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CHAPTER 1
INTRODUCTION

Songs and poetry have played an integral part in Chinese culture for millennia. Formerly,
singers were proud to transform famous poems into songs; poets also tried to compose poems
to fit with an existing famous tune. Scholars have found collections of poems dating from 1000
BC such as the Classic of Poetry.! This collection contains works by aristocrats, songs for
religious ceremonies, and many folk songs. For years, poets competed with each other, in
setting their poems to music. If these songs became popular, they were evaluated as being a
better poet.?

Approximately 200 years ago, western culture began influencing Chinese culture.
Scholars and educators advocated for written vernacular Chinese to be used in the writing of
poetry instead of Classical Chinese. New poems written in vernacular Chinese no longer
followed the strict rules of rhymes, rhythms, tones, and forms. Novels became more popular
than poetry. Poetic anthologies were no longer valuable in the market, and poets lost their
social status within the culture. Meanwhile, musicians continued to compose songs from poems
and began to enter into new popular forms such as musical theater and pop music. Since the
later became the major art form for songs, the public lost their interests for poetic songs.3

In 1992, Taiwanese classical singers and voice teachers founded the Association of Vocal

1 Yu-Ting Liu, Union of Poetry and Music (M.M. thesis, National Taiwan Normal University, 2009), 1.
2 Ibid, 2.
3 Liu, 2.



Artists (AVA) of R.0.C.# with the goal of raising the standard of vocal arts and vocal training, and
promoting contemporary vocal compositions in Taiwan to encourage international integration.>
For more than 20 years, AVA has committed to holding concerts engaging contemporary
composers and poets of contemporary art songs. In this manner, Taiwanese audiences are
beginning to have a new appreciation for poetry and music.® For example, in August 2003, AVA
organized the fifth concert of the series of Premiere of Commissioned Works: Our Poets Our
Songs, in which they premiered 17 songs based upon 15 different poems (two poems were set

twice by 4 different composers) from 4 poets.” These songs were published in June 2005, under

the title of FHGHEFKIE (2 ) — ECHXE N ZHIZE (Your Song | Sing 2 — Contemporary

Chinese Art Songs). This anthology has since become a standard resource for Chinese repertoire
selections in the music schools in Taiwan.

In America, four languages are considered to be the most important languages for
singers to master in the study of classical vocal arts: English, Italian, German, and French.?
Although the Chinese language and culture is being introduced into American society, Chinese
art songs are rarely performed in American music schools. The most significant obstacle for
western students to overcome when studying Chinese is the character verses alphabetical

spelling of the language. For example, there are many homophonic Chinese words with

4 Republic of China, official title of the country of Taiwan.

5 About AVA, http://www.vocalistasso.org.tw/front/bin/ptlist.phtml|?Category=102257.

& Liu, 3.

7 Mu-De Hsi, “Our Poets, Our Songs”, Your Song | Sing 2 — Contemporary Chinese Art Songs, compiled by Hsueh-
Yung Shen (Taipei: Mercury Publishing House, 2005), 5.

8 Clifton Ware, Adventures in Singing (NYC: McGrw-Hill, 2008), 83.
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different meanings, such as # (maintain), (around), 8 (tiny), f (but), ME (only), that
are all pronounced [wér], however, they all have different meanings. While it may be easy to
recognize the first, fourth and fifth characters because they share the same right side of the
character; the second and the third characters are extremely different in appearance, but they
still share the same pronunciation. This distinct difference presents a significant challenge for
American singers wanting to perform Chinese repertoire.

This study will focus on the selected songs from the above mentioned anthology, Your
Song I Sing 2 — Contemporary Chinese Art Songs, composed by Nan-Chang Chien on selected
poems of Muren Hsi, and provide an interpretive guide with English translations and
International Phonetic Alphabet transcriptions to aid in the correct pronunciation and
articulation of the language. This research will provide the reader a better understanding of
Nan-Chang Chien’s music, in order to introduce western music teachers and singers to this
growing body of repertoire. Moreover, this study can serve as a bridge for non-Chinese readers

to have access to Chinese culture and eastern ideology.

Literature
A substantial amount of research and study on Nan-Chang Chien has been published in
degree theses and dissertations. Details about Chien’s life can be found in an autobiography
which he and his wife published.® There are many program notes in which Chien has written

about his compositional ideas, the standard he used to select poems, and his compositional

® Nan-Chang Chien and Mei-Chen Lai, South Wind Musical Movement: A Composer’s Life of Nan-Chang Chien
(Taipei: Rye Field Publishing Company, 2007).



process. Recently, a DMA document published in 2014 from Ohio State University written by
Szu-Yu Chu, focused on the Four Aboriginal Lieder for Soprano and Orchestra composed by
Chien in 2005.1° Chu included the biography of Chien and his interviews with the press. In
addition, she interviewed both the soprano who sang the premiere (Hui-Chen Lin) and the
soprano who made the studio recording (Ling-Hui Lin). Chu included references about Chien’s
life and an extensive bibliography of Taiwanese music and culture, however, her musical analysis
focused on different repertoire than the focus of this study.

Another important reference is the Master’s thesis published by Yu-Ting Liu from
National Taiwan Normal University in 2009. In her thesis, Liu covered Hsi’s writing style and
Chien’s compositional style. Most importantly, Liu did an analysis of all 20 songs from the
concert of Nan-Chang Chien Music Festival: A Blossoming Tree in 2005, organized by National
Art Center. Her thesis covers matters of tonality, harmony, form, and Chien’s compositional
choices in setting Hsi’s poems and the Chinese language. However, there is no practical
application of her analysis for singers or pianists. This study will focus on six songs, At the River
Pier, A Touch of Zen, From a Borrowed Line, Temptation, Artiste, and A Blossoming Tree, which
were premiered in 2003, and discuss interpretive issues for singers and pianist, specifically for
students from the west, include Chinese word-for-word translations, poetic translations, IPA
transcriptions, a listing of range, tessitura, and appropriate voice type for each song. This study
will provide not only an introduction and interpretive guide, but also aid non-Chinese readers

with a better understanding of the art of Chinese poetry, culture, and ideology.

10 Szu-Yu Chu, A Study Guide of the Taiwanese Composer, Nan-Chang Chien, and his Four Aboriginal Lieder for
Soprano and Orchestra (DMA diss., Ohio State University, 2014).
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Pronunciation and Tones of Chinese

Modern Chinese, the standard, common language of China, is based on the speech
sound of the Beijing dialect, and known as Mandarin to the western world.*! Since the Chinese
language is a logographic system in its written form, Chinese characters have been rendered
phonetically into the orthography of western language and this is referred to as Romanization.'?
However, none of the Romanization systems provide authentic pronunciations.’®> As the
International Phonetic Alphabet (IPA) is a written phonetic system of symbols to aid in the
correct pronunciation of any sound in any language, according to the linguistic studies by
DeFrancis (1963), Chao (1968), Chen (1970), Lin (1989), Shibles (1994), Duanmu (2000, 2007),
and Karna (2012), the author will catalogue Taiwanese Mandarin pronunciations into the IPA
system in this study.

In Taiwan, Mandarin Phonetic Symbols (MPS) are the major Chinese transliteration
system for Taiwanese Mandarin. It contains 37 pronunciation symbols and five tone marks. It
has been introduced to children from their first grade at school, however, it now is only
employed in Taiwan for educational purposes. Since IPA has become the major approach for
transcribing foreign language for classical singers, this study will employ IPA symbols for
transcribing pronunciation for these six songs. The relationship of Mandarin Phonetic Symbols

and IPA is listed below.

11 Shou-Ying Lin, College Chinese (Cambridge, MA: Council on East Asian Studies, Harvard University, 1989), iv.

12 Warren A. Shibles, “Chinese Romanization System: IPA Transliteration,” Sino-Platonic Papers, no. 52 (November
1994): 1.

13 bid, 1-3.



Table 1.1. Mandarin Phonetic Symbols!* with International Phonetic Alphabet!®

7

X

X

ba] =&
[pa] =&
[ma]
[fa] &

[i1/[j]
[u]/[w]

[yl/[u]

[d3]
[ta]
[ns]

(1]

K

]

Y

t

[ga] M
[ka] <«
[ha] T

[a]
[5]
[3]
[€]

X

[dzi]

[tei]

[¢i]

[a1]
[e1]
[av]

[00]

Y

L

[dzi]
[tsit]
[st]

[2i]

[an]

[an]

[an]

[on]

£

JL

[dzi]
[tsi]

[si]

[3]

There are a few IPA symbols that are not commonly employed for classical singers in the

United States,

[¢], voiceless alveolo-palatal fricative, an initial consonant sound, similar to [J] with

relaxed lips and slight smile

[te], voiceless alveolo-palatal affricate, an initial consonant sound, similar to [t[] with

relaxed lips and slight smile

14 The Manual of the Phonetic Symbols of Mandarin Chinese. Ministry of Education, Taiwan.
http://language.moe.gov.tw/001/Upload/files/site_content/M0001/juyin/html_en/index.html

15 Full IPA Chart. International Phonetic Association.
https://www.internationalphoneticassociation.org/content/full-ipa-chart
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e [dz], voiced alveolo-palatal affricate, an initial consonant sound, similar to [d3] with

relaxed lips and slight smile
e [z], voiced retroflex fricative, an initial consonant sound, similar to [z]+[4]
e [dz], voiced retroflex affricative, an initial consonant sound, similar to [dz]+[4]
e [s], voiceless retroflex fricative, an initial consonant sound, similar to [s]+[4]
e [ts], voiceless retroflex affricate, an initial consonant sound, similar to [ts]+[4]

e [i], central closed vowel, similar to [a] with the mouth opening of [i]

Taiwanese Mandarin, like all other dialects in Chinese, is a tonal language. Many non-
native Chinese speakers have difficulties mastering the tones of each character, but correct
tonal pronunciation is essential for intelligibility because of the vast number of words in the
language that only differ by tone. Statistically, tones are as important as vowels in Standard
Chinese.'® There are five tones in Mandarin, but most commonly, people employ the four main
tones for education proposes and daily conversations. In the following graph, the X-axis
indicates the length of a tone, while the Y-axis indicates the intonations of a tone; here, 5 is in

the higher pitch, and 1 is in the lower pitch.

