu-Diu-Tang” Folk Songs of Taiwan,
http://library.taiwanschoolnet.org/cyberfair2001/C0118800001/f4.htm (accessed
September 3, 2012).

146 X ue-fei, Lan, “Origins of Taiwan Folk Song Diudiutingzidurnal of
Xinghai Conservatory of Musiao. 3 (Sep. 2004): 14.

1“7 The pentatonic scale consists of five notes. These five notes are equivalent to
western music, C-D-E-G-A. Please refer to the Chinese folk music sectibaptec4.
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Figure 9.1. Quan-Sheng LDju-Diu-Tang mm. 1-14.
White Egret
The next two pieces were both written by the same composer, and they ace relate
to Taiwanese agricultural society. These two songs are traditiongesings-*®
Different fromDiu-Diu-Tang which was recorded and then transcrib@tijte Egret*®
andThe Dark Sk{° had the lyrics first, and then the composer wrote the music.
The music for the first piec&yhite Egretwas composed by Fu-Yu Lin (1931-

2004)'* It is from the Zhangnan area of Southern Fukien folk music. Early Taiwanese

148 Originally, traditional reciting songs had lyrics only. People sang thesliyr
a certain rhythm but not with a particular melody. These songs were usiwssgdown
orally.

199 The Chinese title dfVhite Egreiis Bai lu si The translation is based on the
notes in Yu-Hui Chang'$hree Fantasias for Solo Clarinet in B-flat

%0 The Chinese title 6fhe Dark Skys Tian hei hei The translation is based on
the notes in Yu-Hui ChangBhree Fantasias for Solo Clarinet in B-flat

151 Fy-Yu Lin was a Taiwanese musician and composer, and he had a great
influence on choral and sacred music. He established the first Taiwardsenthchoir
in 1956 and was dedicated to the development of Taiwanese choral music.
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society was rooted in agriculture, and this folk song depicts a white egret happy flyi
in the sky after picking up one penhy.

There are two big phrases in this piece, mm. 1-8 and mm. 9-17. It adopts the
pentatonic scale and there are several ornaments used, which is uncommon in Taiwanese

folk music. Figure 9.2 is thé/hite Egret

Figure 9.2. Fu-Yu LinWhite Egretmm. 1-17.
The Dark Sky
Due to Taiwan being a rainy country abdrk Skylyrics describing rain clouds,
every area has its own melodyTdfe Dark SkyTherefore, the geographic origin of Fu-
Yu Lin’s version of this folk song, on which the music usedilinee Fantasies for solo
Clarinet in B-flatis based, is unknown. Similar to the previous exanWldte Egretthis

piece evolved from the lyrics as well. Working from the original words, Fu4ixwadded

152 This folk song implies the meaning of misfortune might be a blessing in
disguise.
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in the music:>® The lyrics depict two grandparents arguing whether to cook a meal salty
or not**

This folk song uses the pentatonic scale as well. There are four phrasesalkthis f
song: mm. 1-5, mm. 6-12, mm. 13-16, and mm. 17-23. With its fast tempo, wide range,

and ornaments, this piece is energetic and animated (figure 9.3).

Figure 9.3. Fu-Yu LinThe Dark Skymm. 1-23.

133Wan-Yun Cheng, “The Analysis and Interpretation of Three Fantasias for
Solo Clarinet in B-flat by Yu-Hui Chang,” (Master’s Thesis, Soochow Unixe2€10),
82.

154 Folk Songs, The Dark Sky Taiwan123,
http://library.taiwanschoolnet.org/cyberfair2001/C0118800001/f3.htm (accessed
September 5, 2012).
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Structural Analysis

Three Fantasies for solo Clarinet in B-flatcomposed by another Taiwanese
composer, Yu-Hui Chang. This wowkas composed in 2006, and it is dedicated to her
sister Wen-Shin Chang. Chang employs Taiwanese folk song elements in thispiec
interact with the original folk song, she gives each movement a sinlgatotithat of the
original folk songs. Aside from making this piece more interesting arattwe, the
titles also imply that the elements of these three folk s@igsDiu-Tang, White Egret,
andThe Dark Skyare the motives and ideas of the new composition. However, Chang
alludes to these folk tunes instead of quoting th&m.
Movement |: Diu-Diu-Bu-Liao

There are three movements in this piece. Each movement adopts one Taiwanese
folk song. The first movement emplopsu-Diu-Tang the second movement uddite
Egret and the third movement usése Dark SkyChang uses the melody line, interval
degrees, and emotion of each folk song in each movement.

The first movemenbDiu-Diu-Bu-Liao, which is based oBiu-Diu-Tang has three
sections. The A section is mm. 1-25, the B section is mm 26-33, and the C section is mm.
34-53 (table 115°° In this movement, the second and third interval degrees, which are

the major interval degrees Dfu-Diu-Tang,are the most usedhere is no clear marking

155 Yu-Hui Chang, phone interview by author, January 4, 2013.

%6 Lin Yang, “The Interpretation of Yu-Hui Chan@hree Fantasies for solo
Clarinet in B-flat,” (Master’s Thesis, Taipei National University of the Arts, 2010), 23-
28.

118



to indicate where each section ends and starts; however, section startsidrels ca
determined by the phrases and rhythmic patterhs.

Table 11. Structural Outline dthree Fantasias for Solo Clarinat B-flat movement I.

A Section
mm. 1-25 The idea comes from mm. 1-4
of Diu-Diu-Tang
- Phrase | mm. 1-7
- Phrase I mm. 8-16
- Phrase llI mm. 17-25
B section
- Phrase | mm. 26-33 The idea comes from mm. 7+-8
of Diu-Diu-Tang
C section
mm. 34-53
- Phrase | mm. 34-43 The idea comes from mm. 10-
12 of Diu-Diu-Tang
- Phrasel ll mm. 44-53 Use of the B section and the
phrase | of the C section.

The A section has three phrases: the first phrase is mm. 1-7, entfinthie
second phrase is 8-16, endindfirand the third phrase is 17-25, endingp Short rests
connect each phrase. This section mainly uses the rhythmic pattern and mel@adyline

mm. 1-4Diu-Diu-Tang(figure 9.4).

Figure 9.4. Taiwanese folk sor@iu-Diu-Tang mm. 1-5.
There are four different uses of the melody line in mmDitdDiu-Tang

original, retrograde, pitch range changes, and pitch adjustment @di)ré®

57 The pitches indicated in this chapter represent the concert pitch.
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Figure 9.5. Different uses of the melody line in the mm.Oit4Diu-Tangin the A
section. Figure is in treble clef.

The B section is from mm. 26-33. This section uses several third and sixth
interval degrees, which are from m. 8mti-Diu-Tang.The musical pattern of mm. 7
and 8Diu-Diu-Tangare adopted as well (figure 9.6). The musical pattern of m. 7 from
Diu-Diu-Tangis used in mm. 26, 27, and 31. The nDi8-Diu-Tangmusical pattern is

used in mm. 26-33.

Figure 9.6. Taiwanese folk sorgiu-Diu-Tang mm. 7-8.
The C section is from m. 34 to the end. There are two phrases in this section: the

first phrase is 34-42, which is the climax of this movement, and the second phrase is mm.

138 \Wan-Yun Cheng, “The Analysis and Interpretation of Three Fantasias for
Solo Clarinet in B-flat by Yu-Hui Chang,” (Master’s Thesis, Soochow Unitye2€i10),
24.
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42-53, which is the summary of this movement. This section uses the musical patterns of
mm. 10, 11, and 12 @&iu-Diu-Tang(figure 9.7). The m. 10 musical pattern is used in
mm. 34, 45-46, and 49-50; the m. 11 musical pattern is used in mm. 34-38 and 44-47; and

the m. 12 musical pattern is used in mm. 35, 37-38, 40-43, and 52.

Figure 9.7. Taiwanese folk sorQiu-Diu-Tang mm. 10-12.
Movement II: Flying Away White Egret

The second movemerkilying Away White Egreis derived from the famous
Taiwanese folk songvhite EgretThis is a slower and calmer movement compared to the
other two movement§Vhite Egretuses in this movement include the mm. 1-4 melody
line (figure 9.8), second interval degree, big leaps from the m. 1 major sixth interva
degree, and acciaccaturas. This movement depicts the egret freelyrfl{negsky after
picking up one penny. It focuses on the musical line, and the linear changes are
various' There are three sections in this movement: the A section is from mm. 1-23, the

B section is mm. 24-50, and the C section is mm. 51-57 (tabfé°12).

Figure 9.8. Taiwanese folk soriyhite Egretmm. 1-4.

159 Yu-Hui Chang, phone interview by author, January 4, 2013.

%0 in Yang, “The Interpretation of Yu-Hui Chan@hree Fantasies for solo
Clarinet in B-flat,” (Master’s Thesis, Taipei National University of the Arts, 2010), 32-
41,
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Table 12. Structural Outline dthree Fantasias for Solo Clarinat B-flat movement Il.

A Section
mm. 1-23 The idea comes from mm. 1-4
of White Egret
- Phrase | mm. 1-5
- Phrase I mm. 6-11
- Phrase lll mm. 12-19
- Phrase IV mm. 20-23
B Section
mm. 24-50 New idea, and the materials are
from the A section.
- Phrase | mm. 24-28 Timber trill.
- Phrase I mm. 29-41
- Phrase lll mm. 42-47
- Phrase IV mm. 48-50 Timber trill.
C Section
mm. 51-57 The ideas mainly are from the
A section.
- Phrase | mm. 51-54
- Phrase I mm. 55-57

By the musical line and the longer pauses, the A section can be divided into four

phrases. The first phrase is mm. 1-5, the second phrase is mm. 6-11, the third phrase is

mm. 12-19, and the fourth phrase is mm. 20-23. This section includes several second

interval degrees and the mm. 1-4 melody lingite Egret The m. 1 melody line of

White Egreis used in mm. 1-4 and 16 (figure 9.9).
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Figure 9.9. Yu-Hui Chang,hree Fantasies for Solo Clarinet in B-fléit mm. 1-4, 16.

In this section, mm. 4-6, 12-13, and 16-17 can refer to the m. 2 melody Wileitef

Egret(figure 9.10).

Figure 9.10. Yu-Hui Chand,hree Fantasies for Solo Clarinet in B-fléit mm. 4-6, 12-
13, 16-17. Figure is in treble clef.

The m. 3 melody line dfvhite Egrets used in mm. 5, 17, and 20-21 (figure 9.11),
with small changes. The appoggiatura in m. ¥vbiite Egrets used in m. 18 to serve as

the middle pause of a long phrase.
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Figure 9.11. Yu-Hui Chang,hree Fantasies for Solo Clarinet in B-fléit mm. 5, 17,
20-21. Figure is in treble clef.

The B section starts from m. 24 to 50. There are four phrases: mm. 24-28, mm.
29-41, mm. 42-47, and mm. 48-50. The first and fourth phrases use an advanced clarinet

technique: a timber trill to imitates the sound of an egret’s flapping wirgge¢fio.12).

Figure 9.12. Yu-Hui Chang,hree Fantasies for Solo Clarinet in B-fléit mm. 24-28.

Figure is in treble clef.
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This section uses the mm. MAite Egretmelody line. The m. White Egret
melody line appears in m. 29-30, 38-39, and 44-46 (figure 9.13), and the mvihi2e3

Egretmelody line is used in mm. 32-35, 40-43, and 47 (figure 9.14).

