
3 T ? 

Mi'J 
yY(5. A9S-S" 

THE INFLUENCE OF CHINESE FOLK AND INSTRUMENTAL MUSIC ON 

TCHEREPNIN'S "CHINESE MIKROKOSMOS," A LECTURE RECITAL, 

TOGETHER WITH THREE RECITALS OF SELECTED WORKS OF J.S. 

BACH, W.A. MOZART, C. DEBUSSY, S. RACHMANINOFF, 

D. SHOSTAKOVICH, AND OTHERS 

DISSERTATION 

Presented to the Graduate Council of the 

University of North Texas in Partial 

Fulfillment of the Requirements 

For the Degree of 

DOCTOR OF MUSICAL ARTS 

By 

Yeou-Huey Luo, B.A., M.M. 

Denton, Texas 

August, 1988 



Luo, Yeou-Huey, The Influence of Chinese Folk and 

Instrumental Music on Tcherepnin's "Chinese Mikrokosmos," A 

Lecture Recital, Together with Three Recitals of Selected 

Works of J.S. Bach, W.A. Mozart, C. Debussy, S. Rachmaninoff, 

D. Shostakovich, and Others. Doctor of Musical Arts (Piano 

Performance), August, 1988, 100 pp., 6 tables, 27 musical 

examples, bibliography, 112 titles. 

One of the most important compositional theories of 

Alexander Tcherepnin (1899-1977), Russian-American composer 

and pianist, is the Eurasian ideology, which was a result of 

the influence of Eastern culture. Inspired by this theory, 

Tcherepnin not only extricated himself from his own 

compositional techniques, but also intensified his search 

for musical folklore. In April, 1934, he began a world tour 

which was to include China, Japan, Singapore, the 

Philippines, Egypt, and Palestine, to search for "musical 

folklore." He became so fascinated with the culture of 

ancient China that he cancelled the rest of his 

arrangements, and, except for visits to Japan, he remained 

in China for three years, until the outbreak of the Sino-

Japanese War in July, 1937. 

During his three-year stay in China, Tcherepnin was 

greatly attracted to Chinese culture, and as a result, 

Chinese culture influenced his music to a significant 



degree. This essay examines the manner in which 

Tcherepnin's music was influenced by his experiences in 

China. 

In order to precisely analyze the close affiliation 

between Chinese musical elements and Tcherepnin's "Chinese 

Mikrokosmos," many original Chinese sources proved 

indispensable in this study. These sources include 

Chinese folk music, theater music, instrumental music, 

religious music, and Chinese periodicals and newspapers that 

reported Tcherepnin's activities in China (1934-7). 

The organization of this dissertation as follows: 

Chapter I provides a brief biographical sketch of 

Tcherepnin, traces his activities in China, and introduces 

one of his greatest "Chinese" compositions, "Chinese 

Mikrokosmos," which represents the fruits of his labors to 

scrutinize and absorb Chinese musical language. Chapters II 

and III are devoted to exploring how Chinese folk and 

instrumental music inspired Tcherepnin's "Chinese 

Mikrokosmos." Chapter IV summarizes this study. 
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INTRODUCTION 

1 

The value and importance of "Chinese Mikrokosmos" 

are such that a thorough study of these masterpieces is 

justified. The Five Concert Studies, Op. 52, were strongly 

inspired by Chinese musical expression, and were conceived 

by Tcherepnin as the culmination of "Chinese Mikrokosmos." 

Thus, Op. 52 will receive primary attention in this thesis. 

There are several sources in which Tcherepnin's 

sensitive use of Chinese music and art idioms for his 

"Chinese" compositions has been mentioned. However, all of 

these sources provide little more than a very brief 
2 

discussion of these influences. This thesis endeavors to 

provide additional insight into how Chinese instrumental and 

folk music influenced the shaping of Tcherepnin's "Chinese 

Mikrokosmos." 

In order to precisely analyze the close affiliation 

between Chinese musical elements and "Chinese Mikrokosmos," 

1. The "Chinese Mikrokosmos" consists of Piano Study on 
Pentatonic Scale (without opus number), Etude de Piano 
sur la Gamme Pentatonique (Op. 51), Funf Konzert-
Etuden (Op. 52), and Technishe Studien an der 
Funfstufigen Tonleiter, (Op. 53). All of these four 
compositions are composed under the influence of the 
Chinese music and culture. 