16 Surendran, Dinoj and Levow, Gina-Anne, "The functional load of tone in Mandarin is as high as that of
vowels", Proceedings of the International Conference on Speech Prosody 2004, (Nara, Japan, 2004), 99—-102.
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ma ma M3 e———ma

Intonation
w

Duration of a tone

Figure 1.1. Four intonations in Chinese language

The accent on the stressed vowels in the IPA transcription indicates the tones of the
Chinese language, as we call [ma]/[ma55] as tone 1, [ma]/[ma35] as tone 2, [ma]/[ma214] as
tone 3, and [ma]/[ma51] as tone 4. According to Five-tone Notation written by Yuen-Ren Chao
(1892-1982), the tonal qualities of Mandarin in Chinese can be catego‘rized into four tones,
these four tones are named & [in], & [jan], £ [[an], & [4y].7 If we intergrade these four
tones with Figure 1.1, and rename the four tones in the numeric system, they will become &
[in55], B& [jan35], £ [fan214], & [4y51]. Interestingly, Chien follows the tonal flow of
individual Chinese words and the broader tonal context of the language when composing the
vocal line. This connection must be understood by the non-Chinese speaking artist when
preparing these songs. Although he has already set the tones of the words in the melodic lines,

it is still important for singers to know how Chinese words sound for authentic pronunciation.

7 Yuen Ren Chao, The Study of Contemporary Wu (Beijing: Science Press, 1956), 3-4.
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Example 1.1. Chien’s composition treatment on vocal lines with Chinese intonation, from “A

Blossoming Tree”, mm. 4-7

4
A e
% = =
3%, T - — T -
re ; 4 ¢ ¢ e T
| o A7 #4F # R # £ &R OE RS
(35) (35) 51 (214) (51) (51) (214} (B1(2140(510(214)1(51)
T Il "'F.- JI I r-!' F-_l T 'y % |
L |
hed - — 1 17 ¥
2 { r N - '

id

T

- i
T

T

=
 S———— ]

I
!
,

T

From the example above, the numeric notation is noted under the words showing how
Chien applies the tones of the spoken language to his vocal composing. Chien composes the
vocal lines with a macroscopic vision for the flow of whole speaking line, rather than every
single word. In measure 6, the word {/R (you) is pronounced with tone 2, sliding down then up.
With the relationship of neighboring words i.e., a higher tone descending on the left, and a
higher tone following on the right, this connected flow of descending then ascending naturally
forms the tone 2 of R (you). Without adding extra notes to every single word, this approach

retains the connected flow of the Chinese language.



CHAPTER 2
NAN-CHANG CHIEN AND HIS MUSIC
Biography
Chien was born in Jiangsu, China in 1948.1® Eight months after his birth, his father, Tung-
Sun Chien, decided to move his family to Taiwan, due to the Chinese Civil War®® between KMT
and CPC.2° Music was an important part of his life since childhood, when he was admitted to
sing on a children's radio program, Happy Children, broadcasted by Broadcasting Corporation of
China.? Through high school and college, he participated in many choirs. As he recounts, "
have liked to sing from a young age...participating in many different choirs and it has influenced
me in the composing of vocal works in the future."??
In 1966, he began his study at the Chinese Culture University majoring in music. He was
a piano performance major with a minor in voice. There, he met Professor of Music Theory, De-
Yi Liu, who introduced Chien to composition. Chien took private composition lessons with Liu,
and because of his influence, he chose composition for further study at the Hochschule fiir
Musik und Theater Miinchen from 1973 to 1978.23 During his time in Germany, he studied with

Prof. Wilhelm Killmayer (1927-2017), who influenced his approach to harmonic progression and

18 Chien and Lai, 18.

13 Chinese Civil War was a civil war in China from 1927 to 1936, then 1946 to 1950. After the war, China divided
into two countries, Republic of China (ROC) governed by Kuomintang (KMT) in Taiwan; and People’s Republic of
China governed by Communist Party of China (CPC) in mainland China.

20 Chien and Lai, 24.
21 1bid, 30.

22 |bid, 36.

23 Chien and Lai, 31-9.
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melodic line, and encouraged him to find his individual style. Killmayer told Chien: “...look for
yourself; you don’t have to be a German composer.”?*

Chien spent more than 10 years developing his personal compositional style. He
endeavored to find a connection between western contemporary music and Chinese traditional
music by composing arrangements of traditional folk songs in a western compositional style. He
endeavored to integrate Taiwanese folk idioms into his compositions. From 1978 to his
retirement in 2013, Chien served as a theory and composition professor at Chinese Culture
University and Taipei National University of the Arts. Since 1997, he has received many national
awards in Taiwan, including the Best Composer (1997, 1998, 2002, 2005), and the best Religious
Music Album (2005) of the Golden Melody Awards (the Taiwanese equivalent of the Grammy
Awards); he was awarded the National Award of Arts in the music category in 2005.% His art
songs and choral pieces are sung regularly throughout Taiwan, and internationally with
increasing frequency. For example, with Taipei Philharmonic Camber Choir, Chien’s choral works
including I am flying, and Sunset, have been performed in many international occasions, such as
ACDA National Conference, World Choral Symposium, Europa Cantat, Oregon Bach Festival, and
Music Fest Vancouver. For more than 20 years, TPCC has traveled more than 20 countries, and

performed more than 100 concerts around the world. Western choirs such as Brigham Young

University Concert Choir?é, and the Festival Choir of Madison?’, have performed Chien’s | am

2% |bid, 48.
2 |bid, 239.

26 Concert information, March 08, 2005, https://cfac.byu.edu/2005/03/08/byu-concert-choir-plans-performance-
march-19/.

27 Concert information, May 12, 2012, http://today.wisc.edu/events/view/51027.
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flying in their concerts.

Songs on Selected Poems of Muren Hsi

In 2003, Chien was invited by AVA to compose and present a joint concert of
contemporary Chinese art songs using contemporary Chinese poems.?® In this concert, he
selected 6 poems by Muren Hsi. Hsi was born in Sichuan, China, grew up in Taiwan, and
graduated from National Taiwan Normal University. After college, she studied art at the
Academie Royale des Beaux-Arts de Bruxelles, Belgium. As an artist, she won many awards both
in Belgium and in Taiwan, including the Royal Golden Award of Belgium, the Golden Award of
Brussels City, two bronze medals in the European Association for the United States, Best Lyricist
in Golden Tripod Awards, and Chung-Hsing Literary Medal Poetry Award. Hsi has published
many poem anthologies, literature works, and painting albums.?® Her first poem anthology %+
E & (Seven-Mile Fragrance) was reprinted seven times during the first year.3° Most
significantly, more than any other poet, her poems are used in contemporary Chinese art
songs.3! In 2005, Chien selected 14 poems by Hsi, and combined them with six songs previously
composed in 2003, to present a lieder concert.3? Prior to this, lieder concerts in Taiwan
consisted primarily of one poet with various composers, or one composer with various poets.

This concert in 2005 pioneered the idea of presenting a lieder concert featuring one composer

28 Shen complied., 4.
2% Shen complied., 14.
30 Lju, 12.
31 Ibid, 7.

32 |bid, 80.
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with one specific poet. This concert received positive affirmation from the public and the

press:33

This is a unique lieder concert...if we take the concept of merchandise, it is an Album. All
the texts are from the poems of Hsi, the selections including the elements of time and
space, past to present, Taipei to Mongolia. Nan-Chang Chien utilized his unique and

special taste of the human voice, to achieve this vocal recital.3*
Hsi was also quoted as saying after the concert:3>

| really enjoyed the process of this cooperation. It was very special and unique. It is also
my honor that my poems can be composed into art songs. | think the most precious part
during this working process is that, | felt being cherished and treasured from an artist to
an artist. Because of this working experience, it brings to me other ideas about writing.
It is not focusing more on the techniques of rhetoric, but much deeper ideas. It also

makes me feel again that writing is a wonderful enjoyment and journey.3®

This concert was a huge success with more than 90 percent of the tickets being sold. Chien
mentions in his book: "..., there were so many people lining up for Muren Hsi's autograph after
the press promotion. Concerts promoting local composers were never popular with the public. |

think this success is because of the fame of the poet."3’

33 Wei-Shu Tsai, trans., 2018.

34 PTS Concert Hall — Nan-Chang Chien Music Exhibition, Public Television Service Taiwan, May 29, 2007,
http://web.pts.org.tw/php/mealc/main.php?XMAENQO=277.