Figure 9.13. Yu-Hui Chang,hree Fantasies for Solo Clarinet in B-fléit mm. 29-30,

38-39, 44-46. Figure is in treble clef.
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Figure 9.14. Yu-Hui Chang,hree Fantasies for Solo Clarinet in B-fléit mm. 31-35,
40-43, 47.

The C section, which is the coda of this movement, is mm. 51-57. This section
mainly uses the interval degrees frovihite Egret There are several second and
third/sixth interval degrees employed. Only the miViite Egreimelody line is used in
this section, which is in. mm. 54-55 (figure 9.15). The last two measures, mm. 56-57, are
the end of this movement, the last two beats of which—the ascending sextuplet and

septuplet—imitate the egret flying away (figure 9.18).

Figure 9.15. Yu-Hui Chang;hree Fantasies for Solo Clarinet in B-fléit mm. 54-55.

181 Yu-Hui Chang, phone interview by author, January 4, 2013.
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Figure 9.16. Yu-Hui Chang,hree Fantasies for Solo Clarinet in B-fléit mm. 56-57.
Movement Ill: Darkening Dark Sky

The last movemenDarking Dark Skyuses the second interval degree, mm. 1-4
melody line, and rhythm dfhe Dark SkyThis movement extends the story line from
The Dark Skywhich is the whether-salty-or-not brawl between an old man and his wife.
It is an animated and rhythmic movemé&tit.

According to the rhythm and melody line used, there are three sections in this
movement: the A section is mm. 1-68, the B section is mm. 68-91, and the C section is

mm. 92-120 (table 13).

162 pid.
127



Table 13. Structural Outline dthree Fantasias for Solo Clarinet in B-flamovement IIl.

A Section
mm. 1-47 The idea comes from mm. 1-4
of The Dark Sky
- Phrase | mm. 1-23 Neighbor note repetition.
- Phrase ll mm. 23-47 Repeated notes.
B Section
mm. 48-91
- Phrase | mm. 48-68 Pitch-range segmentation.
- Phrase ll mm. 68-91 Pitch-range segmentation and
same note repetition.
C Section
mm. 92-120 The idea is from phrase Il of th
A section and phrase | of the H
section.
- Bridge mm. 92-98
- Phrase | mm. 98-113
- Phrase Il mm. 114-120

e

There are two phrases in the A section; the first phrase is mm. 1-23, mangly us

the first two beats of the m. 1 melody lineTdfe Dark Skyfigure 9.17), and the second

phrase is mm. 23-47, using the mm. 1-2 melody linehef Dark Skyfigure 9.18). The

large interval degrees are used to interrupt the continuous rhythm.
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Figure 9.17. The example of the use of the first beats of m. 1 melody [lie d@ark

Skyin mm. 1-23.

Figure 9.18. The example of the use of the mm. 1-2 melody limbeDark Skyn mm.

23-47. Figure is in treble clef.
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The B section begins in m. 48, and the most important characteristics are the
contrasting dynamics and pitch ranges. Chang employs contrasting dgraardipitch
ranges to express the husband and wife’s argutfiéBased on the contrasting pitch and
dynamic ranges, this section can be divided into two phrases; the first phrase48-m
68, and the second phrase is mm. 68-91 (figure 9.19). There are numerous second and
third interval degrees applied, which are from the general interval degedanThe

Dark Sky

Figure 9.19. The different pitch ranges and dynamic ranges in the first phdadeea
second phrase.
In this section, Chang uses the m. 1 melody lin€haf Dark Skyn mm. 79-80

and 83 (figure 9.20).

183 Yu-Hui Chang, phone interview by author, January 4, 2013.
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Figure 9.20. Yu-Hui Chang;hree Fantasies for Solo Clarinet in B-fl&f, mm. 79-80,
83. Figure is in treble clef.

The C section, mm. 92-120, is the summary section. It contains the elements used
in previous sections, including contrasting pitches and dynamics, the mm. 1-2 melody
line of The Dark Skyand second and third interval degrees. The repeated notes, which
are from the first beat of m. 2 the Dark Skyin the B section and C section appear in a
chromatic descent: F3 (mm. 63-64)-E3 (mm. 68-71)-Eb3 (mm. 93-96)-D3 (mm. 98-100);
and Gb3 (mm. 109-112)-F3 (m. 113)-E3 (mm. 115-12b).

Performance Suggestions

Three Fantasies for Solo Clarinet in B-flata clarinet solo piece; therefore, it is
flexible and freer in style. Even though Chang gives apparent musical direction i
score, she conveys a desire for performers to express whatever theyeinaagi she

leaves space in the details for performers to intefptet.

184\Wan-Yun Zheng, “The Analysis and Interpretatioi bfee Fantasies for
Solo Clarinet in B-flaby Yu-Hui Chang” (Master’s Thesis, Soochow University, 2010),
41-42.

185 yu-Hui Chang, phone interview by author, January 4, 2013.

131



Each movement depicts a picture. In the first movement, the vitality is time mai
theme. It expresses the animation of the train crossing the motfitaor.example, the
m. 26 staccato imitates the vibration of wheels on the rail; thus, the staccato should be

bouncing and lithe (see figure 9.24}.

Figure 9.21. Yu-Hui Chang;hree Fantasies for Solo Clarinet in B-flétm. 26. Figure
is in treble clef.

The second movement focuses on the musical line. It expresses a restful and
delightful ambiancé® Compared to other movements, this movement requires more
flexible musical changes, either in tone quality or phrase. There arelsexergroups;
however, they should be regarded as groups instead of individual notes.

The third movement is very different from the other two movements. It depicts
human beings rather than scenery. When playing this movement, the musicalrdirect
should be considered above the fragmentary notes them&&lves.

The rests are important Trhree Fantasies for Solo Clarinet in B-flat.these
three movements, the rests present different functions. In the first and thirtherdse

they represent part of the musical line. In the second movement, however, thesakests

188 yu-Hui ChangThree Fantasias for Solo Clarinet in B-flaiotes inThree
Fantasias for Solo Clarinet in B-fla2006.

187 Yu-Hui Chang, phone interview by author, January 4, 2013.
1% |bid.
199 1pid.
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freedom for the performers to decide the duration of the silent pauses, which makes the
movement unconfined.

There are two contemporary techniques used in this piece: timbre trills and
subtones. The timbre trills are used to imitate the white egret spreadmggts and
flying away. This effect is achieved by playing one note but changing mnaeby
adding or altering fingerings. For example, in m. 26 the second beat is A3, which is
altered by using the regular fingering but with the right hand smallrfirgssing the

lower right button to alter the sound (figure 9.2%).

Figure 9.22. Fingerings for timber trill on A3.
The subtone is a soft and breathy tone that is often seen in the clarinet or
saxophone lower range. The sound is between a real and fake sound. It is produced by

little, but steady air, which isarefully controlled to suppress the higher partials of a

170Wan-Yun Cheng, “The Analysis and Interpretation of Three Fantasias for
Solo Clarinet in B-flat by Yu-Hui Chang,” (Master’s Thesis, Soochow Unitye2€i10),
59.
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note!” This technique is used in mm. 54-55 of the second movem@hreé Fantasies

for Solo Clarinet in B-flaffigure 9.23)

Figure 9.23. Yu-Hui Chang;hree Fantasies for Solo Clarinet in B-fléit mm. 54-55.
Intonation control is another important aspect in this piece. It is not solely the
intonation of one note but rather the intonation between notes that is especially important.

There are numerous large interval degrees; when playing these intenessjegide
from preparing, it is better to emphasize the lower notes to make the higheeasity
to come out.

In general, the characteristics each movement expresses, the rhythne and th
techniques (primarily finger technique)Tinree Fantasias of Solo Clarinet in B-flate

important for performers to pay attention to when playing this piece.

171 Barry Kernfeld'Subtone," The New Grove Dictionary of Ja2nd ed Grove
Music Online Oxford Music OnlineOxford University Press,
http://www.oxfordmusiconline.com/subscriber/article/grove/music/J433600
(accesseMay 18, 2013).
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CHAPTER X
COMPARISON
These six compositions all use Chinese folk song elements and concepts, and
each one has its personality. However, even though they sound differently, they have
some similar elements.
General Style
Due to the different employments of musical style, these six compositions can be
divided into three categories: Using clear folk music elements, using tdicrmlements
with Western musical elements, and using fewer folk music elements with more
contemporary musical techniques (table 14).

Table 14. Style Categories.

Using clear folk music elements| Mu ma zhi ge

The Sound of Pamir Clarinet Concerto
Using folk music elements with | Morning Song

Western music elements Capriccio Op. 41 for Clarinet and Strings
Using fewer folk music elements Concerto for Clarinet and String Orchestra
with more contemporary musical with Harp and Percussion

techniques Three Fantasias for Solo Clarinet in B-flat

Mu ma zhi geandThe Sound of Pamir Clarinet Concesdoe two pieces that have
the most folk song style among the six. They both adopt a “musical painting” concept;
however, they show different pictures.

Mu ma zhi gdocuses on depicting herders’ lives. In this one movement work,
four sections provide different views of the grasslands from morning to evening. The

slow sections are melodic and expressive, and the fast section is light butien&rget

172 yan Wang, e-mail message to author, December 9, 2012.
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The Sound of Pamir Clarinet Concefticuses on depicting the landscape and activities
of Tajik people, and Hu incorporates Western musical elements “into” the Chiylese s
music. The three movements provide different characteristics: the firstmeaves
fantasy-like, the second movement is tranquil, and the third movement is anifiated.
Morning SongandCapriccio Op. 41 for Clarinet and Strindgmth use folk music
elements with Western music elements. However, these two pieceglatlg different
in style.
Morning Songuses the traditional Chinese folk music modes, and the borders of
phrases are not clear. It is comparable to Impressionistic music, whitibxible
structure and uses ancient mot@dn Capriccio Op. 41 for Clarinet and Stringluang
emphasizes harmoniéS. This piece adopts the music of Neo-romanticism, which is
tonal music constructed on traditional harmonies and the music of Impressiomgt as
It focuses on emotional expressidAHuang employs th&an sheng lingnelody in
different parts of this piece and uses the clarinet to imitate the horn soundofié)ehe
folk song roots oMorning Songare more vague than thoseGspriccio Op. 41 for

Clarinet and String

173 Bijing Hu, phone interview by author, January 14, 2013.

174 Impressionism, which comes from the same period in art. There are some
characteristics in the music: 1) short motives; 2) rich harmonic color; 3ramoodes
use; 4) structural flexible; and 5) vague phrase borders. Famous composers include
Claude Achille Debussy and Maurice Ravel.

175 An-lun Huang, phone interview by author, December 12, 2012.

17 Runyang YuxXi fang yin yue tong slfivVestern Musical History) (Shanghai
Music Publisher, 2001), 410.
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Concerto for Clarinet and String Orchestra with Harp and PercusaiwiThree
Fantasias for Solo Clarinet in B-flaire the two pieces most related to contemporary
musical style among the six. Their composers reform the folk songs to wesate
contemporary clarinet pieces.

Concerto for Clarinet and String Orchestra with Harp and Percusgs®as more
contemporary compositional techniques, resulting in music that can be cadgwiz
atonal. The folk song cannot be heard clearly in the music; instead, Lan utaséists
and concepts in a more subtle way. It is an experiment in combining folk songs With 20
century Western musical elemenhts.