2. The main sources are: Alexander Tcherepnin, His Influ-
ence on Modern Chinese Music, by Chi-jen Chang; The Com-
plete Piano Music of Alexander Tcherepnin, by Guy Snyder 



many original Chinese sources proved indispensable in this 

study. These sources include Chinese folk music, theater 

music, instrumental music, religious music, and Chinese 

periodicals and newspapers reporting Tcherepnin's activities 

in China (1934-7). This information has been collected from 

all over the U.S.A., the Republic of China, Hong Kong, and 

the People's Republic of China. 

This thesis uses the Wade-Giles system of Ramanization. 

All proper names are given in Western fashion with the given 

name first and the surname second. For further clarity, 

Chinese characters have been placed after all transliterated 

words. 

The organization of this thesis is as follows: 

Chapter I will provide a brief biographical sketch of 

Tcherepnin, trace his activities in China, and introduce one 

of his greatest "Chinese" compositions, "Chinese 

Mikrokosmos," which represents the fruits of his labors to 

scrutinize and absorb the Chinese musical language. 

Chapters II and III will be devoted to exploring how Chinese 

instrumental and folk music inspired Tcherepnin's "Chinese 

Mikrokosmos." Chapter IV will summarize this study. 

Wuellner; and Alexander Tcherepnin, by Willi Reich. 



CHAPTER I 

THE ADVENT OF TCHEREPNIN'S CHINESE INFLUENCE 

Alexander Tcherepnin--the Composer and Pianist 

Alexander Tcherepnin (1899-1977), Russian-American 

composer and pianist, was born in St. Petersburg, Russia, on 

January twenty-first. His father, Nikolai Tcherepnin, was a 

celebrated composer, conductor, mentor, and director of the 

Russian Ballet of Diaghilev and the Tbilisi Conservatoire. 

His mother, Marie Benois, the daughter of the well-known 

French painter Albert Benois and the famous German pianist 

Marie Kind, was a mezzo-soprano who was expert in German 

Lieder, Russian romances, and French songs. 

Inspired by the atmosphere of his home in which there 

were many musical rehearsals and gatherings of famous 

musicians and artists, Tcherepnin gained much valuable 

musical experience during his childhood. He exhibited an 

extraordinary ability in composition and piano playing from 

an early age. At the age of eleven he gave his first public 

piano recital, and by age fourteen he had composed a ballet, 

an opera, and many piano works. His compositional output"^ 

exceeds well over 100 works in various genres: operas, 

1. "Compositions of Alexander Tcherepnin--Complete List," 



ballets, symphonies, concertos, chamber music, cantatas, 

songs, and an abundant number of piano solos and 

transcriptions. 

In 1921, following the Russian revolution, the 

Tcherepnin family fled Russia and settled in Paris. After 

completing his compositional studies with Paul vidal and 

piano lessons with Isidor Philipp at the Paris 

Conservatoire, Tcherepnin began his career as an 

international concert composer-pianist, performing mostly 

his own compositions. His concert tours soon spread his 

fame throughout Europe, North America, Africa, and Asia. As 

a result of his travel as a virtuoso pianist, Tcherepnin was 

exposed to a wide diversity of musical material which 

enriched his musical vocabulary and kept him from being 

confined within a limited Western musical idiom. 

Eurasian Theory 

One of Tcherepnin's most important compositional 

theories is the Eurasian ideology which he used not only to 

4 

extricate himself from "technicalities" but also to 

intensify his search for folklore. His ideology is 

thoroughly presented in his "Short Autobiography (1964)": 

a private collection of Mme. Hsien-ming Tcherepnin. 

4. This word was used by Tcherepnin to indicate his own com-
positional techniques around the late 1920's: namely, the 
nine-step scale, the interpoint and polyphonic devices. 



Around 1,000 years ago, Russia was geographically 
situated in feudalistic states not always friendly 
to each other. The Mongolian invasion put all of 
these states under the domination of the Mongols, so 
that Russia became part of the great Mongolian 
Empire, which extended from Visla to the Pacific 
Ocean. After many centuries, the Russians succeeded 
in defeating the Mongols; they did not drive the 
Mongols away, but dominated them, inheriting the 
great Mongolian Empire. There is a French proverb 
which reads, "Scratch a Russian and you will find a 
Tartar." Indeed, the Mongols and the Russians 
merged, so that the actual Russian race is in many 
ways the result of this assimilation.c 

He further stated: 

So when it came time to "Scratch" myself, I 
recognized my affiliation with the East, nature for 
me as a Russia^, and found in the Eurasian 
Weltanschauung a stimulation, both philosophically 
and musically. To get away from my own musical 
formulas, I began to look into musical folklore... 