35 Wei-Shu Tsai, trans., 2018.
36 Lju, 305.
37 Chien and Lai, 136.
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CHAPTER 3
MUSICAL STRUCTURE AND INTERPRETATION GUIDE

In order to provide helpful guidelines about these selected songs, and the musical ideas
that Chien composed in the music, this study will provide singers and pianists with several tools
to assist them in their preparation. First, each song will include an information table about the
piece, including meters32, key signature, tempo, vocal range, tessitura, and synopsis of the
poem. Next, a word-for-word translation and an IPA transcription in the style of Nico Castel®,
followed by a poetic translation will complete the table. An analysis of the text and descriptive
elements found in the accompaniment will follow. Finally, this study will discuss specific musical
and vocal issues that may be challenging for singers and pianists, with suggestions for
interpretive solutions during rehearsal and performance. Since Chien already utilizes the
Chinese intonations in his vocal line, it is also important that singers and pianists recite the texts
during the learning process. This will be essential for preparing the vocal lines, and assisting
singers in understanding the flow of the language. For example, it is significant that there are no
punctuations mark in Hsi’s poems. Reciting the poems will assist the performers in locating
potential breathing places. Chien adds a few breath marks in the music indicating his thoughts

about phrasing as well. Even for Chinese speaking singers, one must recite the poems several

38 Chien does not use traditional time signatures. Performers will find parentheses with numbers indicating how
many beats per measure, in random order, and a note value indicating what note value is equivalent to one beat.

39 Nico Castel (1931-2015) was a comprimario tenor and well-known language and diction coach, as well as a
prolific translator of libretti and writer of books on singing diction. A polyglot, Castel spoke Portuguese, Ladino,
German, French, Spanish, Italian and English with native or near-native fluency. He was an internationally known
language and diction coach, writing the book A Singer’s Manual of Spanish Lyric Diction and translating an
extensive annotated series of librettos of French, German and Italian operas that show the pronunciation of every
word in the operas' original languages using the International Phonetic Alphabet.
https://en.wikipedia.org/wiki/Nico_Castel
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times to identify phrases and to mark one’s potential breathing choices. This study will be

indicating potential breathing places on the music in the appendix.

“At the River Pier”

Meter of Music: 3/4

Key Signature: F major

Tempo: Moderato meno mosso (dotted-half-note time)
Musical Form: AABA

Vocal Range: C4 — G5

Tessitura: F4 —E5

Suitable for: All voice type

Synopsis
We will be parting tomorrow, so allow me to shake your hands on this pier for farewell.
From this time forward, our yearning and juvenile age are pausing within our memories. Take

my blessings with you, since we will be divided to the end edges of the world.

IPA with Word-for-Word Translation

zan w3 v i w3 bjé
B EZ{R 12 Al

allow me with you shake hands at parting
dzar tein tein  tsou tsu w3 da elé)
2] BE  Hd I F
then gently  pullingout my hand
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dzi dav
BTl

knowing

fa yn bar zi
FEBH

clouds and sun

st njen tsan tsi san gan
2 s
BE et &E1R
yearning hence  taking root
san tswan dzwan jén wan 230
il it B i F

mountains and rivers

solemn and gentle

zan wd y ni w) bjé

EI Ed{R 1= Al

allow me with you shake hands at parting

dzar tein tein  tsow tsu wd da s30

B OES @b Bm T

then gently pullingout my hand

hwa njén tsan tsi tin dwan

= F ety {=1g

juvenile time hence  pausing
z9 léx dzar ¢1n dzon hwer tsan hd lido

2R £ D FE RX AR

hot tears in heart converging into river
st najan wan ban U nards nin st

= Mk & A |RE EE

(be) such extremely helpless gazing
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du kdo pan dzao bl dav idwd kd 1 gjan sdn da hwa

EAE  HAE —I4& AL HEER TE
by the pier  cannotfind one be able presenting  flower
dzjd ba dzufu bjé dzar dzin san ba
i £ Pl All e 2+ e
then take the blessings topin  on the collar 140

3 min zi
m BAE
and tomorrow
min zi jou gd tjen ja

BAE X 1= KiE

tomorrow again separated at the ending edges of the world

Poetic Translation*?

EO At the River Pier

AR ELRIE R Allow me, shaking your hands at parting,
BT then gently pulling out my hand,

MER S ER knowing yearning from this point forward taking root...
FEABR WIEEERRE Clouds and sun, mountains and rivers, solemn and gentle.*?

40 Emphatic final particle; used at the end of a sentence to indicate a suggested action; often used to express
imperative mood: let us ...; why don't you ...

41 Wei-Shu Tsai, trans., 2018. All the poetic translation for these six songs are translated from the original language
by the author.

42 Liu, 115. This phrase describes the surrounding scene at the pier.
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AR B RE A
BEEHMHENTF
FEFEISIE
BRI D P EERCATR

EPERBER TR

i O BB — S AT LIARE A TE
FRIEHLE A TR e

e E

BB X[mXE

Allow me, shaking your hands at parting,
then gently pulling out my hands,
Juvenile time from this point forward pausing,

hot tears in the heart converging into a river.

Gazing with extreme helplessness,

by the pier, unable to find a flower as a gift,
then | put the blessings on your collar,

and tomorrow,

tomorrow again separated at the ending edges of the world.

This song portrays two dear friends bidding farewell to one another. In order to

emphasize the melancholy feeling, Hsi chose to repeat the first two lines in the first and second

stanzas. With this idea, Chien also sets the same motives and same vocal melodies to begin the

first two stanzas. Chien integrates the piano and vocal melodies, as Liu states in her theses:

“these motives are forming the farewell theme”3.

43 Liu, 118.
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Example 3.1. Farewell theme, verse 1, from “At the River Pier”, mm. 1-19
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In order to create the melancholy mood of departing, Chien uses second inversion,
dotted half note, seventh chords in the left hand of the piano for approximately half of the
song. In measure 14 and 49, the voice sings BEEMHFAIF (then gently pulling out my
hand), by repeating the notes of C with tenuto, accentuating the feeling of hesitation. Likewise,
the farewell theme reprises in the last stanza, but now heard in the piano accompaniment

rather than the voice.

Example 3.3. Altered farewell theme, from “At the River Pier”, mm. 93-112
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At mm. 103, the opening theme of the song C, F, G, A returns in the piano. It is slightly altered
and immediately followed by the repeating Farewell C motif, originally found in the voice part as
the original theme, (mm. 14 in example 3.1, and mm. 49 in example 3.2). By hearing the altered
theme in the closing section, it creates a mood of parting reluctantly. The speaker wishes to
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bless the dear friend, but realizes they may not ever meet again.

Another significant feature also found in the music is the use of the seventh, both in the

use of seventh chords, and as an interval.

Example 3.4. Descending seventh chords, from “At the River Pier”, mm. 1-19
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As mentioned above Chien uses second inversion, dotted half note, seventh chords in the piano

for 63 of the 123 total measures of the song. The chords move in a descending motion, down a

second, creating an unresolved feeling, and reflects with the text of the poem that speaks of

parting reluctantly. Notice that the distance from the chords in measure 2, and in 11 are also

seventh intervals from the chords in measure 8 and in 18. Furthermore, the descending seventh

intervals plays a significant role in the climax of this song.
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Example 3.5. Descending seventh intervals, from “At the River Pier”, mm. 93-103
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In the figure of the piano part in measure 93 and the following, there is melancholy, an
emptiness with the descending parallel sevenths over ten measures in the right hand of the
piano accompaniment. Supporting the high note of G in the voice part of the climax, the
continuous descending seventh intervals in the piano part implies the reluctant emotion of the
speaker for the farewell.

For the pianist, it is important to clearly articulate the theme, especially at mm. 36, and
mm. 103. Before mm. 71, Chien has already provided a breath mark indicating the change of
stanzas or sections, but not before mm. 36 and 103. The pianist may employ some rubato for
phrasing the end of the theme before the voice line re-enters. Once the voice has entered,
return to a tempo. During the section of the repeating C motif, the pianist shall be flexible to
allow the singer for executing the tenuto indicated for the text. At the altered theme section
(mm. 106), the pianist shall project the repeating Cs imitating the singing of the words of B

S FA9F (then gently pulling out my hands).
For the singer, it is recommended to count in one, and keep the dynamic level smooth

and easy between mp and mf for the melancholy mood. In the B section (mm. 71-102), the
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dynamic gradually grows from mp. As the melody rises into a higher tessitura, the singer can
naturally sing with more open vowels for a louder dynamic toward the climax at mm. 93 on the
word of {E (flower).