Similar toConcerto for Clarinet and String Orchestra with Harp and Percussion,
Three Fantasias for Solo Clarinet B-flatis a more contemporary work as well.
However, Chang adds the program music concept, which is similar to Romarfftism
By giving each movement a title, Chang shows the image and feeling of whaigiee m
expresses’’

This piecealso employs “imitation” technique, which is comparabl€&priccio
Op. 41 for Clarinet and Stringl'his piece does not only employ elements of folk songs
but also the pictures that the folk songs draw in the movement titles. Due to different
movements depicting different scenes, each movement’s music is diffesgylieiDiu-

Diu-Tanguses the music to imitate the train sound, and so there are many continuously

177 Mei-Mi Lan, phone interview by author, December 22, 2012.

178 program music, which is also called programme music, is a type of at musi
that gives a title, outline, or summary to the music in order to emphasize theontensi
imagination. It contrasts with absolute music and flourished in the Romantic era.

179 yYu-Hui Chang, phone interview by author, January 4, 2013.
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repeated neighbor notes. In the first movement offthise Fantasigsthere are many
repetitive neighbor notes as walhite Egretis about children singing, the music is
lighter and happier, and in the second moventdying Away White Egrethe music is
smoother and more “comfortable” than in the other two movemegnésDark Sky
depicts a scene of people arguing; therefore, the music and rhythm are meenténs
tight. Chang uses this emotion in the third movemeiithoée Fantasias for Solo
Clarinet in B-flat which makes the music go forwaf.

Three Fantasias for Solo Clarinet in B-flata combination of Western and
Chinese music; therefore, Chang also adopts Western musical elements iecthis pi
Many of the solo Western clarinet pieces are atonal with a flexibk €iilang employs
these characteristics in her new compositions. Affected by free Wesstiermsisic and
the active Taiwanese folk songs, her music is very unique. The first and third emdsem
which are fast and rhythmic, are more similar in style, yet the secondmeatievhich is
slow and melodic, is different than other ti.

Form

Just as Charles W. Walton saidBasic Forms in Musidistening is the basic
musical experience, and it is important to know how a piece is designed, planned, and
presented® To help better understand the pieces in this paper, this section will compare

their forms. There are six different kinds of forms used in these piecesifble

180 pid.
181 Yu-Hui Chang, phone interview by author, January 4, 2013.

182 Charles W. WaltorBasic Form in Musi¢Alfred Publishing Co., Inc., New
York, 1974), viii.
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Table 15. Form Categories.

Binary Form (AB) Capriccio for Clarinet and Strings Op. 41
Concerto for Clarinet and String Orchestra with
Harp and Percussiomovement |
Three-part Form (ABC) Concerto for Clarinet and String Orchestra with
Harp and Percussiomovement Il
Three Fantasias for Solo Clarinet in B-flat
movement I, Il & Il
Ternary Form (ABA") Morning Song

The Sound of Pamir Clarinet Concemoovement
I

Four part Form (ABCD) Mu ma zhi ge

Sonata Form The Sound of Pamir Clarinet Concertmvement |
Rondo Form (ABA’CA’ D) | The Sound of Pamir Clarinet Concemoovement,
1

Capriccio for Clarinet and Strings Op. 4hd the first movement &@oncerto for
Clarinet and String with Harp and Percussiare in binary form. However, the divided
sections are based on different fact@apriccio for Clarinet and Strings Op. 44 based
on the contrasting characteristics and styles, and the first moven@onoérto for
Clarinet and String with Harp and Percussisnbased on musical styles and characters.
The two sections iapriccio for Clarinet and Strings Op. 4ite very contrasting. They
have contrasting emotions and tempos, and they use different elements from the folk
music: the A section is from the Chinese folk music scale, and the B sectiom iS&n
sheng lingandLao dong hao zhiAnother example that has two sections is the first

movement ofConcerto for Clarinet and Strings with Harp and Percusswanich is
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divided into sections according to the rhythmic changes in the accompaniment and use of
theYu ye huamelody!®?

The second movement Goncerto for Clarinet and String with Harp and
Percussiorand all three movements ©hree Fantasias for Solo Clarinet in B-flate in
three-part form (ABC). The A, B, and C section€ioncerto for Clarinet and String with
Harp and Percussiomovement Il are in a similar setting; they all have rhythmic and
linear parts. However, the C section is the smallest of all.

In Three Fantasias for Solo Clarinet in B-fléite forms are harder to define;
however, it can be divided into three sections for each movement by their folk song’s
usage, phrases, rhythm, and technique employment. The first movement can be defined
by folk song melody use. The second movement is in ABC form as well, and it is based
on the different musical elements’ use, such as the folk song melody use, the
contemporary techniques use, and the rhythmic arrangements in these sections.
According to the rhythm and folk song melody line use, the third movement is in three
sections (ABC). These three movements are all in three-part formyanwiee
composer uses various ways to make each movement different from the others.

Morning Songand the second movementTdfe Sound of Pamir Clarinet

Concertoare in ternary form. In these two pieces, there are cleanseof the A sections.

Also, they start from a slow tempo and develop into the more rhythmic section.

183 Hao-Xuan Huang, “Concerto for Clarinet and String Orchestra with Harp and
Percussion” (Master’s thesis, National Taiwan Normal University, 2009), 9
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Mu ma zhi geloes not have an exact form but is more flexible. There are four
sections (ABCD) based on their section titles, with the D section coming@i®
section.

The Sound of Pamir Clarinet Conceurises the form for a classical conceffb.
The first movement is in sonata form, which is based on the melody and mode, and it has
an introduction, exposition, development, recapitulation, and coda. The third movement
is in rondo form, according to the rhythm and main melody, and it is mainly in
ABA'CA’D form. '%°

Time Signature

These six pieces are more or less affected by the original folk music tim
signatures. Among them, the quarter note is the main compositional resource, and duple
meter is the most fundamental component. The following is the detailed timeusggnat

use of each movement (table 16).

134 The classical concerto has three movements. The tempo is fast-slofhéast.
first movement is in sonata form and the third movement is in rondo form.

185 yuanyuan Lee, “A Performance Practice Analysis of Bijing Hitie Sound
of Pamir Clarinet Concerto(Master’s Thesis, Xinghai Conservatory of Music 2008), 19,
25.
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Table 16. Time Signature Use in Each Piece.

2/4|3/4|4/4|5/4|1/8|5/8|6/8]|7/8

Morning Song
Mu ma zhi ge
Capriccio for Clarinet and Strings O
41

The Sound of Pamir Clarinet
Concerto

Concerto for Clarinet and String
Orchestra with Harp and
Percussion

Three Fantasias for Solo Clarine
in B-flat

The time signatures iMlorning Songare simple. It uses 2/4 and 4/4, which are
very clear and basic duple meter time signatures. However, because of ¢f@iakeps,
non-standardized phrases, and rests, the duple meter feeling is unclear in thenA sect

Mu ma zhi geindCapriccio for Clarinet and Strings Op. 4dopt almost the
same time signatures, which are also based on a quarter note. Even though thsitolk m
uses are different, they both have a strong folk music style feeling. Theisitymature
structures are related to those of the original folk mbicma zhi gedopts the
common Mongolian folk music time signature, duple meZapriccio for Clarinet and
Strings Op. 4EmploysGan sheng ling’¢/4 idea and 3/4 time used in the connecting
phrases.

The rhythm in Tajik folk music is quite complex, and, therefdtee Sound of

Pamir Clarinet Concertauses more complex time signatures. Hu employs both quarter-
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note and eighth-note based time in his work. The time signature alters from 2/4, 3/4, 4/4,
6/8, to 7/8:%°

In Concerto for Clarinet and String Orchestra with Harp and Percussioa
time signatures changes very quickly. In the first movement, Lan utiheesoncept of
time signature changes in Copland’s clarinet concerto, which are based on the quarte
note, with theYu ye huat/4 idea. In the first movement, the time signature changes from
214, 4/4, 3/4, to 5/4. In the second movement, the folk song idea is unclear, Lan employs
the rhythm and time signature from Leonard Bernsté&otsata for Clarinet and Piano
and the time signature changes from 2/4, 4/4, 3/4, 5/4, 5/8, 6/8, to 7/8.

Three Fantasias for Solo B-flat Clarinistsimilar to the previous piece. The time
signature changes are still quarter-note based; however, the time sighahgesc
quickly. There is only one compound time signature used in the third movement, which is
2/4+1/8.

Mode and Harmony

In these six pieces, three are in the atonal cateiytogning Song, Concerto for
Clarinet and String Orchestra with Harp and Percussiamd Three Fantasias for Solo
Clarinet in B-flat another three are ton&ltu ma zhi geCapriccio Op. 41 for Clarinet
and StringsandThe Sound of Pamir Clarinet Concerto

Even though they can be divided into two categories, each piece is still unique
regarding use of mode and harmokharning Songalternates between different modes.
It does not use the standard major/minor mode or one Chinese mode; instead, the modes

alter from pentatonic scale, Yu mode of the heptatonic scale, and Yayue mode tm\Weste

186 Bjjing Hu, phone interview by author, January 14, 2013.
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scale feeling mode'$’ Due to the modes change frequently, the music has an unclear
harmonic feeling.

Concerto for Clarinet and String Orchestra with Harp and Percuskasino
exact mode. Instead, it changes mode color by several temporary flatsps;, shmailar
to what Aaron Copland did in hSoncerto Interestingly, Lan uses the idea of “melody is
harmony®® in this piece (figure 10.1)%° Because of the atonality, there is not a clear

tonic or dominant sound, and it is a breakthrough of traditional folk song style.

Figure 10.1. Mei-mi LanConcerto for Clarinet and String Orchestra with Harp and
Percussionl, mm. 1-4.
InThree Fantasias for Solo B-flat Clarinetyen though the original folk songs

are in specific modes, Chang eliminates the modes in her work. There are many

187 \Weilong Xi, “Chen Qigang de dan huang guan qu ‘chen ge’ (Qigang Chen’s
Clarinet WorkMorning Song,” JiaoXiang-Journal of Xi'an Conservatory of Musiol.
20, no. 3 (September 2001): 50-52.

188 «Melody is harmony” means that the harmony is created by the simple
melody line. By the use of long notes or slurs in the notes, adding notes without taking
out the previous one, the acoustic becomes even more rich, and the harmonic effect
appears. For example: playing a whole note Bb in the first beat, a whole note tmeG
second beat, and a half note on D in the third beat gives the third beat a g minor triad
chord feeling.

189 Hao-Xuan Huang, “Concerto for Clarinet and String Orchestra with Harp and
Percussion” (Master’s Thesis, National Taiwan Normal University, 2009), 7

144



temporary flat and sharp marks. Due to it being a solo clarinet work, the haisricarg
to define.

Mu ma zhi ges built on the pentatonic scale mode in the clarinet solo. The
harmony in this composition is based on the chords in the piano part, and the tonic is the
most often used.

Similar to the mode dflu ma zhi geHuang uses both the harmony of pentatonic
scale color and functional harmonyQ@apriccio Op. 41 for Clarinet and Stringshe
harmony and color of the pentatonic scale give this piece a sense of Chinesasiclk m
style, while the functional harmony provides the musical directions (figurevh@h is
more related to the mod&

The mode irCapriccio Op. 41 for Clarinet and Stringsin be divided into two
sections. In the A section, it is built on the pentatonic scale from D. In thei@nsele
interval degree is the most essential, which replaces the role of the made. Ma
temporary sharps/flats make the mode unclear, even though the key signatatesndi
two sharps.

The Sound of Pamir Clarinet Conceirsahe only piece that uses an obvious
Western mode. The first and third movements are in G minor, and the second movement
in C minor, which is the subdominant of the G minor, a very typical tonal relationship

between movements. The whole piece is based on the tonic and dominant.