China Tour 

In April, 1934, Tcherepnin came to China to study 

folklore and to perform concerts. At first, he planned to 

spend a mere two months in China, and then to continue his 

8 

world tour. However, after his debut in Shanghai, he was 

so deeply touched by the culture and the people of ancient 

5. Alexander Tcherepnin, "A Short Autobiography (1964)," 
Tempo 130 (Sept. 1979), 17. 

6. Tcherepnin explained this word in the same article as 
"the Russian world concept." 

7. Tcherepnin, loc. cit. 

8. "Young Composer in Shanghai," The North-China Daily News 



China that he cancelled his travel plans to the Philippines, 

9 
Singapore, Egypt, and Palestine. As a result, he stayed in 

1 0 
China during most of the three-year period from 1934-7. 

Appreciation 

After having spent his first three months in China, he 

wrote a letter to Walter Koons, music supervisor at N.B.C. 

in New York, to share his excitement about the life style of 

China: 

. . . since we landed in China early in April for 
the three months that we stayed there, "everyday 
events" have taken all my time . . . . The "every-
day events" were of a very delightful nature. I 
never expected to find a country where people would 
be so interested in what I can offer them, and then 
I never expected to find—even in China--so many 
ideas and art accomplishments.^ 

As reflected in his own autobiography, Tcherepnin had 

been surrounded by his own musical formulas for many years, 

and he became "tired of" his own compositional techniques. 

(China), April 12, 1934, 10. 

9. Willi Reich, Alexander Tcherepnin, 2nd rev. ed. (Bonn: 
M.P. Belaieff, 1970), 39. 

10. Guy S. Wuellner, The Complete Piano Music of Alexander 
Tcherepnin (D.M.A. dissertation, University of Iowa, 
1974; Ann Arbor, Mich.: University Microfilms, 75-1290), 
88. A list of "Tcherepnin's Schedule and Activities in 
the Orient from 1934 to 1937" was provided by Wuellner 
on this page. 

11. Alexander Tcherepnin, "Letter to Walter Koons, Music 
Supervisor at N.B.C.," Music Courier, Nov. 17, 1934, 17. 



It was time for him to look for a "new means, a deeper 

1 2 

meaning of art." Tcherepnin's urgent state of mind for 

seeking and exploring original Chinese folk sources was 

exposed to the public as soon as he arrived in this ancient 

country: 

I have been for so many years surrounded by music. 
It is time that I refreshed myself at its source. I 
want to hear the songs labourers sing at their work, 
and that beggars chant in the streets, if they chant 
in China.^ 

Ancient China, to Tcherepnin, was indeed such a "new" 

world of sound that the expression and interpretation of 

every song from the people captivated his interest: 

Music of every kind, from the most primitive 
upward, belongs to the every day life of the 
Chinese. 

A workman when carrying a heavy load hums in 
time to his slow movement. When there are two the 
musical declamation is shared between. One murmurs 
the beginning of the rhythm the other the end. 
During the building of a house these incantations 
are heard from all sides. The street vender 
announces his passage with a rhythmical beating on 
some primitive percussion instrument (of wood, iron 
or copper). With two venders selling the same 
wares, one will play on a bamboo flute, or sing, 
whilst the other accompanies him on some instrument. 
Even in established shops music is heard. Each cook 
in the restaurants has his own rhythm to which he 
works and by which one can recognize him from afar. 
Every tram car conductor in Peking has his own 
rhythm for the sounding of the warning bell. A monk 

12. Tcherepnin, "A Short Autobiography (1964)," 16. 

13. "Young Composer in Shanghai," 10. 



in solitary prayer beats a wooden tablet with a 
small stick in regular rhythm, the prayer of a group 
of monks is more a rhythmic declamation than a 
chant . . . . 

From its most primitive to its highest form the 
native music of China is closely bound with the 
being of the people and synchronizes their work, 
their life, their dreams and their meditation.^ 

It is no wonder that he cancelled the rest of the 

arrangements for his world tour and remained almost 

continuously in China until just three months before the 

outbreak of the Sino-Japanese War in July of 1937. 