It is also important to execute the rhythm of two-against-three correctly. Since there are
seventh chords and intervals in the piano part implying parting reluctantly, the polyrhythm of
duplets over triplets conveys the conflicted emotion of the speaker. At mm. 105, the dynamic
returns to mp through the end of the song. Depending upon the level of the singer, the
advanced performers may cut off together with the piano after the fermata, however young
singers may cut off on the downbeat at mm. 122. A diminuendo for the final long note is

recommended for bidding farewell to the dearest friend.

“A Touch of Zen”

Meter of Music: 3, 4, 6 quarter-note time, in random order
Key Signature: E-flat minor

Tempo: Moderato

Musical Form: Through-composed

Vocal Range: Db4 — Gb5

Tessitura: Eb4 — Eb5

Suitable for: All voice type

Synopsis
The memories of you have faded away since you left. | embedded my tears between the
pages. Maybe, several years later during an afternoon, just like those jasmines we put in the

book when we were young, then falling out from the pages, without a scent and no
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sound..., maybe then, it will be drizzling outside the window.

IPA with Word-for-Word Translation

dan ni tsdn mwd da  litey

= 3 : 1

= R OB BER

when you silently leaving

swd gwd da hwa mér swo gwd da hwa
BISlE]:g 1% s A58 B 3
have been said (told) or not have been said (told)  words
dw i wan dzi

#H B S AD

all already forgotten

wd  dzjan wd da ku tei j€ dzja dzar su j& IV

v v e —
* HH R th K TE EE =

| take my tears also embedded pages in between
havgjan wiIman njénteinside  nadzidwd mw3 i

e M FER BER XKF

just like our juvenile age those few jasmines
j€ey hwer dzar dwo njén hdo ds
= 4
thify 8 & % & i)
maybe  will be several years later
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i ge hwan hwan IV

—{& = B =

an afternoon in

tsan 30 zan fan kar da fér je dzon Iw ¢ja
s &R EH AR BEE ET
from occasionally opened pages between fell down
MEI j36 fan ¢jan dzaru san Gi

=] FE HiE 2R

have no scents also no sound

tswan war na s JE ey

Zo =

w5 AR RF HhEF

out of the window then maybe

hwer dzan lwd dza ¢i cids ¢ eida y

g IE &%ZE HRHERY HHHEEY 58]

will be dropping drizzling drizzling rain
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EE
BRI E B =

AUER  BRZERIBAIEE
#HETE

HiF AR th 37
ZHE iR

Ho P9 B RO AR 5 23R F
hEFEESFRM
—EEEX
EIBAMRNERERET
RARE BEER

BB thEr
g IERE MMM ™R

Poetic Translation

A Touch of Zen

When you left silently,

those words have been said or not,

all are already forgotten.

| also embedded my tears

in between the pages, just like

those jasmines when we were young.

Maybe after several years,

during an afternoon,

falling out from the pages that opened accidentally,

having no scents, and no sound...

Maybe then, outside of the window,

it is drizzling, drizzling rain.

Stated in Liu’s thesis: “in this prose-like poem, Chien chose a through-composed form to

portray the change of the state of mind between the sighing for the passing of youth and

cherishing the memory of the passed love”.** He took the very last word, FR (rain), as his main

musical idea, and one finds in this song, different varieties of word painting associated with rain

composed throughout the whole piece. In the piano part of the prelude, he uses descending

notes for rain drops in the right hand, and D-flat to E-flat in the left hand for imitating the

Chinese pronunciation of rain.

4 Lliu, 121.
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Example 3.6. Pronunciation motif, from “A Touch of Zen”, mm. 46-50
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As found in the very last word of the song, the pronunciation of FR is [y214]. Chien uses the
ascending second from D-flat to E-flat to represent the sound of Chinese pronunciation. This

sound imitation begins the song in the opening section.

Example 3.7. Pronunciation motif in the opening, from “A Touch of Zen”, mm. 1-8
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Descending intervals in the right hand of the piano accompaniment mirror the rain drops. Chien

also created other textures depicting storms and drizzling rain.
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Example 3.8. Word painting of storm, from “A Touch of Zen”, mm. 22-26

i
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In mm. 20-28, there are descending first inversion 7th chords, one octave apart, the left hand

one eighth note behind the right hand, representing the heavy rain and reflecting the sorrowful

feeling of seeing the book which is embedded with tears.

Example 3.9. Word painting of drizzling rain, from “A Touch of Zen”, mm. 46-50
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Mm. 29-38, and mm. 46-55, are similar to what preceded, with the extension higher and lower

registers of the piano, and now at offset quarter notes. The eighths have changed to quarters,

the texture is now considerably less dense and very sparse for representing the drizzling rain.

However, the left hand of the piano in both sections is moving in different directions.

28




Example 3.10. Word painting of falling of the flowers, from “A Touch of Zen”, mm. 32-37
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In mm. 29-38, the left hand plays descending pentatonic scales as the reflection of the falling of

the flowers along with the rain fall. Both hands end on D-flat in mm. 38 with a fermata. In

contrast, the ascending pentatonic scales in mm. 46-50 reflect the melancholy feeling of past

memories, with a surprising dissonant note of C-natural.

Example 3.11. Pentatonic scales with inharmonic C-natural, from “A Touch of Zen”, mm. 51-55
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This ascending line surprisingly stops at the non-harmonic tone of C-natural in mm. 51, as
though the thought has stopped, perhaps indicating that the past memories are no longer
important. The ascending major second, surprising in the context, breaks the pattern, and
seems to represent the end of the rain.

For the pianist, it is recommended to play slightly faster during mm. 20-28. This will help
the singer to successfully negotiate the melody in the higher register with less breath breaks.
During the transition between the heavy storm and the light drizzle in mm.28-29, a slight
ritardando is recommended for the changing color of word painting. At the end of mm. 39, a
sufficient amount of time must be taken on the fermata printed above the breath mark, as the
vocal line is singing BF#EE B (also no sound). During the very last section of the piano from
mm. 52, it is important to play sforzando on the note of C-natural to underscore the surprising

dissonance, and also to play non legato as indicated in the score.

Example 3.12. Guide to the pianist, from “A Touch of Zen”, mm. 51-55
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As the rain ends, there are rests in between notes in the right hand. Playing non legato while

maintaining the tempo will represent the image of rain drops.
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For the singer, Chien designed the rests for phrasing and breathing. However, there are

some places where no rest has been indicated.

Example 3.13. Suggested breaths, from “A Touch of Zen”, mm. 51-55
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It is recommended to breathe after mm. 19, and mm. 23, according to the original poem. In
mm. 39, the singer may enter after the down beat and the fermata in the piano part, in order to

capture the silence for the word painting of B2 & (also no sound).

Example 3.14. Style of recitativo, from “A Touch of Zen”, mm. 38-41
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At mm. 39, in the style of recitativo, the singer may have more freedom for the tempo, but still
must observing the rhythms, and maintain the momentum of the music much like the spoken

language. In mm. 47-50, the singer must remain a tempo to the end of the phrase.

Example 3.15. Maintain the tempo to the end, from “A Touch of Zen”, mm. 46-50
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Even with the rest in between vocal lines, it is important to maintain the tempo, since the piano
part represents the steady rain drops. The singer must also diminuendo without sacrificing tone

quality.

“From a Borrowed Line”

Meter of Music: 2, 3, 4, 6 quarter-note time
Key Signature: C Major

Tempo: quarter-note = 160

Vocal Range: A3 — G5

Tessitura: E4 — F5

Suitable for: All voice type

Synopsis

| clean the table, hoping life can be in order again. But | have never learned how to say
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goodbye to the past, so | am back to this chaotic world. It is too late to save my history.

IPA with Word-for-Word Translation

isan dau j3u ban san

—4 BE F+ %

in whole life thereis half-life

dz3n st dzar tein IV i dzan dzwo dzi
=

e gt —ik ] T
always cleaning one piece (of) table
dz3n T wér dzi jau tswan min  dzi dzin

-~ oo sy
always thinking aslongas bright and clean
san min dzjou ks T tsdn ¢in kar sf
4 wh AT Lo Eg e
life can be restarted

y st bad dwan  djov tel na gje bérhulye lads lj56 jén

RE T E EZE AL WBEETH BE
then keep on discarding those (have been) forgotten messages
ba dwan  si hwér na gje ua fa wantsdn de st pjen

T #E BE EE O RH FHR

keep on tearing those unable completed poems
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bG dwan