190 An-lun HuangCapriccio for Clarinet and Strings Op. 4appendix, score,
19809.
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Intervals and Scales
Next is the aspect of intervals and scales, which construct the musical line. The
pentatonic scale and heptatonic scale are fundamental in Chinese folk musicsand the
two scales are employed in most of these six contemporary compositions. Thetpllow
is the list of scales and main intervals used in these pieces (table 17).

Table 17. The Scale and Interval Use in Each Piece.

Scale Interval

Morning Song Heptatonic scale M/m2
Mu ma zhi ge Pentatonic scale M2, m3, large

interval degrees
Capriccio for Clarinet and Strings Heptatonic scale M2, m3, P4, large
Op. 41 interval degrees

(folk song-wide)
The Sound of Pamir Clarinet Heptatonic scale M/m2, A2
Concerto with a sharp third
Concerto for Clarinet and String | Pentatonic scale M2, m3, large
Orchestra with Harp and interval degrees
Percussion (folk song)
Three Fantasias for Solo Clarinet No exact scale use M/m2, large
in B-flat interval degrees

Morning SongCapriccio for Clarinet and Strings Op. 44ndThe Sound of
Pamir Clarinet Concertall use the heptatonic scale. However, they use different types
of heptatonic scale.

Morning Songadopts the heptatonic scale, which is the general scale that Chinese
folk music uses (figure 4.1). Due to employment of the Chinese modes, the seconds are
the chief interval degrees in this piece. Other consonant interval deggedscaused, e.g.

thirds, fourths, and fifths.
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Capriccio for Clarinet and Strings Op. 44 based on the heptatonic scale as well.
Huang considers that by using the heptatonic scale the acoustic is mehitisalso
convenient to add in Western harmdifyHe employs the major second, minor third, and
perfect fourth, the importa@an sheng lingnterval degree, in this piece. Perhaps
because of the use of large interval degrees in Northern Shannxi folk musicrehere a
numerous wide intervals, as wéif.

The Sound of Pamir Clarinet Concenees the heptatonic scale with a sharp third.
Different from the general Chinese heptatonic scale, the interval degnesehehe first
and second notes is a minor second (figure 7.3). Major and minor seconds appear
numerous times. Because of the sharp third use, there are several augmentii sec
(figure 7.8, 7.9). This interval degree gives the music a Tajik folk music sense.

Mu ma zhi geandConcerto for Clarinet and String Orchestra with Harp and
Percussiorare based on the pentatonic scaleMinma zhi gethe major second and
minor third interval degrees are two main interval degrees in this piece. lloadiditge
interval degrees are used in this piece, which come from the Mongolian folk musica
characteristic$?®

The scale used @oncerto for Clarinet and String Orchestra with Harp and

Percussions difficult to define due to many temporary flats and sharps. However,

191 Compared to the pentatonic scale, the heptatonic scale has two more notes:
the fourth and the seventh, which can create the inconsonant harmony resolving to
consonant harmony (i.e., playing the seventh note to the eighth note can produce the
harmony of subtonic to tonic).

192 An-lun Huang, phone interview by author, December 12, 2012.

193 Liantao Tian (chief editor)Traditional Music of China’s Minoritie¢Central
University for Nationalities Press, 2001), 164.
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according to the employment of the original folk song, it could be categorizedhgs usi

the pentatonic scale. This piece consists of major second and minor third intervad.degree
However, Lan adds other uncommon interval degrees into her work, such as the seventh,
augmented and diminished, and so the music becomes renewable and refreshed. Lan also
employs large interval degrees in this piece, which come from the majotesaxtofYu

ye hua'®*

Three Fantasias for Solo Clarinet in B-flathich is more unique among these six
works, is the only piece of the six that cannot be clearly divided into either pent@tonic
heptatonic scale. The scale selection is more flexible. The three origimainese folk
songs represented in this piece uses many major or minor seconds to expresaghe feel
or imitate the sound of something. Chang still applied this idea in the new piece. Among
the many seconds, she uses large interval degrees as interruptions in tHé>mhisic
large interval degree employment is from the folk songs, which is simithetsetting of
Capriccio for Clarinet and Strings Op. 4hdConcerto for Clarinet and String
Orchestra with Harp and Percussion.

Dynamic Employment

Dynamics most directly influence the musical flow, and these six piegasgm
different dynamics. Most of these pieces use wider dynamic ranges amthahimates
sections/movements and softer dynamics in slow and melodic sections/moveaigats (t

18).

194 Mei-Mi Lan, phone interview by author, December 22, 2012.
195 yu-Hui Chang, phone interview by author, January 4, 2013.
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Table 18. Dynamics in Each Piece.

Morning Song pp, p, mp, mf, f, ff, sub
Mu ma zhi ge ppp, pp, p, mp, mf, f, ff, sfp
Capriccio for Clarinet and Strings | A | pp, p, mpf
Op. 41 B | p,fff
The Sound of Pamir Clarinet | | ppp, pp, p, mp, mf, ff, sf
Concerto Il | pp, p, mp, mf, f

Il | p, mp, mf, f, ff, sfp
Concerto for Clarinet and String || | N, ppp, pp, p, mp, mf, f
with harp and Percussion Il | p, mp, mf, f

Three Fantasias for Solo Clarinet inl | N, pp, p, mp, f,ff, fff, sulp
B-flat Il | ppp, pp, p, mp, mf
Il | pp, p, mp, mf, f, ff, sf, syip

The A section oMorning Songthe A, B, and D sections du ma zhi gethe A
section ofCapriccio for Clarinet and Strings Op. 4the second movement dhe Sound
of Pamir Clarinet Concertahe first movement o€oncerto for Clarinet and String with
harp and Percussiorgnd the second movementTdfree Fantasias for Solo Clarinet in
B-flat are slow and melodic, and the dynamic ranges are narrower.

To depict a beautiful and wistful atmosphere, Chen usgsidhe range in most
of the A section oMorning SongHowever, he usd$ andfp in the b-period, which adds
a little acoustic color and presents emotional changes.

Similar toMorning Songthe A, B, and D sections du ma zhi gelo not use
strong dynamics. To depict a wide, calm grassland scenery, Wang choosesathesy

from pppto mf%°

19 yan Wang, phone interview by author, November 28, 2012.
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The A section ofCapriccio for Clarinet and Strings Op. 4hd the second
movement ofThe Sound of Pamir Clarinet Conceriee almost the same dynamics. Both
go frompptof. These two draw fantastic and peaceful scenery.

In the first movement ofoncerto for Clarinet and String with Harp and
Percussionthe dynamics change fropppto f. However, most of the melody is in thp
andp range. This movement is soft, and there is one spot thaNusdsch is m. 11. A
is used; however, the music usualhgsc.to f but returns to soft very soon. Only in mm.
40-43 does thécontinue for four measures.

The second movement dhree Fantasias for Solo Clarinet in B-flases similar
dynamic ranges as the A, B, and D sectiongloima zhi geeven though they are quite
different in the musical expression. In the second moveméditirek Fantasias for Solo
Clarinet in B-flat the music is all in thpianorange. It goes frompppto onlymp. Even
though the original folk song does not have a certain dynamic marking, Chang indicates
the dynamics to draw a clearer picture.

The B section oMorning Songthe C section dMu ma zhi gethe B section of
Capriccio for Clarinet and Strings Op. 4the first and third movements ©he Sound of
Pamir Clarinet Concertothe second movement @bncerto for Clarinet and String with
harp and Percussiorgnd the first and third movementsTdfree Fantasias for Solo
Clarinet in B-flatare rapid and vigorous. The dynamic changes are wider than those in
slow movements or sections.

The dynamic arrangement of the B sectioofning Songand the C section of
Mu ma zhi geare similar. The dynamic changes often. Also, the dynamic contrasts ar
more obvious than those in the slow sections.
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In the B section o€apriccio for Clarinet and Strings Op. 4ihly p, f, andff
dynamics are used. Huang uses contrasting dynamics in this section and addiels m
dynamic range markings, which is to represent the particular emphasiaracter of
Northern Shannxi people.

The dynamic range in the first movemeniToe Sound of Pamir Clarinet
Concertois a little wider than in the third movement. Most of this movement is imthe
andmprange, but there appp, pp p, andff markings adding more colors to this
movement. Icresc.from ppin the beginning andecrescto pppto zoom in and zoom
out on the scenery. The third movement ysesap, mfandf. The dynamic changes very
fast, which depicts the various atmospheres.

The second movement Goncerto for Clarinet and String with Harp and
Percussiorusesp, mp, mfandff. It is louder than the first movement. Just as the tempo
marking indicates with energy, thappears many times to make the music more
powerful.

The dynamic settings in the first and third movemeni$hoée Fantasias for Solo
Clarinet in B-flatare similar to those in the first and third movement§hed Sound of
Pamir Clarinet ConcertoTheir ranges are very wide. However, the first movement
changes dynamics more aggressively. It starts fipand goes téff, and there are many
markings ofsubandfp, which makes the music varied. The third movement also has big

changes in dynamics, such as shbandfp, and the range goes frqup to ff.
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Pitch Range
The pitch range reflects the changes of the musical colors of one piece, and these
six pieces use similar pitch range, with little differentég.he expression of the clarinet
acoustic is various, and in different pitch ranges, the sonority colors areififfEor
example, the chalumeau range usually elicits a dark and bluesy feelinigyite @ange
is calm and serene, and the altissimo range is bright and sunny. The following o a lis
the pitch ranges of each piece (table 19).

Table 19. Pitch Range List.

Repertoire Pitch Often Used Range
Range Chalumeay Clarion| Altissimo
Morning Song E3-D6
Mu ma zhi ge E3-F6
Capriccio for Clarinet and Strings | G3-G6
Op. 41
The Sound of Pamir Clarinet| | E3-F#6
Concerto T E3-D6
Il |E3-G6
Concerto for Clarinet and I E3-F#6
String w!th harp and [ E3-F#6
Percussion
Three Fantasias for Solo I E3-A6
Clarinet in B-flat Il | Gb3-F#6
| E3-F#6

These six pieces all have wide pitch ranges, and they contain chalumean, cla

and altissimo ranges. However, the chalumeau and clarion ranges are the mushigom

197 The pith range that is discussed in here is for the written, not sounding pitches,
in the solo line, which is the clarinet part.
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used in these pieces. Due to different characteristics in different pleegstch ranges
are used differently.

The pitch range d¥orning Songs the same as the second movemeiithef
Sound of Pamir Clarinet Concert®hey both use from E3 to D6. The A section is
mostly in the clarion range, and the B section mostly uses chalumeau réonl relages.

The range of the complete pieceMdi ma zhi ges from E3 to F6. The slow
sections are mainly in the chalumeau range, and in the fast section, Wangegisithea
importance of the clarion range and employs the altissimo range to €ipeetelighted
and animated atmosphere.

Capriccio for Clarinet and Strings Opl4employs the clarinet pitch range from
G3 to G6. However, because it is for clarinet in A, the sound is actually lower than that of
other five pieces. The music in the A and B sections is mainly based in the caalume
and clarion ranges; however, similarTioree Fantasias for Solo Clarinet in B-fland
The Sound of Pamir Clarinet Concertbe pitch range in the slow section is more
narrow. The A section goes from F3 to C6, and the B section is from G3 to G6.

The first movement of he Sound of Pamir Clarinet Conceusees the clarinet
range from E3 to F#6. Most of the main melodies are in the chalumeau range, but the
clarion range is also employed often. The third movement uses from E3 to G6. The
higher part of the chalumeau range and clarion range are the most used ovénsemt.
The slow second movement uses the pitch range from E3 to only D6.