1 5 

Though he left China at that time, his "nostalgia" 

for China lingered in his mind persistently. He expressed 

his "nostalgic" state by constantly incorporating Chinese 

elements into his later works (see p. 22) and by planning an 
1 6 

eventual return to China. However, his hopes were 

14. Alexander Tcherepnin, "Letter to Leonard Liebling," Music 
Courier, Feb. 23, 1935, 19. 

15. Tcherepnin bought a house in Peking during his stay in 
China and considered Peking as his "permanent residence," 
according to Chi-jen Chang, Alexander Tcherepnin, His 
Influence on Modern Chinese Music (Ed.D. dissertation, 
Teachers College, Columbia University, 1983; Ann Arbor, 
Mich.: University Microfilms, DA8322186), 94-5. 
However, the unstable situation in China due to the 
Sino-Japanese War left him no alternative but to leave 
China. He was still closely associated with the Chinese 
culture by his marriage with Hsien-ming Lee, a Chinese 
pianist, in the late summer of 1937 in France. There-
fore, it could be concluded that China was Tcherepnin's 
second home. 

16. That Tcherepnin hoped to return to China is verified by 
Mme. Hsien-ming Tcherepnin1s statement, interviewed by 
Chang (See Chang, op. cit, 128). 



vanquished by the "political turmoil and change of political 

circumstances."^ 

During his stay in China, he developed, day by day, an 

increasing passion for Chinese culture and arts. Not only 

did he listen to Chinese classical music and attend the 

Chinese theaters, he also collected folk music everywhere to 

enrich his musical language and extend his horizon of 

1 8 

knowledge. He emphasized the importance of folk music by 

drawing a parallel between the human body and folk music. 

He wrote: 

I came to the conclusion that what the knowledge of 
human anatomy is to the painter, the folklore of the 
people is to the musician. The lines of the body 
are the lines of the life, the lines of the 
survival . . . . The lines of folk music are the 
lines of musical survival, for the folklore of all 
nations shares the quality of having lasted through 
the centuries; it represents in music what the human 
body represents in painting. 

Besides establishing close relations with Chinese 

classical and folk music, Tcherepnin also associated himself 

with many well-known musicians, such as Lan-fang Mei 

and Yen-chiu Ch'en , 2 0 to achieve a better 

17. Ibid. 

18. Yu-mei Hsiao, "Preface" of his ed. of Piano Study on 
Pentatonic Scale by Alexander Tcherepnin (Shanghai: 
Commercial Press, 1935). 

19. Tcherepnin, "A Short Autobiography (1964)," 17. 

20. Both were the well-known Peking opera actors at the time, 



10 

understanding of Chinese culture and art. In order to 

appreciate the Peking opera more deeply, he asked to be the 

adoptive son of Ju-shan Chi ), an authority on the 

Peking opera. His Chinese name, Chi-erh-p'in ), was 

given by his adoptive father by transliterating his Russian 

21 

surname; henceforth he used this Chinese name. 

From the strong evidence of Tcherepnin's close 

association with Chinese art and music, it can safely be 

inferred that his music was strongly influenced by his 

experiences with Chinese music and art. He himself 

expressed this point in the letter to Walter Koons: 

All that I have heard of Chinese music, all that I 
have seen in Chinese theaters, all the art that is 
around you in monuments when you are in Pekin[g], 
that comes to your home in the form of boxes, 
letter-paper, simple covering of your purchases— 
all this—once digested—will be in my next works— 
as it is now in me. I studied Chinese notation-
even Chinese language and letters—in order to get 
deeper knowledge of the country and people.22 

Contribution 

Tcherepnin felt that he owed the Chinese and China a 

debt of gratitude for the country's solicitous hospitality 

and unique national culture, which "refreshed" his 

vocabulary of music. He often expressed this concern to 

21. Chi-chou Pi, "The Leader of Chinese Music: Tcherepnin," 
Music and Audiophile (Hong Kong) IX/1 (Sept. 1982), 16. 

22. Tcherepnin, "Letter to Walter Koons," 17. 



Dr. Yu-mei Hsiao 

11 

23 

China and the Chinese are indeed very nice. [I] 
have travelled to many countries in Europe and 
America; however, not anywhere is so nice as 
China.24 

Expressing his appreciation and deep concern as well as 

repaying the debt to the country and its people, Tcherepnin 

not only initiated a piano composition competition with a 

Chinese character, but also composed the Piano Study on 

Pentatonic Scale. 