WETI tan

ba dwan fa tsu ananda dzin hu

T~ BE A R AEEER B
keep on signing keep on making secretly exclamations
yén lar dzw3 zi da dzi i tsdn dzin st na jan ds
Rk BEEM ) TRE KB
so that yesterday memories usedtobe  that
teyé ber linlwan di dwerdjé dzar tsooti dzwer hdo dzwer san
A #% Falth H 2 HE &% xR
but being messily stacked in drawer very back deepest
dzwo mjen da hwe tsdn  in gar doondn  sidzin
R E M Ik B FEFx #hee P
on the desktop dust should be able to wipe clean
pin dzon da hwa j€ ka i Swé st hwan ¢in
WM &t Ll AR 5
inthevase  flowers also could atanytime be replaced

st dzar jooy nan sd da gwd wan  dzjd ba ta man
Gjan
BT % 3340 B F e
really hesitated hard to give up the past than them
dan st javza hd fon tswan
B2 =mE HE
but how to archive
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gwan hwa tsan lan
JCERIE

brilliant shining

dzi tsu
ol

at the place

dzwan dzin dz

B R

put in the boxes



na  son tsan dzar wan dzi li da wd  njén tein da lin hwan
A R TE X PR T FE M £
that deeply stored in the words of my juvenile soul
tsdnlar € mér P cuéhwir 0 hd ¢jan dzi dzi dao bjé
"k HrAE 2 E W EES  E5

always never learned how to myself saying goodbye

w3  dzinan ba i teje dzar hwan géx na go hwanlwanda st
dzje
* Ree B — 4] =] & 4 ME B E s HR
I only can take everything  then return to that chaotic world
dzar wéry da tswan tején dzar tin dwan ds tsa na dzjen
= MEIAY B Hl £ FE 8 gilE: |
during theraining in front of the window at the pausing moment
m3 ¢je mw3 ha da dzjau Iwd j3 hwer dzu dzje fu yén
Hit E¥ A % Xg & &R
those blurry corner again will be gradually recovered
y st dzouv 3 fusi
nE REmiEr
then again and again
i san dav j3 ban san
—4& BlE + £
in whole life thereis half-life

35



dz3n st dzar tein IV i dzan dzwo dzi
e FE —ik ] T
always cleaning one piece (of) table
tein IV sw3 j3 gw)d st tswd dzi i wan
FE A B #® B ER
cleaning all of outdated misplaced forgotten
idzt dzony la1 bu dzi wan dzjdv da wd da li st
LB #m% RE K oo BH ER
so that eventually too late to rescue my history
Poetic Translation
faa From a Borrowed Line
—4SEEFXE MBEE In whole life there is half-life, always.
FHE—REF | clean the table
s REHRALE always thinking, as long as it is bright and clean,

A dph Al LLE#HBAA
RE TEHEERLEZBRTHES
TERHR SRR R ST IR
TEREE  TERS AR ERTE

[R 2RI BRI IE T KM ZEIRR
B FELEEEHERERREZE

KHEMIKE R RERF
# R B9 7E th AT LARE RS T
BERBEBBISMB T M R E RS

life can be restarted.

Then, keep on discarding those forgotten messages,

keep on tearing up those incomplete poems,

keep on sighing, keep on making secret exclamations,

so that yesterday’s memories, that used to be such brilliant shining,

but were a mess, deeply in the back of the drawer.

Dust on the desktop should be able to be cleaned,
flowers in the vase also could be replaced at any time,

even the past memories, hesitant or hard to give up, put them in boxes.
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BE ZEfHEF
R X F AR H FERIE D

* (EEEEMhAZE
REMIRITHI R RIFEILE 2 1E?) *

itz 2N EE S E R
HRBIE— Y BEGRERRMEHSR
EMRBIERT  EFEAR AR
ELERMMAZEXGRHER

mE BmiEs

MREFE—RET
AR A B
LB T R E A E SR

—SFE+E

BE ET

* . BRPERIIRE

Hsi composed this poem by borrowing a line from one poem by In-Di:

But how does one archive

the soul of my youth, deeply stored in the words.

* (how do | explain to her®,

our path together is better finished right here?) *

| never learned how to say goodbye to myself 38,
| can only take everything then give it back to that chaotic world.
In front of the raining window, at the pausing moment,

those blurry corners again will be gradually recovered.

Then, again and again, in whole life there is half-life.
Always cleaning the table,
cleaning all of the outdated, misplaced, forgotten

history of mine, that is already too late to rescue.

*: omitted in the music

I—%#H+

£ BEREFE—REF, ] (Half of the whole life, always cleaning one table). With
rhetorical parallelism, Hsi repeated this line again in the ending paragraph. Chien also took this

approach and repeated the same music in his ending section.

% The author suggests that “her” and “myself” refer to the past.

46 Ching-Hwa Ko (b. 1937), best known by his pseudonym In-Di, is an award winning writer and poet in Taiwan. He
is also the founder and publisher of Elite Books LLC.
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Example 3.16. Musical parallelism 1, from “From a Borrowed Line”, mm. 7-17
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Example 3.17. Musical parallelism 2, from “From a Borrowed Line”, mm. 80-97

a tempo
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a lempo
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Another parallelism can be found in the second paragraph, on the lines of ANEZEZE (keep on
discarding), T ERH#IEX (keep on tearing), AETEB™E (keep on sighing), FEZEH (keep on

making).

Example 3.18. Musical and rhetorical parallelism, from “From a Borrowed Line”, mm.28-37

28
e S o S — : .
ey t—w g 1T+ +—+= e : #i—y‘ﬁ%
5 I J':“der i — L A ] o
*)
W %% Teh8g 7 T Bf # & PR & & F 7T Rk
=== e £ »—n * £
— —— ———
Ea— —— 1 = £ =
= ] - i —
ﬁ T T |_=_ S—— I I +
T T ] ={ }f | 1 T I ] T ai— _{__It.dl_t;
———= 4 e 5 v |
33
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— = ——— S ———
:@ | 1 1 1171 II‘T} ]'! | A llld o e | 1 ] 1
S 1 1 11 ™ - ™ | ™ L™ B | - 1 L1 I -
) | T ' oo oo — |
I | B T By "R "% T Hr B ok R Y % v
. o -
2= e p £ P -, e 2 PP .
s —— ] —— i p—e JI,'_i I —1 I%__i_j_ﬂ.:c:
: — S== S
3
— .- | i T t i _——F—‘;_
_"}J = ;‘ d—__i_—d_ﬁ :}— %F+J_H4i = i' : —

Chien employs repeating notes of E for reflecting these repeating movements of discarding,
tearing, sighing, and making. These repeating patterns are also found in an expanded context in

the piano part through the entire song.
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Example 3.19. Expanded repeating patterns, from “From a Borrowed Line”, mm.1-17

FRRE F
o-cateo (2,3,4,6 ) &
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S e = — =7 =
j I # ; ) i
|
7 ol 1 &
5 : -
p T - T —-— —© —F » |F-1'FF_P_I
- = | ! ! = o i e e e
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i — } = m—

From the poem, Chien took two words for his compositional ideas: chaotic, and order. As stated

in Liu’s these, “by cleaning the table, the speaker wishes to bring back the order of one’s life;

unfortunately, the speaker cannot bid farewell to the past self, and life returns to chaos”.*’

47 Lju, 133.
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Example 3.20. Ascending and descending C major scales, from “From a Borrowed Line”, mm1-
12

KL% #
( o= c2160 (2,3,4,6 J) &£ ) iy
e = ( & .
5 o+ = — a2 e £ =
e —— — —r—
e = ~—% - fptor =
e : ’ .
. A (fw._l y ﬁ ;‘ ,/ &mj J
T P
————————— e L re_f*0
\.)U ] 1 . 1 I. /II'. iy — — _‘— J ]
C major ascending scale C major descending scalet # # + %
e e O e S SO
ﬁ% - L L = = £ i £ f

In the opening two measures of the piece, Chien uses an ascending C major scale of quarter
notes, set in a pointillist manner, each note being displaced from the previous note by at least
an octave or more, either above or below. Both order and chaos exist in this figure. Abrupt,
repeated eighth note minor second chords, doubled at the octave, follow on beats three and
four in measure 3, perhaps reflecting the interrupted feeling of conflicts between order and
chaos. A C major descending scale returns in measures 4-6 with similar characteristics as
measures 1-2, followed again by the minor second chords. These elements are found

throughout the entire song.
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Example 3.21. C major scales at the ending, from “From a Borrowed Line”, mm. 98-103

allargando ;
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v { » . I
e e e e e e e e
! s * ' - | s

Another significant design of this song is the insert of recitative style in the middle

section of the music.

Example 3.22. Style of recitativo, from “From a Borrowed Line”, mm.76-79
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In contrast to earlier vocal material occupied with quarter notes and eighth notes, in this
recitative portion, more eighths and sixteenths are employed. Liu suggests in her theses, “it

creates unstable feelings of absurdity and disharmony”.*® According to Chien:*®

Because of practices and rehearsals for this concert, it was quite often to see Muren Hsi.
There was one time she asked me: “(From a Borrowed Line) is quite a long poem, and
the texts are trivial nags. Before hearing the song, | was wondering why you picked this
one, and how it is going to become a song. Now | have heard, | think it is indeed

different from all other ordinary songs.”

| said: “For this concert, | picked six poemes......it seems to me they could become a suite,
which needed some varieties in styles, to be arranged together in a groups......”From a
Borrowed Line’ is very conversational, just like the poem itself, keep on nagging. Later, |
add the singing style of recitative from western music, with other transitions, it

concludes in a dramatic ending.>®

In addition, Chien omitted the original lines in the parentheses. It is perhaps that the composer

and the poet have different point of view on the interpretation. In his biography:>!

There are two lines in ‘From a Borrowed Line’ that Muren Hsi put in the parentheses:
“How to explain to her saying our accompanying route is better ended right here?” | had
already omitted them at the first concert in 2003. Before the second concert, | learned
that these two lines are the most important lines that Hsi would like to express.
However, it is impossible to put them back to the song. Here, my solemnly apologies to

Muren Hsi.>?