The pitch ranges in two movementsGincerto for Clarinet and String with
Harp and Percussioare no different. They are both from E3 to F#6. However, in the
first movement, the clarinet usually plays the melody in the clarion rangegaghierthe
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second movement, the chalumeau range and clarion range are both important in the
clarinet part. To give the music a bright color, the notes in the altissime appgar
more often than the first movement.

In Three Fantasias for Solo Clarinet in B-flaimilar toThe Sound of Pamir
Clarinet Concertothere are small pitch range differences between the fast movement
and slow movement. The pitch range in the slow movements is slightly narrower.

In Three Fantasias for Solo Clarinet in B-flahe first and third movements are fast
movements. The pitch range in the first movemerittoée Fantasias for Solo Clarinet
in B-flatis E3 to A6 and in the third movement is E3 to F#6. The second movement,
which is the melodic movement, goes from Gb3 to F#6.

Tempo

These six pieces are marked in different tempos, and the following is thedletaile
tempos used in each movement (table 20).

Table 20. Tempo List of Each Piece.

Morning Song Adagic-=80 , Allegro animat »=13
Mu ma zhi ge Lentc .-48 , Adagic -=56 |, Allegrc <=1
Capriccio for Clarinet and Strings Op.A | Lento
41 B | Allegretto
The Sound of Pamir Clarinet Concertd Andantc-=64 | Allegrettc /=130

Il | Adagic~'=34

I | Allegro »=176
Concerto for Clarinet and String with | ca. J=55 | 4=65
harp and Percussion i : _

«=14 With energy

Three Fantasias for Solo Clarinet in | | Viva -=130
B-flat Il | Gentile «=72

Il | Leggierc -=118
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Among these six pieces, there are five pieces that have metronome markings.
Concerto for Clarinet and String with Harp and Percussamid Three Fantasias for Solo
Clarinet in B-flatrely on specific tempos more than others. They also give musical terms
that express the style of each movement.

The first movement o€oncerto for Clarinet and String Orchestra with Harp and
Percussiorns slow. Compared to the second movement, it is more related to the original
folk songYu ye huaAs this original Taiwanese folk song is melodic and not fast, the
tempo of this movement Bndantewhich is closer to the folk song atmosphere. The
second movement is fast. It is less related to the original folk song, and the $empo i
totally different from that of the first movement. It is marked as quarter qotdse144.

Similar to other three movements’ tempo settifigsee Fantasias for Solo
Clarinet in B-flatis in slow-fast-slow tempo. However, very unusual of this piece is the
tempo marking arrangement in the first and third movement. Unlike many three-
movement pieces, the first movement, quarter note equals 130, is faster than the third
movement, quarter note equals 118, and the first movement is nvar&echd third
movementeggiera

Morning SongMu ma zhi geandThe Sound of Pamir Clarinet Concer#dl,
have specific tempo and the verbal instructions.

The tempo changes Morning Songare betweeAdagioandAllegro. By using
different tempos in the A and B sections, this simple Chinese folk music style

composition changes musical characteristics.
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Depending on what each section depicts, Wang provides different tempo
markings inMu ma zhi gelt goes from_entoto Adagio,suddenly changes #llegroto
express the action of the horses and the animated grassland, and finallytoshdiagia

The Sound of Pamir Clarinet Conceftilows the standard concerto tempo
setting. It has the fastest tempo and slowest tempo among these six giedesndo
changes depending on what scenery a section depicts. The first movementbegins i
Andanteand then changes fdlegretta The second movementAglagia The third
movement iAllegro.

Capriccio for Clarinet and Strings Op. 44 the most flexible piece. It does not
have a specific tempo marking; instead, it only includes musical terms regtreling
tempo. It has two contrasting sections: section 2eistq and section B igllegretta
Section B uses th8an sheng lingnelody, which is light and bright, and so the whole
section is in a fast tempo.

Rhythm
Rhythm is a fundamental component in music. Every piece has a basic rhythm

structure. The following table is what these six compositions mainly used Ztgble
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Table 21. Fundamental Rhythm in Each Piece.

Morning Song

Mu ma zhi ge Slow | Flexible

Fast f’

Capriccio for Clarinet and Strings | A f’
Op. 41 :

The Sound of Pamir Clarinet [
Concerto J\ f’

I I
i Iy

Concerto for Clarinet and String with |
harp and Percussion J cJ

Three Fantasias for Solo Clarinet in| | f’
B-flat '

g

1 J:; y

In the A section oMorning Songthe phrases are in different lengths and end in

incomplete cadences with numerdesmataor rit., which makes the rhythm unclear. In
contrast, the B section has a more clear rhythm. In general, the eighthredtesraost
used in the clarinet part, while in the piano part, there are many triplets.

By the use of the rhythnMu ma zhi gean be also divided into two sections. The

slow section is flexible, and the rhythm is more free, similar to the st@eeditative.
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The fast section is very clear in the rhythm, and it uses several sixteerghTin@giano
plays the syncopations to enhance the rhythmic feé&lfhg.

The rhythmic uses in the A section@#priccio for Clarinet and Strings Op. 41
are varied; however, sixteenth notes are the most used. In the B sectionetrattsixt
notes are the fundamental rhythm. Besides sixteenth notes, one eighth note and two
sixteenth note combinations are also common in this section.

The first and third movements ©he Sound of Pamir Clarinet Concesce both
based on eighth notes and sixteenth notes. In the first movement, the accompahying par
is based on a continuous rhythm, which first comes out in mm. 20-21, as shown in figure
6.8. The accompanying part in the third movement uses eighth notes the most. The
middle section, in 7/8, uses 3+%.The second movement often uses quarter and eight
notes, which is double the length of notes in the first and third movements.

In the first movement ofoncerto for Clarinet and String with Harp and
Percussionthe quarter and half notes are the most common note values. With these long
notes, the music sounds calm and slow. The second movement uses a lot of eighth notes
and eighth note rests, which make this movement brief and rhythmic.

In Three Fantasias for Solo Clarinet in B-flale first and third movements are
more similar in use of rhythm. Chang employs many sixteenth notes witlinrésit$h of
them. The second movement is quite diverse. In this movement, Chang uses more triplets
and septuplets. The rests are longer than those in the other two movements asnvell. Eve

though the first/third movements and second movement do not use the same rhythm, the

19 yan Wang, phone interview by author, November 28, 2012.
199 Bijing Hu, phone interview by author, January 14, 2013.
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syncopations and accents are fundamental in all of the movements. These elaakents m
the rhythm a little unmetered and complex.
Instrumentation
Instrumentation affects a piece’s acoustics and structure. In thgaeses, two
pieces are with orchestra, one is for solo clarinet, and three are with pialed®2@n

Table 22. Instrumentation of Each Piece (Arranged by the Number of Instrjiments

The Sound of Pamir Clarinet Concerto | clarinet and orchestra

Concerto for Clarinet and String with harpclarinet, string ensemble (ted iolin,
and Percussion eight Z%violin, six viola, four cello, one
bass), harp, percussion (glockenspiel,
cymbal and snare drum)

Capriccio for Clarinet and Strings Op. 41 clarinet, ' violin, 2° violin, viola, cello

Morning Song clarinet and piano

Mu ma zhi ge clarinet and piano

Three Fantasias for Solo Clarinet in B-flatclarinet

The Sound of Pamir Clarinet ConcedndConcertofor Clarinet and String
Orchestra with Harp and Percussi@me the biggest of the six compositions, using the
greatest number of instruments. However, even though these two are concertose they
different instruments to accompany the clarifiéte Sound of Pamir Clarinet Concerto
makes use of the whole orchestra, whkitencerto for Clarinet and String Orchestra with
Harp and Percussionses the string ensemble (fHviolins, 8 2% violins, 6 violas, 4
cellos, and 1 bass), harp, and percussion (Glockenspiel, cymbal, and snare drum). This
setting is similar to Copland’s clarinet concerto. The overall instrumentistismaller

than that of the previous piece.
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The instrumentation dZapriccio for Clarinet and Strings Op. 44 even smaller.
This piece has two versions: one uses the clarinet as the solo and the stringaquarte
accompany, which was performed by clarinetist James Campbell and Qdartet;
another version is a little bigger in size, using clarinet solo and string enserhide
was performed by clarinetist James Campbell as well, but with OttawtadrhiStrings.
The Sound of Pamir Clarinet Concer@oncerto for Clarinet and String Orchestra with
Harp and PercussiorgndCapriccio for Clarinet and Strings Op. 4l have reductions
for clarinet and piano.

Morning SongandMu ma zhi gere for clarinet and piano. However, due to the
different setting in the piano part, the feeling of the instrumentation is sometiere .
The piano part iMorning Songs linear, and so it sounds like a purer clarinet and piano
piece. In contrasiylu ma zhi geises more chords to accompany, so it sounds much
bigger tharMorning Song

Three Fantasias for Solo Clarinet in B-fligtthe most simple of the six
compositions. As the title mentions, it is for the clarinet alone. It is impddatite
clarinetists to control the color changes, rhythmic changes, the musicessirpr, eté®

General Rule in Interpretation

These six pieces have their own characteristics, including styles, fornes, sca
and modes, which are discussed in previous sections. However, there is a general rule i
interpretation of all six pieces: the control of character.

In these six pieces, the control of character can be divided into two aspects: the

character of the contemporary clarinet pieces and the character of thaldallx music.

200 yy-Hui Chang, phone interview by author, January 4, 2013.
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Mu ma zhi ge, Capriccio for Clarinet and Strings Op. 41, The Sound of Pamir Clarinet
Concerto, Concerto for Clarinet and String with Harp and PercussindThree
Fantasias for Solo Clarinet in B-flare closely related to the folk music. Therefore, it is
important to adopt the character of the original folk music as well as the eharbthe
contemporary pieces. For exampBapriccio for Clarinet and Strings Op. 4es the
Northern Shannxi folk music. The character of Northern Shannxi folk music is broad,
persevering, and uninhibited. When perform@apriccio for Clarinet and Strings Op.
41, this character has to be employed.

The control of character iMorning Songs different from the previous five
pieces. Due to this piece only adopting the general Chinese mode, it has a smalle
relationship with the character of Chinese folk music. Chen creates new fatk mus
melodies inMorning Song Therefore, the most important aspect in this piece is the
control of the character of each sectfén.

Elements of the Folk Music Used
These six compositions all use folk song ideas; however, different composers

have different arrangements on how to set up the folk song elements (table 23).

201 Ap-lun Huang, phone interview by author, December 12, 2012.

292 9igang ChenMorning Songnotes invlorning Song1978.
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Table 23. Folk Music Use Comparison.

General Chinese Folk Music | Morning Song

Concept Capriccio for Clarinet and Strings Op. 41
(A section)

One Nation’s Folk Music Mu ma zhi ge

Concept The Sound of Pamir Clarinet Concerto

Exact Folk Music Piece Capriccio for Clarinet and Strings Op. 41
(B section)

Concerto for Clarinet and String Orchestra
with Harp and Percussion
Three Fantasias for Solo Clarinet in B-flat

Morning Songand the A section d@apriccio for Clarinet and String Op. 4ise
the general Chinese folk music concept, primarily the Chinese folk music modes.
Morning Songemploys the pentatonic scale, Yu mode of the Heptatonic scale, and Yayue
mode, which make the various musical cofSfsThe A section o€apriccio for Clarinet
and String Op. 41s based on a four-note motive from the heptatonic $¢4le.