Competition. In order to encourage young Chinese 

composers to write in a Chinese style as well as to advise 

them to avoid the influence of Western trends, Tcherepnin 

organized a piano composition competition of a Chinese 

character, for native Chinese composers only. Another 

purpose of this competition was for Tcherepnin to take the 

prize winning composition with him and include it in his 

25 

repertoire. The eleven compositions entered were so high 

in artistic value that the committee (including Tcherepnin) 

awarded, besides the first prize, four extra prizes. All 

23. Dr. Hsiao studied with Emil Pauer, Riemann, and Reger, 
and obtained his Ph.D. at Leipzig University. Being the 
director of the National Conservatory of Music in 
Shanghai, he invited Tcherepnin as an honorary professor, 

24. Hsiao, loc. cit., trans, by the present writer. 

25. Alexander Tcherepnin, "Letter to Dr. Hsiao," cited in 
Chang, op. cit., 59. 



1 2 

five prizes, totalling two hundred Mexican dollars, were 

offered voluntarily by Tcherepnin. Later, Tcherepnin 

included two of the winning compositions, Lu-ting Ho1s 

Buffalo Boy's Flute, the first prize composition, 

and Chih-ch1 eng Lao's {%%%}$*) Shepherd's Pastime, one of 

the other winning compositions, in the repertoire of all his 

recitals, including those given in Japan, Europe, and the 

2 6 
United States. Furthermore, Tcherepnin established a 

publishing firm in Japan to publish the two winning works, 

2 7 

as well as some other Chinese and Japanese compositions. 

He even introduced some of these published compositions in a 

lecture recital in Munich. Tcherepnin was the first concert 

pianist in European music history to introduce and perform 

Chinese compositions that were composed for a Western 

2 8 
instrument. 

According to composer Hsiieh-an Liu's 

recollection, Tcherepnin was a very gentle mentor. He often 

patiently admonished and enthusiastically guided the Chinese 

composers. He tutored: 

The Chinese should follow their own paths to enhance 
and glorify their own traditional national music, 
and should compose a composition which possesses the 
characteristics of their own national music to 
enrich the music of the world.2g 

26. Chang, op. cit., 61ff. 27. Ibid., 84. 28. Ibid., 86ff. 

29. Hsiieh-an Liu, "Remembering the Russian Composer 
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Tcherepnin always firmly believed that "the more national 

30 

his product, the greater will be its international value." 

Piano Study on Pentatonic Scale. When Tcherepnin 

observed his Chinese piano pupils in several large cities of 

China, he was so touched by their insistence in learning the 

new instrument (even when this at times was against the will 

of their families) that he felt obliged to make their goal 

simpler by composing Piano Study on Pentatonic Scale for 

Chinese piano students. 

He had been impressed by the perfection attained when 

Chinese music was played by his pupils on Chinese 

instruments. yet he was aware how much these same pupils 

lost as they studied the piano. Soon he realized that this 

loss of perfection was due to the unfamiliar instrument—the 
31 

piano--and the unknown music of Mozart and Chopin. 

In order to help Chinese piano students eliminate at 

least one of these disadvantages, Tcherepnin ultimately 

decided to compose piano exercises which were based on the 

Chinese pentatonic scale. He transcribed Chinese 
32 

instrumental music into piano pieces, and adapted Chinese 

Tcherepnin," Music and Audiophile (Hong Kong) IX/1 
(Sept. 1982), 20, trans, by the present writer. 

30. Alexander Tcherepnin, "Music in Modern China," The 
Musical Quarterly XXI/4 (Oct. 1935), 399. 

31. Ibid. 

32. Tcherepnin, "Letter to Walter Koons," 17. 
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folksongs on the piano. Tcherepnin's meticulous 

pedagogical design was compiled to form Piano Study on 

Pentatonic Scale. 

He later requested that this study be included in one 

of the series of the National Conservatory of Music in 

Shanghai. Dr. Yu-mei Hsiao, director of the institution, 
34 

welcomed his request. As a result, the government of 

China, in the 1930's, adopted this Piano Study on Pentatonic 

Scale as a text in all the schools and universities in 
. 35 

China. 

"Chinese Mikrokosmos" 

Piano Study on Pentatonic Scale is one of his first 

creations to be based on the Chinese pentatonic scale. 