48 Lju, 130.

4 Wei-Shu Tsai, trans., 2018.
50 Chien and Lai, 130-131.

51 Wei-Shu Tsai, trans., 2018.
52 Chien and Lai, 131.
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For the pianist, although it is not printed on the notes, it is printed at the beginning of
the music indicating staccato, and at mm. 50 and mm. 100. It is also recommended to keep the
beats steady to act as the sign of order.

For the singer, Chien has suggested the phrasing with the rests, however, there are
several phrases where no rests exist. It is recommended that the singer breath before the third
beat of measure 34, before measure 38, before beat three of 61, before 66, 69, optional breath
after the slurred quarter-notes of 75, before 81, optional breath only after beat four of measure

84, and before 101.

“Temptation”

Meter of Music: 2, 3, 4, 5 quarter-note time
Key Signature: F-sharp minor

Tempo: Adagietto

Musical Form: ABA’

Vocal Range: C4 —F5

Tessitura: F4 —F5

Suitable for: All voice type

Synopsis
Finally, | understand what temptation is on this leaves falling autumn day. This forever
beautiful stance, appearing at my indefensible moment, which is the fate that is unacceptable
yet not refusable. Regardless which choice | made, all makes me weep with deep regret on that

leaves falling day.
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IPA with Word-for-Word Translation

dzony dzidauv s
¥R MET
finally  understood
dzardze  ye dzjan lwd dzin do tejo 74
T & EF RE M =
on this leaves will be falling autumn day
dzony dzi dav
B HE
finally  understand
sd md dzjao dzwd jou hwd
e W g ik
what is called temptation
ydn yén f dzyé mé&x doa dzi tar
always having most beautiful stance
{su gjen dzar w3l dzwer mér
HIR T £23 & 2 HE
appearing at my least able
st na bl ndn dzje sdU
L) kxv3
= AR N =
is that not be able  to accept

nan

45

ti fan da
1=EhRY

defensive

stka da
BF %I B9

moment



Gyén dzd

E

choices

Iw3 dzin da na
= B

falling that

Poetic Translation

j€ bu nan dzy dzyé da
t T He B8 #
and not be able to refuse

3 U lwan st na i dzn
m & = m—fE
and regardless being which kind of
dou hwer st wd lj3o lex
e B3 TR
all makes me tearing

st wd dzar j& dzony
B3 = = YN
makes me on leaves  eventually
san san di hds hwér
5 R
deeply regret

FHrk

¥HRENE

HEEEREFEMUA

HRRENE RS

Temptation

Finally, | learned

temptation.
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one day

on this autumn day when the leaves will finish falling.

Finally, | understand what is called



KIRLUABRRERE Forever, having the most beautiful look,

HIRTEHRIZEEIRER appearing at my least defendable
BFZI 84 moment,

EMTFEEEZ yul is the fate that | cannot accept,
TREIEBRIMIE nor am able to refuse.
MmEREM—iEEE And regardless what kind of choice,
MEFEHRR all makes me weep,

FH AEERRESEMHBR—A makes me on that leaves falling day
iR E deeply regret.

“In this poem, the speaker describes temptation as the conflicts between the ideal and
the reality of life; whatever the choices one has made, you will eventually have feelings of
regret”>3, Liu states in her theses. With this helpless feeling, Chien employs minor keys
throughout the whole piece. Moreover, as in the poem, there are three stanzas of the texts, and
Chien clearly composed a ternary form in the key signature order of F-sharp minor, G-sharp

minor, then back to F-sharp minor.

Example 3.23. Key modulations, from “Temptation”, mm. 9-13, 33-36
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53 Liu, 141.
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To begin the prelude, Chien uses four quarter note F-sharp minor triad chords to secure the

tonal center, with a syncopated descending melody played in the left hand.

Example 3.24. Syncopated piano melody, from “Temptation”, mm. 1-4

i (2,3,4,5J)
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il
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Against the quarter note chords steadily playing in the right hand, this syncopated piano melody

with irregular rhythms indicates the struggle of pulling between acceptance and resistance of

temptations. The same motif returns after the vocal line in measure six.
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Example 3.25. Struggle motif, then key modulation, from “Temptation”, mm. 5-13
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The vocal line introduces the first line of the poem in measure five. As the “struggle” motif

reappears again in measure six and ends in measure ten, the second line of the poem enters,

paralleling of the same texts and vocal melody of measure five. Later in measure twelve, the

piano plays a major seventh chord built on the sixth scale degree, VI’* suggesting the

acceptance of temptation, resolving into the second inversion of a half-diminished seventh

chord as ii?’, with the common notes of G-sharp and F-sharp modulating into the second

section in G-sharp minor in measure 14.
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Example 3.26. Descending scale degrees, from “Temptation”, mm. 14-25
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In the B section, Chien added a short performance guide line in measure 14 with the
parentheses, " R{FERIAEFL, (face of angel), corresponding with the text K= LLABERIZEEE

(Forever, having the most beautiful look). Chien changes the register for the piano and the
texture become more transparent with large melodic leaps in both hands perhaps suggesting
the beauty of temptation. At the same time, Chien repeats the pattern of descending scale
degree 5 to scale degree 2 three times between measures 14-25 in both hands, separated by an
octave. This, as catalogized by Liu in her dissertation in chapter four, produces a feeling of

stagnation within the repeating patterns.>* With the syncopated vocal line indicating struggling,

4 Liu, 281.
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this suggests that the speaker is immersing in the beauty of temptation, but is still struggling in
one’s conscience. Chien then employs eighth notes patterns, increasing the momentum of the

music.

Example 3.27. Descending D-Dorian scale, from “Temptation”, mm. 29-36
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At the transition between section B and A’ in measure 34 to 36, Chien uses an abrupt D-Dorian
descending bass line returning the tonal center back to F-sharp minor. This scale begins with E3,
the sixth scale degree in G-sharp minor, down a descending scale, with D-natural and A-natural,
preparing the return to the key of F-sharp minor. The scale ends at D-natural serving as a
dominant functioning chord for F-sharp minor in measure 36. This abrupt D-Dorian descending
scale may suggest that the speaker’s conscience is coming back, and the feelings of regret are
gradually emerging from inside. After the transition, the tonal center returns to F-sharp minor in
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the third section at measure 37, with the “struggle motif” reappearing in the piano part,

although slightly altered.

Example 3.28. Altered struggle motif, from “Temptation”, mm. 37-44
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After the climax in measures 47 and 48, this song nears the end.

Example 3.29. Inharmonic sonority, from “Temptation”, mm. 50-54
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While the piano plays a sustained pedal on the sixth scale degree at measure 51, the voice ends
on a sustained G-sharp, or second scale degree, recalling the sonority of the half-diminished
seventh chord before section B. Finally, in the final measure, the right hand of the piano plays
an F-sharp triad chord, dissonant to i and ii?” enhancing the feeling of regret, as the texts reads

FREVEME (deeply regret).
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For the pianist, it is important to project the struggling motif in the left hand of the
piano. Similarly, during the first half of the B section in measure 14 to 25, the pianist must
project the pattern of four measures with the repeating descending scale degrees. At the end of
section B in measures 34 to 36, the performers must not slow down but maintain the
momentum as the singer holds the note of C-sharp. Finally, in the climax of measure 47 and 48,
the pianist must play colla voce as the singer may need additional time for emphasizing the
consonants of AB— A (that day).

For the Singer, there are a few spots that the composer wrote a rest or a breath mark
indicating phrasings, e.g. breath mark in measure 26, and rests in measure 28, 44, and 47.
Therefore, it is important to refer back to the original poem for phrasing identification. The only
spot that one may break the phrase is in measure 52, between ZEiEH (deeply), and & 1E
(regret). This would only pertain to young singers.

Example 3.30. Suggested breath, from “Temptation”, mm. 50-53
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Singer must hold the fermatas in order for the sonority to be clearly heard, but this phrasing
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allows young singers have more time for preparing the emotion and enunciation for the final

word of “regret”.

“Artiste”

Meter of Music: 2, 3, 4, 5, 6 quarter-note time
Key Signature: F mode

Tempo: Andante moderato

Musical Form: Through-composed

Vocal Range: C4 — G5

Tessitura: F4 —F5

Suitable for: All voice type

Synopsis
Please do not believe my appearances and my emotions with my performance.
Underneath the face full of makeup, | have the heart of an artiste. Dear friends, | am an artiste

in this present life, living in the story of other people, weeping with my own tears.