Mu ma zhi geandThe Sound of Pamir Clarinet Concefioth use one nation’s
folk music conceptdMlu ma zhi genainly uses Mongolian folk music elements with
elements of Tibetan folk music as well. Wang composed the folk tune based on these two
nations’ folk music concepts, including the ornaments, long tune/short tune folk song

styles, and same notes repetitfGh.

203\Weilong Xi, “Chen Qigang de dan huang guan qu ‘chen ge’ (Qigang Chen’s
Clarinet WorkMorning Song,” JiaoXiang-Journal of Xi'an Conservatory of Musiol.
20, no. 3 (September 2001): 50-52.

204 An-lun Huang, phone interview by author, December 12, 2012.

203 yan Wang, phone interview by author, November 28, 2012.
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The Sound of Pamir Clarinet Concedmploys Tajik folk music components in
different parts of the piece. Though there is no exact folk song piece, Hu creatdk the f
tune based on the style of Tajik folk songs. The rhythm, which passes through almost the
whole piece, also comes from Tajik’s fundamental rhytAths.

The B sections afapriccio for Clarinet and Strings Op. 41, Concerto for
Clarinet and String Orchestra with Harp and Percussimmd Three Fantasias for Solo
Clarinet in B-flatall adopt folk song pieces. The B sectiorCaipriccio for Clarinet and
Strings Op. 41whichis a little different from the other two compositions, adopts one
certain folk songGan sheng lingand the concept dfao dong hao ztfi°” Huang uses
the complet&an sheng lingn his composition, and it appears two times. He also makes
some variations of this folk song in different phrases.0d®dong hao zhelement is in
the accompanying part, but it is not the musical line; instead, it adds cdherwinole B
section (figure 6.6).

In Concerto for Clarinet and String Orchestra with Harp and Percusdian,
does not use a folk song but only several measures or characteristics of a follheong. S
takes apart the original folk song elements and incorporates them in diffetsrafghe
compositions. In the first movement, thia ye huanelody is broken into five short
segments. These segments appear in different parts, followed by Westaral musi

elements, to provide a sense of Taiwanese folk music to the audience. In the second

298 Bjjing Hu, phone interview by author, January 14, 2013.

207 An-lun HuangCapriccio for Clarinet and Strings Op. 4appendix, score,
19809.
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movement, th&/'u ye huamelody is almost unnoticeable. Lan only employs interval
degrees of seconds and thirds as a concept in this movéthent.

Three Fantasias for Solo Clarinet in B-flanploys three different folk songs in
different movements: movementju-Diu-Tang movement II\White Egretand
movement lll,The Dark SkySimilar to the previous piece, Chang uses parts of the
original folk songs in different places.

Folk Music Incorporation

As discussed in previous the section, the folk music elements are used differently
in these six pieces. However, there is one important element that these essxgtliec
adopt, the melody, but not merely the melody from the original folk music; alsolkhe f
music melodies newly written by the composers (table 24).

Table 24. Folk Music Melody.

Original folk
music
melody

Folk music
melody create
by composers

Morning Song
Mu ma zhi ge

Capriccio for Clarinet and Strings Op. 4

The Sound of Pamir Clarinet Concerto

Concerto for Clarinet and String
Orchestra with Harp and Percussion
Three Fantasias for Solo Clarinet in B-
flat

The folk music melodies iNorning SongMu ma zhi geandThe Sound of

Pamir Clarinet Concert@re new creations. Based on the characteristics of the nation’s

298 Mei-Mi Lan, phone interview by author, December 22, 2012.
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folk music, composers composed the folk music melodies. To give the audience clear
understanding of one nation’s folk music, the melodies often have obvious characteristics
and emerge completely in the piece.

In contrast to these three piec€spriccio for Clarinet and Strings Op. 41,
Concerto for Clarinet and String Orchestra with Harp and Percusaiwilhree
Fantasias for Solo Clarinet in B-flaidopt the existing folk music melodies from the
nations that the composers chose. Because folk music melodies are more tamiliar
people, composers often re-modeled the melodies to make the acoustic chdragks a
interest.

The Influence of the Contemporary Clarinet Repertoire

Even though these six contemporary clarinet pieces employ different
compositional techniques, they provide influence in the development of contemporary
clarinet pieces that use Chinese folk music elements in different aspekiding the
employment of musical elements, styles, and compositional concepts.

Morning Songs the first piece that employs Chinese folk music concepts with
Western compositional techniqf®.It shows the employment of Chinese concepts in

contemporary composition and provides a new musical thinking to composers in using

209 Xja0-yan Di, “On the Development of Chinese Clarinet Worleyirnal of
Zhejiang Vocational Academy of Avol. 8, no. 1 (March 2010): 48.
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Chinese and Western musical elements in the contemporary Chinese compositiona
world #°
Similar to howMorning Songcombines Chinese and Western compositional

techniguesConcerto for Clarinet and String Orchestra with Harp and Percusaiah
Three Fantasias for Solo Clarinet in B-flabth employ this concept. These two pieces
are representative of using specific folk music pieces, Taiwanese folk soNgssiern
compositional techniques to produce new music.

Capriccio for Clarinet and Strings Op. 4&/hich brings the Northern Shannxi
folk music characteristics arfgian sheng lingo audiences, is a typical example of using
specific folk music pieces in Western compositional techniques to produce newasiusic
well. It adds the concept of Impressionism and Neo-romanticism to Chinese
contemporary clarinet composition.

Mu ma zhi ges an early composition that encouraged the development of
Chinese contemporary clarinet works. It provides a model of using Chinese folk music
elements and musical painting technigtfe.

The Sound of Pamir Clarinet Conceioconsidered the first clarinet concerto

composed by a Chinese composer. This piece combines folk music elements and Western

219 After Qigang Chen’$/orning Songthere are many compositions that use
both of the Chinese traditional musical elements and Western contemporary
compositional techniques, such as Jianmin Wa8gjslue ying(Images of Four Seasons)
depicts the four seasons, which is based on Chinese poems, by using experimental
techniques; Ming Guo’Pao bai(Spoken Parts in an Opera), which using Chinese opera
elements and elements from early twelve-tone music; and Zhuging Kaimg/sjian san
shou(Three Moments) draws the beauty of Chinese poems by using equitonic scale and
minimalizm.

211 Xiao-yan Di, “On the Development of Chinese Clarinet Wor8syirnal of
Zhejiang Vocational Academy of Avbl. 8, no. 1 (March 2010): 47.
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compositional techniques, which shows the beauty of both of the clarinet itself and the

Chinese folk musié!?

12 Hua Guo, “Dua dan huang guan zhong guo zho pin chuan zuo de si kao (The
Consideration of Chinese Clarinet Compositio)gllow River of the Songo. 7 (2012):
127.
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CHAPTER XI
CONCLUSION

From the mid 20 century to present, more and more Chinese composers attempt
to break through the borders of “old and new” and “Eastern and Western.” The concept
of cultural identity has become a much more important issue for Chinese musicians.
Therefore, composers seek to provide “ancient” music a new acoustic andesisties
by combining different musical elements. These techniques make Chinesemanatey
clarinet works varied and colorful.

The six pieces that were chosen in this document use different methods to express
Chinese musical culture, including imitating the sound of folk instruments, quoting
melodies, and depicting images from the folk music by restating or recrédstimg
Communicating directly with composers regarding performing suggestiongptenand
even the compositional ideas and thoughts, provides a deeper understanding of the music
but also offers a clearer view of the music itself. Based on the insightful oginan
the composers, performers are more easily able to study and understand the radsic bas
on folk music.

It is the writer’'s hope that more people become aware of contemporary clarinet
compositions and discover the many interesting features of CHolks®ng style music.
These elements include the character of Chinese folk music influence in nesy fhiece
Chinese folk music incorporated into new pieces, and the meaning of Chinese folk music
employed in new pieces.

Based on this experience of collecting and compiling several clariretspileat
use Chinese folk music elements, other research that examines works using folk musi
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elements or traditional national elements is strongly encouraged. No wiadtegenres,
styles, and instrumentations are used, the ultimate goal of the dissertatiamsisre
people to generate more projects related to folk music works.

These six clarinet pieces represent a sample of the Chinese contemjaoitaey c
compositional world, and, without a doubt, there are many other great and interesting
contemporary clarinet works that combine Chinese folk music elements witerWest
compositional styles. These new compositions revitalize Chinese folk musigvanit

an entirely new audience.
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Mr. Qigang Chen

Email: sharonzhulondon@gmail.com
c/o Sharon Zhu

76 Aylward St

London E1 OER

UK

Mr. Yan Wang

Email: zuoqujiawangyan@163.com
16F-4, Cultural Construction, No. 9,
WenYi N. Rd., Xi'an City,

Shaanxi, China 710054

Mr. An-lun Huang
Email: huanganlun@hotmail.com
15 Carlton Road, Markham, Ontario L3R 123

CANADA

Mr. Bijing Hu

Email: hubijing@hotmail.com

1904, Section D, No. 18, N. Taiping Rd.,
Haidian District,

Beijing, China 100039
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Dr. Mei-Mi Lan

Email: clarinote33@yahoo.com
7F., No.13, Ln. 80, Zigiang Rd.,
Tamsui Dist.,

New Taipei City, Taiwan 251

Dr. Yu-Hui Chang

Email: ychang@brandeis.edu
Assistant Professor of Composition
Brandeis University

40 Moulton Road

Arlington, MA 02476
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Year Title Instrumentation Duration
2012 Un temps disparu Il Viola and orchestra 25 minutes
2011 Mother and childhood Man’s voice 5 minutes
2011 Invisible FORBIDDEN CITY Man'’s voice 3 minutes
2011 Flowers of Wal(A film of 140 minutes
ZHANG YIMOU)
2011 Reflet d’'un temps disparu Il Violoncello and 25 minutes
(arrangement of Reflet d'un Chinese traditional
temps disparu orchestra
2011 Extase IMarrangement of Oboe and Chinese 17 minutes
EXTASE) traditional orchestra
2010 Theme song of filkdnder the Man'’s voice 3 minutes
hawthorn Tree
2010 Under the hawthorn Tre@ film 110 minutes
of ZHANG YIMOU)
2010 Extase lll(arrangement of Oboe and Chinese 17 minutes
EXTASE) traditional
instrumental
ensemble
2009 Er Huang Piano and orchestra 15 minutes
2008 The MUSICS for the Opening
ceremony of the 29th Olympic
games
2008 You and me Man and woman 3 minutes
voice
2005 Invisible voices 6 mixte voices and 20 minutes
grand orchestra
2004-2005 Songe d’'une femme francaise Soprano colorature, 30 minutes
Clarinet solo and
grand orchestra
2004 Instants d'un Opéra de Pékin  Piano solo 9 minutes
(new version)
2004 Enchantements oubliés Grand string 19 minutes

orchestra, hp, piano,
celesta and
percussions
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Year Title Instrumentation Duration

2003 L'eloingement String orchestra 15 minutes
2002 Un temps disparu Erhu (two-string 25 minutes
Chinese violin) and
orchestra
2002 Raise the red Lantern Ballet in 4 acts 90 minutes
2001 La nuit profonde Jing Hu, Jing Er HU 5 minutes

(traditional Chinese
instruments) and
orchestra
2001 Iris dévoilée(lris unveiled) Large orchestra, 43 minutes
three female voices
etc for grand
orchestra three
female voices and
three traditional
Chinese instruments