Besides this Piano Study, there are three more piano 

compositions which are also based on the Chinese pentatonic 

scale and are inspired by Chinese culture and arts. These 

are: Etude de Piano sur la Gamme Pentatonique (Op. 51), 

Fiinf Konzert-Etuden {Op. 52), and Technische Studien an 

der Funfstufigen Tonleiter (Op. 53). According to 

Wuellner's dissertation, Tcherepnin agreed with his descrip-

tion of all four of the aforementioned compositions as 

"Chinese Mikrokosmos," whose instructional and educational 

33. Tcherepnin, "Music in Modern China," 398. 

34. Hsiao, loc. cit. 35. Wuellner, op. cit., 222-3. 
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value he believed to be comparable to B§la Bartok's 

Mikrokosmos.^ 

Piano Study on Pentatonic Scale 

The Piano Study is in five parts. 

Part I. This part consists of thirty short pieces 

which explore the five basic positions of the Chinese 

pentatonic scale (Example 1). These five basic positions 

also are the five modes of the Chinese pentatonic scale, 

namely Rung mode ( ^ ), Shang mode ( ), Chiao mode ( ji) ) , 

Tzu mode , and Yti mode (Tffl ). In the movable "do" 

system, the Kung mode is interpreted as do-re-mi-sol-la, the 

Shang mode as re-mi-sol-la-do, the Chiao mode as mi-sol-la-

do-re, the Tzu mode as sol-la-do-re-mi, and the Yu mode as 

la-do-re-mi-sol. 

Example 1. A. Tcherepnin, Piano Study on Pentatonic Scale, 
Part I, five positions. 

1st position 2nd position 3rd position 
R.H. 1 2 3 4 5 R.H. 1 2 3 4 5 R.H. 1 2 3 4 5 

* 4 t : : : : 
L.H. 5 4 3 2 1 L.H. 5 4 3 2 1 L.H. 5 4 3 2 1 

4th position 5th position 
R.H. 1 2 3 4 5 R.H. 1 2 3 4 5 

g . 0 + * - ~ * 4- * 

« ' ' ' I ^ * ' " 

L.H. 5 4 3 2 1 L.H. 5 4 3 2 1 

Each of these studies is composed in one position (or 
36. Ibid., 223. 
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mode) throughout, and all thirty pieces (or all the five 

positions) are written in the key C major. Part I is 

didactically intended for Chinese piano beginners. A 

portion of Part I was later extracted and republished as the 

Premiere Suite, Op. 51, No. 1 and the Deuxieme Suite, 

Op. 51, No. 2. 

Part II. This part is devoted to exercises written in 

the Kung mode of the pentatonic scale, these being 

implemented through three steps: (1) the "Preparatory 

exercise"—exercising the turn of the thumb under the fifth 

finger, (2) scales of the Kung mode arranged in various 

rhythmic patterns—single quarter-notes, duple eighth-notes, 

triple eighth-notes, and quadruple sixteenth-notes, and (3) 

scales of the Kung mode written in all major keys. 

Because the pentatonic scale constitutes five notes, 

the fingering for playing the five-note pentatonic scale was 

specified by Tcherepnin through the application of all five 

fingers on the five notes of the pentatonic scale. For 

example, the fingering used in the Kung mode of the key of C 

is as follows: C--D—E--G--A by 1""2~~l~i — J i?*?/! ' 
5„4_-3_-2 — 1 (L.H. ) 

instead of the fingering (R.H.), 1--2--1--2.-3 

(R.H.)f o r any other other fingering patterns. In short, 
(L.H.) 
the fingering—1—2 — 3--4—5 (R.H.)__was the only fingering 

5--4—3--2—1 (L.H.) 

assigned in Part II for all the Kung mode scale exercises in 

all the major keys. There are no exceptions. This 

fingering was the only one suggested and was the one that 
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Tcherepnin considered the most suitable for playing the 

pentatonic scale in the Kung mode. Thus, in Part II, there 

are two very challenging techniques as follows: (1) the 

turning of the thumb under the fifth finger, no matter 

whether the fifth finger played on black or white keys, and 

(2) the stretch of the fingers 3-4 of the right hand and 3-2 

of the left hand in the interval of a minor third in all the 

major keys. Although they are challenging, the above 

fingerings are essential techniques for mastering the 

playing of a legato, smooth, and rapid pentatonic scale. 

Part III. This part is composed of twelve short 

pieces, all of which were later republished as Bagatelles 

Chinoises, Op. 51, No. 3 (douze pieces courtes). Apart 

from the employment of the pentatonic scale, most of the 

twelve Chinese Bagatelles are influenced by the idioms of 

Chinese instrumental music and the art of folk music and 

songs. (See Chapters II and III for a detailed discussion.) 