IPA with Word-for-Word Translation

tein bl jau ¢jan ¢in wd da mér li
iE & fHE T EE
please donot believein my beauty

j€ bu jau ¢jan ¢in wd da ar tein
el ~E  ME ke Ei1F
also donot believe my love
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dzar

td man ls jdu tsar de mjén z3n
= FERT SRR " &
be fully covered with oil paint face
wl  jduds st ka cidzida Gin
*x An = A BkF8 i
I having am an artiste heart
swi T tein teje wan bu jav
L ® F&  FE
andso please ever never
bl jav ba w3 da ber a1 dan dzan
~E B xH ER B E
never  take my sorrow seriously
j€ b jau swéidzs wddes bjau jén
el T*E BZE EW X E
also never  along my performance
tein ar da p3n j3 dzin san dzin st wldzi st
HER AR S4& St ERZ
dear friend  in this present life | only am
ydn yén  dzar bjé zdn da gu st IV
X E & AMAR #E =
forever be of others the stories in

55

dzi ¢ja
ZTF

under

Gin swer

IV

break hears

go

&

an

¢i dzi
BXF

artiste



lj3o dza dzi dzi ds l&x

nE ==i:y iR

weeping my own tears
Poetic Translation
B Artiste
AAEEERERE Please do not believe in my beauty.
HAEHERENER Also do not believe my love.
EZEm T HEHARZT Under the face fully covered with oil paint,
EKEMZERTRID | have an artiste heart
AT L Eﬁ%%’ﬁ% And so, please never ever,
TELREHER never take my sorrow seriously.
th A EFEEHFRIEDE Also do not break your hearts with my performance.
FREMIEER SHESHERZERTF Dear friend, in this present life | only am an artiste,
KEEAMANBEE forever in the stories of others,
REBCHIR weeping my own tears

As an actor on the stage, the speaker discloses that he is portraying a character, and
expressing the emotions of another character. However, underneath the makeup/mask of the
character, the speaker is truly weeping his or her own tears. In order to portray the ideas of the
performing stage and acting artiste, Chien employs the musical and performing elements from
Chinese opera. From the beginning of the song, the piano part is imitating Chinese percussion

patterns found in Chinese opera, and the voice imitates the singing of Chinese opera.

55 Traditional Chinese opera is a popular genre of drama and musical theater in Chinese societies. Famous forms
including Peking opera, Cantonese opera, and Taiwanese opera.
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Example 3.31. Sound imitations of Chinese opera, from “Artiste”, mm. 1-4

FRRE F
Andante moderato (2,3,4,5,6 ,) mf
n | L - 1 1N ?’ ? ]
{[mv - 1[ - i bil' J'\e Nl 1 — 1 A | oM - 1® | ]
o </ \._.; ; : *}a_-/
i L +E4a 1 £ e E B )
y percussive sojund N Chinese opera singing
B === LSS
| | L
e s = i —
be 3 z ba =

From Liu’s thesis, “the half step dissonance, including diatonic semitone and chromatic

semitones, these are commonly heard in eastern music for imitating the percussive sounds”.>®

Meanwhile, for imitating the singing of Chinese opera, one can find grace notes in the beginning

and the end of the vocal lines. Chien also uses the style of %7 (protraction singing) in this

song.

Example 3.32. Protraction singing, from “Artiste”, mm5-7

5 I .
§ . aceel
A P ),, ril. acce,
= I 1 1 1 I 1 I_P _.%IF i - ” - |
il i1 1 i1 i 1 1 ¥ ¥ ¥ ¥ ¥ 1
Y] I b 1) —— p— 4 4 ¥
4 %48 1% £ #E )
o) & | & !
T o 1 L oy
; S— £ i i —
e i
; bla be l)ls |
DS = 22 ==
I | bl

In order to create this singing style, the singer must begin with ritardando for the repeated

syllable, then gradually accelerando to a faster tempo. It is very similar to the baroque trillo®®.

%6 Liju, 150.

57 HERE (protraction singing): In traditional Chinese opera, it is employs by protracting a word for expressing more
emotion. It appears in variety of lengths, often be heard in a line, or at the end of a line. Similar to inserted

ornaments in a line, or cadenza at the end of a line.

58 As Giulio Caccini (1551-1681), described in the preface of his Le nuove musiche, ‘trillo’ is repeating a note from
slow to fast; ‘gruppo’ is a rapid alternation between two neighboring notes, commonly known today as “trill” or
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Not only borrowing musical aspects from Chinese opera, Chien also includes his own stage

directions for this song.

Example 3.33. Stage directions, from “Artiste”, mm. 15-17

agitato
15 ~ ._.ﬁg

I

p " * )

P A | et } - )\‘
o

Fit vA w )T % T

) o ==
-

‘ﬁ"‘ag'h‘aroﬁL
7~ -

. — B =1 ! o

= == P %

i

In the measure of 16, 17, and 18, there is an asterisk marked on top of each measure. With the

|
w

description at the bottom of the page on the sheet music, Chien indicates “Forcefully throw a
handful of chopsticks to the ground”. The sound of chopsticks dropping on the floor imitates the
sonority of BBF>° (wooden block). This surprising and crisp sound, reinforces the tone of
denial of the speaker on the first three lines of second stanza, “please never ever, take my
sorrow seriously, also don’t break your hearts with my performance”. The flow of the music was
even and gentle before this section. But now, with this dramatic stage direction and surprising
sonority, it is suggested that the speaker is conflicted with feelings of helplessness against the
life as an artiste.

Performers will notice the absence of a key signature for this song. Originally composed

for soprano, Chien chose the key of F for matching the tessitura of F4 to F5, for presenting the

“shake”.

%9 A wooden block, small, rectangular, high-pitched wood block used in Chinese folk music and opera.
https://en.wiktionary.org/wiki/#8F
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best vocal range of a soprano voice. However, for imitating the sound of Chinese percussion
instruments, Chien would then have to enter a massive amount of accidentals in the music. In
order to make to the music clearer for musicians to read, the author supposes that Chien chose
not to use any key signatures. Therefore, with the tonal center of F, the author is suggesting
musicians consider this song to be in F mode.

For the pianist and the singer, both must negotiate the tempo change in the sections of

protraction singing in measure 7 to 8, and then 25 to 29.

Example 3.34. Suggested phrasing, from “Artiste”, mm. 5-10

5
© d | f rit. accel.
- oo : —
= hi, > : > .
= |

g Tempo 1

N A . nf
rs 1] 1] | | T Wi 1 Lk o8 ‘ - :r' r :l Ll:- : £

= Yy v v L | ' ====

B F & & ¥d ¥:d ¥:3

The author suggests that in measure 7 to 8, forming the first four notes in the slower tempo,
then faster tempo for the following four notes, followed by a slight ritardando to the end of

measure 8 for preparing the Tempo Primo in measure 9. Similarly, in measure 25 to 29, the
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author suggests treating the eighth notes in the groups of four notes. The singer may be able to
sing with more clarity without miscounting the notes. It also may be easier for the pianist to
play colla voce during these patterns. At the end of measure 29, a slight ritardando is
recommended for preparing the Tempo Primo in measure 30.

Breath marks are only indicated before measure 25; another optional place is before the
fourth beat in measure 36. The singer may breathe before measure 5, 7, 9, 13, 14, 15, 21, 22,

23, 24, 30, 34, 35.

“A Blossoming Tree”

Meter of Music: 3, 4, 5, 6 quarter-note time
Key Signature: F major

Tempo: Moderato

Musical Form: Through-composed

Vocal Range: C4 — G5

Tessitura: F4 —F5

Suitable for: All voice type

Synopsis
In order to encounter you, | have already prayed to Buddha for five hundred years. Thus,
Buddha transformed me into a tree, growing by the roadside where you pass by. Underneath
the sun, | discreetly blossomed all over with flowers, which are my preexistence yearnings.
However, you are passing on without notice. Ah, my friend, those petals fallen behind your back

are my broken heart.
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zu hd
an4e]

how

dzar w3l

T

at my

WEI 23

iy E
for this

tejou

IPA with Word-for-Word Translation

zan ni y dzjen wd
e R B R *
to make you encounter me
dzwer mérli  de st ka
= ™\
R R %l
most beautiful moment
w3  idzar fwd tején tejdu ls

¥ B 186 i RT

I have already in front of Buddha have prayed for

ta zan wd man  dzjé i dwan

g ] £5 2 I — kK

wu bar njén
=] F

five hundred vyears

tsdn yén

E %

prayed tohim letting us toconnect  one bond of this world
fwd y st ba wd hwa dzw) i ka su

(G nE ##% 1 % —®R

buddha thus has me transformedinto a tree

dzan dzar ni bi dzin da Iu pan

R # R R HY B 55

growingon you required to pass through roadside

jan gwan ¢ja san dzdn da kar man la hwa

[&x T BE #th BmT 1E

under the sunlight discreetly blossom all over  flowers
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dw3 dw3 dou st wd tejé st do pan war)

NI #HME Bt AY IS

the blossomings allare my preexistence vyearnings

dan ni dzdu dzin tein ni ¢l tin

= R E i iR i RS

when you approaching please you listen carefully

na dzan d3u da j€ stwd d3n dards Z9 tein

A BER M9 OE =H FEH 2iE

those trembling leaves aremy awaiting passion

3 da ni dzony a st di dz3o gwd

,:él.' -

1] = fR IS EmAM  E B

but when you eventually regardless passing by

dzar ni san hdo Iwa s i di de

= & &T —Hh 4

behind your back fallen all over the ground

pan jdu a na ba st hwa ban

AR W AR Y= it i

friend  Ah! those are not petals

st w3l djau lin da Gin
£ % AW i
is my withered heart
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Poetic Translation

—iZBATE RO A Blossoming Tree

IfEIETE R How to make you encounter me

EHEEENRZ “PH at my most beautiful moment? For this,

e TEERaET RKTHBEH®E | have already prayed in front of Buddha for five hundred years,
KiEHME— REH praying to Him to let us make a bond in this world.
HREEERIE—1EE Buddha thus, has transformed me into a tree,
REMBLEHIIRE growing on the roadside where you are required to pass through,
B TIEEMBERTIE under the sunlight, | discreetly blossom all over with flowers,
b = L ATH AR £ all the blossoms are my preexistence yearnings.