2000 Instants d'un Opéra de Pékin  Piano 8 minutes

1998 Wu Xing (The Five Elements) Instrumental 11 minutes
ensemble

1997 Extase Il Oboe and 17 minutes
instrumental
ensemble

1996 Concerto pour un instrument de Gugin (traditional 14 minutes

silence Chinese instruments)

and instrumental
ensemble of 11

musicians
1996 Energie spirale Oboe and 5 minutes
percussions
1995-1996 Reflet d'un temps disparu Violoncello and 25 minutes
orchestra
1995 San Xiao 4 traditional Chinese 11 minutes

instruments (bamboo
flute, san xian,
zheng, pipa)
1995 Extase Oboe and orchestra 17 minutes
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Year Title Instrumentation Duration
1993 Un pétale de lumiér€Tribute to  Flute and orchestra ca. 16

Olivier Messiaen) minutes
1993 Réve d'un solitaire Instrumental 22 minutes
ensemble or
electronic orchestra
1992 Hui Sheng Organ 12 minutes
1991 Poéme lyrique Il Baritone and 12 minutes
instrumental
ensemble
1990 Poéme lyrique Baritone and 14 minutes
instrumental
ensemble
1990 Feu d'ombres Soprano saxophone 16 minutes
and instrumental 30 seconds
Ensemble
1989 Lumieres de Guang Ling Instrumental 16 minutes
ensemble
1988 Yuan(Origins) Symphonic orchestral7 minutes
1987 Danse Oboe and piano 4 minutes
20 seconds
1987 Contrast Flute solo 8 minutes
1987 Voyage d'un réve Flute, harp, 18 minutes
percussions and
string trio
1986 Yi Clarinet B-flat and 13 minutes
string quartet 10 seconds
1985 Le souvenir Flute and harp 11 minutes

Source: Qigang Chen, http://www.gigangchen.com/FE/english.htm
Note: Works in progress are not in the list.

Morning Song, which was completed in 1979, is the exercise in Chen’s university
life. He does not include this piece in his composition list. However, it is wettated
and has its characteristics. Therefore, the writer selects thisgsene folk music
influenced repertoire resource.
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Year Title Instrumentation Commissioner

1990 Gu cheng zhiguan@he  Symphonic cantata Shannxi Orchestra
Light of the Ancient City)

1989 Wang bu liao na shan ge Soprano solo Huamin Zhang etc.

1989

1988

1987

1985

1985

1985

1984

1984

1983

1983

1983

1982

1981

1981

(Unforgettable Folk Song)
Wo men kai cai yang
guang(We Exploit the
Sun)

Large chorus
divertimento

Liao yang yuan zhi g&he Song suite
Song of Sanatorium)
Kunlun hui shengKunlun Large vocal

divertimento
Film and television
music

echo)

Wei bei chu jue de xin
niang(The Bride is Not
Executed)

Cui di sheng shen@ade
Flute Sound)

Teng fei de da xi bei Film and television
(Flying Big Northwest) music

Mu ma zhi g€The Song of Clarinet and piano
Grazing Horses)
Shao nu zhi géGirl's
Song)

Qinba xin gquQinba Song) Vocal suite

Youth chorus

Youth chorus

Gua shu di ludA Melon Film and television
Falls When It is Ripe) music

Piao xiang de hua shou pa Opera

(The Fragrance and Floral

Handkerchiefs)

Wan sui, wei da de zu guo Big chorus

(Long Live, the Great
Motherland)

Sen lin jing giao giao
(Very Quiet Forest)
Liu Zhidan

piano
Opera

Shannxi Orchestra

Shannxi Song and
Dance Theater
Shannxi Orchestra

Xi'an Film Factory

Xi'an City Youth
Choir
Xi'an Film Factory

Xi'an City Youth
Choir

Shannxi Province
Broadcasting Art
Ensemble
Xi'an Film Factory

Shaanxi Song and
Dance Theater

Shannxi Opera

Coloratura soprano andYing Ye etc.

Shaanxi Song and
Dance Theater
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Year

Title

Instrumentation

Commissioner

1981

1981

1978

1976

1976

1975

1974

1972

1971

1961

1961
1960

1957

1957

Yanan sui yué Yanan
Times)

Oregen yao lan q@Orogen
Lullaby)

Yu dao nu cha¢The
Angry Tide of the Fishing
Island)

Mao zhu xi en ching bi hai
shen(The Kindness of
Chairman Mao is Deeper
than the Sea)

Chang he ben tend.ong
River Pentium)

Huang he zai gian jit The
Yellow River in Advance)
Sa shuang ying £Bright
and Brave)

Hua yu chun fen¢Salutary
Influence of Education)
Dan feng er nyDan Feng
Children)

Yi he tuanThe Boxers)

Zou xi kou(Go Migrate)
Hua zhu zhi y€The
Wedding Night)

Song he ba¢Send a
Pouch)

Northern Shannxi Suite

Film and television
music

Mezzo-soprano and

piano
Film and television
music

Female solo and piano

Film and television
music
Film and television
music
Opera

Opera
Opera

Opera

Xi'an Film Factory
Fengjuan Su

Xi'an Film Factory

Lanying Guo etc.

Xi'an Film Factory
Xi'an Film Factory
An kang Opera

Shaanxi Song and
Dance Theater
Shaanxi Song and
Dance Theater
Xi'an Song and
Dance Theater

Chinese flute and piano

Bassoon and piano
Song and dance music

Song and dance music

National Dance
Festival

National Dance
Festival

Source: Yan Wang, email message to author, December 23, 2012.

Note: Works in progress are not in the list.
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Year Title Instrumentation
2009 Symphony No. 4 Orchestra
2009 Cello Concerto Cello and orchestra
2009 Fanfare No. 4 Orchestra
2008 Symphony Overture No. 3 Orchestra
2007 Four Figures for Piano Solo Piano solo
2007 Bu yiao pa, zhi yiao xifDon’t Be Symphonic Choruschorus
Afraid, Just Believe) and orchestra
2007 Symphony No. 2 Feng hua(®hoenix)  Orchestra
in A-flat Major
2006 Viola Concerto in D Major Viola and orchestra
2006 Gulangyu Symphonic poem: 2 Piano
and orchestra
2005 Dream of Dunhuang Sui(éive pieces) Chinese musical ensemble
and full orchestra
2005 Ancient Score from Dunhuang No. 5- Chinese musical ensemble
Shui Gu Zi and orchestra
2005 Mozart Sonata with Chinese Chinese musical ensemble
2004 Requiem A capella
2002-2003 Five Formats for XiaoMing’s 52 Songs Piano and chorus
1997-2005 Fanfare No. 1, 2 & 3, Symphony No. 3 Full orchestra
2002 Chinese Rhapsody No. 5 Erhu and orchestra
2001 Rong yiao de jiao hyiThe Glorious Chorus
Church)
2000 Chinese Rhapsody No. 4 Bu nong zhi gé&lute, Clarinet, Strings,
(To the Rising Sun) Piano,Erhu, Yangqin,
Ruan and Zheng
2000 Zhou chu chu san h@rhe Three Big Musical Dramadance and
Bullies) orchestra
1999-2000 Tian En Juan Yong Zhong Hua Ming  Symphonic Chorus: chorus
(The Kindness from the God Bless and and orchestra
Protect Chind)
1999 Piano Concerto No. 2 in C minor Piano and orchestra
1999 Huan gu de sheng qir{¢tong Time Deep Theme Songs for
Love) andhuo feng huangFire Phoenix) Television Dram&heng
zhou(The divine land)
1998 Revelation Chorus
1997 Four Ancient Scores from Dunhuang  Erhu and orchestra
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Year

Title Instrumentation

1995-1999 Arrangement for National Taiwan

1996
1996
1994
1992

1992
1990

1990

1989
1989

1989
1989
1989

1989
1989

1989
1989

1988

1988
1987
1987
1987
1987
1986

Symphony Orchestra: Military Songs,
Popular Songs, Children’s Songs,
Campus Songs etc.

Symphonic Concerto No. 2

Violin Concerto in B Violin and orchestra
Alleluia Chorus

Qian Zai Yun Shan Gong Xuan Huang Symphonic chorushorus
(Share the World of Thousand Years) and orchestra

Full orchestra

Dream Musical Drama

Bayanhar Symphonic poem:
orchestra

Mu gin yu nu e{Mother and Daughter) Vocal song cyclesoprano
and piano

Psalm 100 Chorus and piano

Yi kao JehovaliJehovah is Support) Chorus, piano and
orchestra

Chorus and piano
Chorus and piano

Chorus and piano

Yin xi ji nian ge(Silver Love Song)
Bai nian ji nian gg(Centennial Song)
Liu nian en chongSix Year Imperial
Favor)

Ren sheng zhi gd'he Song of Live) Chorus and piano
Gen cong zhu, gen cong zhu de jiao bu Chorus and piano
(Following the Lord, Follow the Lord's
Footsteps)

Symphonic Concert No. 2 in A-flat
Chinese Rhapsody No. 3

Orchestra

Saxophone and
piano/orchestra/Chinese
musical ensemble

Yi xiang re zhi géThe Song for the Vocal song cycle: alto and
Foreigners) piano

Psalm 150 Chorus and piano

A Psalm of David
A Psalm of David Overture

Chorus and organ
Orchestra

Caprice for Clarinet and Strings Op. 41 Clarinet and Strings

Poem for Dance No. 3

Toccata, Chorale and Fugue

Piano
Cello ensemble
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Year

Title

Instrumentation

1985

1985

1984

1984

1984

1982

1982

1982

1982

1981

1981

1979-1980

1979

1979

1979

1979

1979

1978

1978

1977-1978

1977

1977

Sheng ming de zan ¢®8ongs of Praise of Easter Cantata: chorus and

Life)
YueFei Op. 37

Septet-Seven Canadian Folksongs in

Chinese Style

Psalm 23

Symphonic Concert No. 1-No. 1
Symphony in C Major
Symphonic Concert No. 1-Piano
Concerto in G minor

orchestra

Opera:vocal and orchestra
Flute, clarinet, violin,

viola, cello , bass and
piano

Baritone and piano
Orchestra

Piano and orchestra

Sheng ji ke xufl Can Find Out the Holly Chorus

Image)

Jian-xian zhuang wu jian, yi zai pei gongsymphonic poem:

(Sword- to Act With a Hidden Motive)

3 Electronic Music
2 Poem for Dance
Piano Trio No. 1
Dream of Dunhuang

Theme Song for Filfu shi wei le ali
ging (Not for Love)

Theme Song for Broadcasting P¥Eyo
me de jun zhan(ur Battalion
Commander)

Hu hua shengFlower of God)
Arrangement dly Countryland
Arrangement ddolveig’s Song
Orchestrate for Opevdei Baqurby Zi
Chen

Orchestrate for Opekauan yin zhou
zong li dao zan ji§Welcome to Our
Premier Zhoupy Fangliang Wang
Symphonic Concert No. 1-Overture
Chun ji (Spring)

The Little Match Girl

Rearrangement of Opéria HuLan

orchestra

Piano and flute/cello
Violin, cello and piano
Ballet drama: ballet and
orchestra

Opera: vocal and orchstra
Zenghou Yi Bells
Zenghou Yi Bells

Orchestra

Ballet drama: ballet and
orchestra
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Year Title Instrumentation

1977 Rearrangement of Opéai mao nu
(Peroxide Blonde)
1977 Yao ji dui zhi g€The Song of Guerrilla) Orchestra
1976 Piano Sonata No. 2 in B minor Piano
1976 Orchstrate for Tiemin Shu Chorddao  Chorus
zhu xi wo me yong yuan huai nian ni
(Chairman Mao We Miss You Forever)
and Solo Vocal piecéing ai de zhou
zong li(Our Beloved Premier Zhou)
1975 Theme Song for FilfRei ge zji xing che
(Dove Bicycle)