ERER SEIRHHEE When you approach, please listen carefully.
MEEHRNER RS FNEF Those trembling leaves are my awaiting passion.

& RI& M | Hh RE B But when you eventually, pass by without seeing,
HEMRBERET behind your back, fallen all over the ground,

HR &= ] A 2T Ah, friend, those are not petals,

=R AZTHID but my broken heart.

This beautiful poem is the most famous icon of Muren Hsi. It has been composed into
songs by various composers and artists.?® There are three stanzas in this poem, and Liu

suggests in her thesis that three images could portray these three stanzas:®!

The first image is the Maiden’s Prayer, the devoted heart of praying to Buddha; the
second image is the Maiden Transformed into Tree, with all the yearnings blossoming
underneath the sun; the third is the Falling of the Broken Heart. Muren Hsi transforms

the abstract image of courtship into an image of multiple-dimensions with feeling, aural,

80 Mu-De Hsi, “Thoughts About Nan-Chang Chien’s Songs”, Nan-Chang Chien Music Exhibition Program Notes,
March 13, 2005.

61 WeiShu Tsai, trans., 2018.
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and vision sensations.®?
Chien also composes this song into three sections, with the first two sections describing the
prayer and yearning for love. The theme of love is presented at the beginning of the piano
introduction.

Example 3.35. Love theme motif, from “A Blossoming Tree”, mm. 1-7

Fik (3,4,5,6))
o] [r——

P - I L 1 ',
EE S === St
— —"._'_ i —

(

M
ﬂ"_l‘

This motif is found throughout the whole piece, with the imitation in measure 8-10, shortened
form from the end of measure 11 through 12, altered form in measure 19-20, then finally, as a

reprise with an altered ending from measure 40 to the end.

Example 3.36. Altered love theme motif, from “A Blossoming Tree”, mm. 40-43

4nn Tempo I mp (rall) it a tempo ~

y i :r, - — 1 I — 3y H

@ T — e : H
—

rall.

62 Liu, 136.
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With the harmonic language set in tonality, Chien employs F minor in the middle section from
measure 21-39, followed by the reprise and return to the original key of F major, with the love
theme. Chien also chooses the altered ascending arpeggio, plus the dissonance of prolonged G
in the bass against F major chord, in order to bring the feeling of desolated loneliness to the
audience. (See example 3.6.2)

In the middle section, Chien illustrates the image of the tree and the falling of the petals

with the tremolo of G and A-flat.

Example 3.37. Word painting of trembling leaves 1, from “A Blossoming Tree”, mm. 20-24

20 mp
fi 1 I —
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With the tone cluster of F, C, D, G, and A-flat, this odd and sudden sonority, Liu suggests, “it
implies the tragic destiny at the end of the story”.5® In measure 23, the same sonority is heard
an octave higher, perhaps reflecting the urge of the speaker to be heard by making the
trembling leaves, but also illustrating the line of text & {RZE T (When you approach), when the
lover is walking closely. Later in measure 25-31, with the lover nearing, the voice and piano

gradually modulate into their higher registers.

8 Liu, 138.
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Example 3.38. Expanding into further registers, from “A Blossoming Tree”, mm. 25-28

 m—— i e e i
; : = J il‘_bi_.L_il : ! ”if. t i"lﬁ 1 o
._JV = - — e ] ¥ - b
moom# L S L 3 ¥ W % i #
—9—,—bFP4',= I’f??’s’"f‘; L.-be]’ff! bEFEfF r:"
[ IP E_l_ I 1 : VIIF-_J: | — | I— T 1 I
Y mp
i L' - |'J > l" L"‘" E ._![
ﬁl:: = b » ‘br —t— o E? [__ - ———
| | = I

The piano plays eighth note ascending octaves in the left hand. The author suggests that the
speaker is getting anxious and the heart rate of the speaker is quickening. Later, both the voice

and the piano parts continue expanding their registers into the climax at measure 31-34.

Example 3.39. Hemiola rhythm of triplets against duples, from “A Blossoming Tree”, mm. 29-34

32
f e L - P sy o -
— o - Tt T —
— . He—— t {
1 — 1 1
.J T
4 % % T — M 5
{W- .J ...................... [ l
B —— ] I = (o &
| | I T I 1 1 - 1 L 1
5 i — ———
Lt ——
(JE&) ------------------------ !

66



At measure 28, the descending arpeggio minor chords portray the falling of the petals, perhaps
depicting the speaker trying to get the attention of the lover. However, after the lover passes by
without seeing, the piano part plays descending F minor scales in the right hand, against
ascending scales in the left hand. In addition, Chien also employs the vertical hemiola rhythm of
triplets in the right hand against duples in the left hand, in order to create this eager and
dramatic scene. With the extreme range of C1 to Db7 in the piano part, and the dissonance
created by polyrhythms and retrograde scales in both hand, the sonority creates the feeling of
the breaking heart. Followed by the return of the motif of trembling leaves, the piano cuts of

the unfinished voice line.

Example 3.40. Word painting of trembling leaves 2, from “A Blossoming Tree”, mm. 35-39

35
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This time, the motif of trembling leaves descends three times before the reprise section. It is
portraying the leaving of the lover, at the same time, implying the emotion of despairing
hopelessness.

For the pianist, it is important to project the love theme motif. Moreover, it is
recommended to play a slight ritardando during the lines of L EE (five hundred years), #&

—EXEE#% (make a bond in this world), and BIItHEIEREE (my preexistence yearnings). These
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lines are the endings of the love theme, it is essential to allow time to the singers for
enunciating those words. During the sections of trembling leaves, the voice part is in recitativo
style. The pianist has some liberty for when they enter, depending upon the acoustics of the
performance venue. In measure 25-34, it will be helpful to the singer if the pianist plays with
con agitazione, so the singer successfully sustains the lines without taking unnecessary breaths.

For the singer, Chien marks mp all the way through the music, except the mf in measure
31-34. The author suggests that singers endeavor to adhere to these dynamic levels. The singer
must remember in these measures the speaker is in despair, and crying out with his or her
falling petals and not his or her voice. Chien raises a challenge however by setting the melodic
line in the top range of the voice, and with sustained bright vowels. The singer must endeavor
to not sing forte during this climax section, in order to prevent the sounding of shouting out
loud, and depict only the sound of the blossoms.

In addition, the breathing suggestions of this song are, before measure 6, before the
third of m. 8, before the fifth beat of m. 9, before m. 11, optional breath before m. 12, before
m. 13, before the third beat of m. 15, before m. 17, before m. 19, optional breath before m. 20,
before m. 25, before the third beat of m. 26, before the pickup of m. 29, before m. 31, before m.

33, before m. 42.
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CHAPTER 4

CONCLUSION

Poem, a written work which has strong inclusiveness, it is self-
contain with rhythms and rhymes; however, when poems are
composed into songs, it is going to be traveling further, be
delivered deeper...

Muren Hsi

Throughout history, music and literature have been integrated in various forms and
genres, such as novels to operas, or poems to art songs. Especially for the latter, this integration
of art forms is the most refined and concentrated representation. In Chinese cultures and sub-
cultures, this representation of fine arts can be traced back 3000 years. The study of Chinese
cultures and arts is gradually becoming popular in the 21th century. With the growth of
economy in China, plus their population of 1.4 billion people (around 19% of the world's
population)®, it is becoming popular to learn the Chinese language in US society.

This study introduces 6 songs composed by Nan-Chang Chien whose contemporary art
songs and operas are as popular and relevant in Taiwan as the works of Jake Heggie are in the
US. With the composition styles of Chien, these songs are relatively accessible to non-Chinese
speakers to learn and to study. First, Chien composes the Chinese language intonations into the
voice lines. Singers can study the songs without worrying about the misunderstanding from
mispronouncing the tones. Second, the ranges and the tessituras are suitable for any college

vocal students. These songs are originally composed for high voices, but with the transposition

54 World Population Prospects: The 2017 Revision, June 21, 2017.
https://www.un.org/development/desa/publications/world-population-prospects-the-2017-revision.html
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down a minor third or lower, medium and low voice singers have no worries singing over the
second passagio. Furthermore, this study provides complete word-for-word translations with
IPA transcriptions, as well as the poetic translations, providing singers with a basic
understanding of the language flow and grammar in the Chinese language. The explanations of
the compositional choices as well as performance suggestions for the singer and pianist, provide
the understanding of the meanings and thoughts behind the poems. Finally, this study may
provide the foundation and model for further exploration and research into Chinese art song

literature by scholars in the west.
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