1975 Sanshilipu Violin ensemble
1975 Liangshan yong yuan shi chun tian Flute and piano
(Liang Mountain is Spring Forever)
1975 Saibei Folk Song Suite No. 2 Orchestra
1975 Jian he shu(River Water) String ensemble
1974 5 Algeria Pieces Orchestra
1974 Piano Sonata No. 1 in G minor Piano
1974 Lie che xiang zhi Beijing ki rain to Ballet drama: ballet and
Beijing) orchestra
1974 10 Wind Ensemble Pieces Wind ensemble
1974 3 Woodwind Ensemble Pieces Woodwind ensemble
1974 Chinese Rhapsody No. 2-Overture and Orchestra/piano
Dance
1973 Shan xiang zhi chufgMountain Spring) Clarinet
in G minor
1973 Duet “Mai hua gu niangFlower Girl)in  Violin and piano
G Major
1973 Saibei Folk Song Suite No. 1 Orchestra
1973 Hai yan(Sea Swallow) Symphonic poem:
orchestra

1973 Theme Song for Stage Pyan di
huang hugThe Yellow Blooms on the

Battlefield)
1973 Huai nian Beijing(Miss Beijing) String quartet
1973 Zu guo zhi chuiiThe Spring of China)  String quartet
1973 Rearrangment &han ying zhi g€l Piano

Condor Pasa)
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Year Title Instrumentation
1973 2 Pieces for Brass and Orchestra Trumpet and
orchestra/corn and
orchestra
1972 30 Saibei Folk Songs Piano
1972 Chinese Rhapsody No. 1 Bian qu de taiPiano
yang hong yo hon@rhe Sun is Red)
1972 Huang, Ji-guang Symphonic poem:
orchestra
1971 12 Preludes Piano
1971 Orchestrate for Opekaiang gong de nu
er (Coal Miner's Daughter)
1971 Orchestrate for Operdan long kou
(Battle City)
1970 Memory in D Major Flute solo
1970 Korean Dance in C minor Flute solo
1969-1970 Chinese Dance Orchestra
1969 Qing ging de dao yang jie lan tian Chorus and orchestra
(Green Rice with Blue Sky)
1966 Revision for PiantMao zhu xi chen wei Piano
da(Chairman Mao is Really Great)
1965-1969 7 Songs for Chorus Chorus and piano
1965 Revision for PianBhanggFolk Song)  Piano
1964 Revision for PianDui Hua (Register) Piano

Source: An-lun Huang, http://blog.sina.com.cn/u/1891141070

Note: Works in progress are not in the list.
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Year

Title Instrumentation

1991
1991

1990

1989

1982-2012

1982-2001

1981
1981

1978

1971

1965-1982

Hong ling jin(Red Neckerchief) Song
Cai cha yagFolk song of Tea Song
Picking)
The timbers of Chinese national Computer music
musical instruments (cooperate with
Mr. Zholiang Ning from Stone
Group Corporation Business
Division)
Zhuo qu qyCatch Crickets) Dance music
Compositions for “Blue Sky
Children’s Art Ensemble of Air
Force”
12 concerts for Children’s Sing andChildren chorus
Dance Party, includéin tai yang,
ying yue liang(Gold Sun, Silver
Moon), Ni hao, 200QNice to Meet
You, 2000),Ma ma de wen
(Mother’s Kiss), andHua er xiang
tai yang(Flowers Face the Sun)
Shan sh{Regret for the Past) Dance drama
The Sound of Pamir Clarinet Clarinet and orchestra
Concerto
Bing shan xue liaiSnowlotus on the Dance and song
Icy Mountain)
Shi jie jin ru yi ge wei da de shi dai Chorus and a man voice
(The World Enters a Great New leader
Generation)
Compositions for “The Art Ensemble
of Chinese People’s Liberal Army
Air Force Political Department”

Source: Bijing Hu, interview by author, January 14, 2013.

Yuanyuan Lee, “A Performance Practice Analysis of Bijing Hilie Sound of
Pamir Clarinet Concertb(Master Thesis, Xinghai Conservatory of Music 2008), 13-14.

Note: Works in progress are not included in the list.
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Year

Title

Instrumentation

2012

2012
2011

2000-2001,
2008 rev.
2005

2004

2003
2002-2003

2002

2002
2001
2001

2000

1999
1999

Tsunami 11

Four Dances

Bao dao xin shi ji€Taiwan New
World)
Temple Fair

Mexican

Liu qi (Six Flags)

Brass Quintet

Concerto for clarinet and String
Orchestra with Harp and
Percussion

Clarinet Quartet/Clarinet
Ensemble

Formosa Dance

White Egret

String Quartet No. 3 “Taiwanese
Landscape”

Piano Variation “Diu-Diu-Dang-
Ah”

String Quartet No. 2

String Quartet No. 1

11 wind instruments and 2
percussions
Bassoon, tuba and percussion

Wind ensemble
Orchestra

French horn and piano

Glockenspeil, bass clarinet
(saxophone), electric bass guitar
and piano
Brass quintet

Clarinet, strings, harp and
percussion

B-flat clarinet and bass clarinet

Wind ensemble
Wind quintet
String quartet

Piano

String quartet
String quartet

Source: Mei-Mi Lan, e-mail message to author, December 17. 2012.

Note: Works in progress are not included in the list.
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Year Title Instrumentation Duration
2013 Ching Large mixed chorus, ca. 25 minutes
flute/piccolo, clarinet, french
horn, bass trombone, double
bass, piano, and 2
percussions
2012 In This Air Violin, piano, and ca. 15 minutes
percussion
2012 Under a Dim. Orange Flute/bass flute, viola, and ca. 11 minutes
Light guitar
2011 When the Wind String quintet — 2 violins,  ca. 11 minutes
Comes, the Grass viola, 2 cellos
Bends
2011 Pu Songling’s Bizarre Erhu, pipa, yangqin, ca. 15 minutes
Tales piccolo/alto flute, bass
clarinet, and percussion
2010 Itis an Illusion You  Piano trio and women's ca. 13.5
Were Ever Free choir (mixed chorus versionminutes
available, arranged in 2011)
2010 Rio Del Tizon Solo cello ca. 6.5 minutes
2010 Rhetorical Flourishes: Soprano, viola, clarinet/bassca. 12 minutes
Three Shepard Songs clarinet, and percussion
2010 Burst 3 Bb clarinets and bass ca. 3 minutes
clarinet
2009-2010 Toil, Live, and Sing  Ajaeng, violin, and cello ca. 7 minutes
2009 Being: Two Collins A cappella chamber choir
sSongs
2009 Through Time..., With cello and piano ca. 6 minutes
Su Shr
2009 Sky Lantern 2 piccolos, 2 G flutes, 21 ca. 10 minutes
flutes, 6 alto flutes, 4 bass
flutes, clarinet, bassoon, 2
percussions, piano, cello,
and double bass
2008-2009 At the Brink of the Violin, viola, cello, double ca. 18 minutes
Chill bass, and piano
2008 Worries Just As Real Violin and piano ca. 12 minutes
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Year Title Instrumentation Duration
2008 The Orphan of Zhao Erhu, yang-qin, viola, cello, ca. 10 minutes
(Concert version) percussion
2008 Flicker Violin, cello, and piano ca. 3 minutes
2008 Dou Zhen Six percussionists with ca. 12 minutes
mixed instruments
2007 Mountain is Mountain Solo flute and string ca. 16 minutes
orchestra
2007 The Orphan of Zhao Erhu, yang-qin, viola, cello, ca. 38 minutes
percussion
2007 Binge Delirium One percussionist with ca. 10 minutes
mixed instruments
2006-2007 Wu Gayaguem and cello ca. 10 minutes
2006 Lonebird Solo piano ca. 10 minutes
2006 Orpheus With His Chamber choir ca. 3 minutes
Lute
2006 Three Fantasias Solo clarinet ca. 9 minutes
2005-2006 Lost Threads Piccolo/alto flute, viola, bassca. 12 minutes
clarinet, and percussion
2004 Tangled in Smoke Solo piano ca. 3 minutes
2003-2004 Transpiration Violin, cello, and piano ca. 12 minutes
2003 Shadow Chase String quartet ca. 10 minutes
2003 Lotus Piercing Tender Four violas ca. 10 minutes
2002-2003 Longing for String Violin, viola, and cello ca. 10 minutes
Trio
2002 Kai Men Da Ji 2 violins, viola, cello, and  ca. 10 minutes
piano
2001-2002 Perplexing Sorrow Flute, viola, and piano ca. 10 minutes
2001 Subliminal Waters Solo violin ca. 13 minutes
2000 The Horizon Unfolds C clarinet, bassoon, cornet, ca. 11 minutes

trombone, percussion,
violin, and double bass
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Year Title Instrumentation Duration

1998-1999 Amid Haze-Concerto Erhu, flute/piccolo, ca. 13 minutes
for Erhu and Chamber oboe/English horn, clarinet,
Orchestra bassoon, French horn,
trumpet, trombone, 2
percussions, strings

1998 Ballade Solo piano ca. 7 minutes
1996-1997 Duet for Clarinet and Clarinet and cello ca. 10 minutes
Violoncello
1996 Sestetto No. 2 Flute, clarinet, violin, cello, ca. 12 minutes

piano, and percussion

1995 Concerto for Clarinet Solo clarinet and string ca. 14 minutes
and String Orchestra orchestra
1995 A Common Man’s Tenor and piano ca. 5 minutes
Dream
1994-1995 Clarinet Quartet 4 clarinets in B-flat ca. 9 minutes
1992 Music for Solo Solo marimba ca. 8 minutes
Marimba
1991-1992 Music for Chamber  Flute/piccolo, oboe, clarinet,ca. 13 minutes
Orchestra bassoon, French horn,
trumpet, harp, 2 percussions,
and strings
1991 Escape Solo flute ca. 11 minutes
1990 Ripples Flute, violin, cello, and ca. 10 minutes
piano
1989-1990 Sestetto Soprano, flute, clarinet, ca. 12 minutes
violin, cello, and piano
1988-1989 Clarinet Sonata Clarinet and piano ca. 8 minutes

Source: Yu-Hui Chang, http://yuhuichang.com/works

Note: Works in progress are not included in the list.
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Permission letter of Mr. Qigang Chen
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Track Composition Composer
Number

1 Morning Song Qigang Chen

2 Mu ma zhi ge (The Song of Grazing Horses) Yan Wang

3 Capriccio for Clarinet and Strings Op. 41 An-lun Huang
4 The Sound of Pamir Clarinet Concerto movement | Bijing Hu

5 The Sound of Pamir Clarinet Concerto movement Il

6 The Sound of Pamir Clarinet Concerto movement 11|

7 Concerto for Clarinet and String Orchestra with Haiei-Mi Lan

and Percussion movement |

8 Concerto for Clarinet and String Orchestra with Harp
and Percussion movement Il

9 Three Fantasias for Solo Clarinet in B-flat moveme¥t-Hui Chang
I

10 Three Fantasias for Solo Clarinet in B-flat movement
1

11 Three Fantasias for Solo Clarinet in B-flat movement

This recording was made on June 22 and 25, July 19 and August 9 of 2013 at Ling-Xuan
Recording Studio in Taiwan. The recording engineer was Chang-Zhi Qu.
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