This incorporation of Chinese elements was discussed by 

Tcherepnin in a letter (July 25, 1934) to Walter Koons, as 

well as in his article "Music in Modern China." (The 

composer's idea as influenced by the two above mentioned 

sources has already been discussed on pages 13-4.) 

Part IV. This is devoted entirely to exercises 

utilizing the pentatonic arpeggio. The entire structure of 

Part IV is, in a way, similar to that of Part II and is 

outlined in three steps: (1) "Preparatory exercises," (2) 
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arpeggios arranged in various rhythmic patterns, and (3) 

arpeggios written in all the major keys. The pentatonic 

arpeggio in Part IV is. made up mostly of intervals of a 
(3rd) (4th) (4th) 

fourth and interval of a third: C E A D G C. 
(4th) (4th) 

Tcherepnin's fingering of the pentatonic arpeggio is the 

same as for that of the pentatonic scale in Part II, which 

calls for the use of all five fingers on the five notes of 

the pentatonic arpeggio: C—E--A--D--G--C by ^ ^ — 3 - - 4 - - 5 
* 5 — 4 — 3 — 2 — 1 

(R H ) 

( L " H •
 A s a result of this design, the stretch of the two 

adjacent fingers of the kind, 2-3, 3-4, 4-5, and 5-1 of the 

right hand, and 4-3, 3-2, 2-1, and 1-5 of the left hand are 

much wider than that of fingering for arpeggios in Western 

major or minor keys. Both Part II and Part IV were wholly 

incorporated as parts of Technische Studien an der 

Funfstufigen Tonleiter, Op. 53. 

Part V. This part is a concert etude entitled 

"Hommage a la Chine" which was inspired by the effect and 

technique of the p'i-pa. Tcherepnin was so impressed by the 

performance ability of Miss An-ho Ts'ao ) the p'i-pa 

virtuoso, that he studied with this p'i-pa master. "Hommage 
o "7 

a la Chine" is the result of his p'i-pa lessons and his 

admiration for Chinese p'i-pa music. Tcherepnin's study, 

which is highly virtuosic in its utilization of repeated 

37. This Piece was begun in the summer of 1934 in Shanghai, 
then finished in Japan. Tcherepnin started p'i-pa 
lessons two months before he left China for Japan in 
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notes and octaves on the piano, was dedicated to a Chinese 

pianist, Hsien-ming Lee , the composer's future 

3 8 

wife, and was a "love offering." 

Conclusion. The Piano Study itself, like a piano 

microcosmos, contains various levels and functions of 

studies ranging from very easy studies based on the five 

basic positions of the pentatonic scale to the extremely 

virtuosic concert £tude, "Hommage to China," and from the 

daily requisite scale and arpeggio exercises to the twelve 

charming Chinese bagatelles. Furthermore, the Piano Study 

fuses two different languages: the Chinese pentatonic scale 

and a Western form and style, the "Sonatine," "Canon," 

"Valse," and "Western song." It is not only an illuminative 

guide for Chinese beginning, intermediate, and advanced 

pianists, but more importantly, is the first piano text 

written in "Chinese" style for the Chinese. Its artistic 

value is a result of the composer's genius, enhanced by the 

combination of two different cultures in this microcosmos. 

Opera 51, 52, and 53 

As discussed above, all the compositions of Opera 51, 

52, and 53 are composed of (1) studies extracted from the 

Piano Study on Pentatonic Scale and (2) some newly-composed 

July, 1934, according to Miss Ts'ao's recollection. 

38. Wuellner, op. cit., 243-5. 
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compositions. The table below collates the compositions of 

these three opera: 

TABLE I 

THE COMPOSITIONS OF OPERA 51, 52, AND 53 

Op. 51 No. 1 
No. 2 All are extracted from the Piano Study. 
No. 3 

Op. 52 No. 1 
No. 2 
No. 3 
No. 4 
No. 5 

newly-composed composition 
newly-composed composition 
extracted from the Piano Study 
newly-composed composition 
newly-composed composition 

Op. 53 This study contains mainly two parts, 
both of which include exercises for: 
Scales 
Arpeggios 
Double Notes 
Octaves 
Chords 

(extracted from the Piano Study) 
(extracted from the Piano Study) 
newly-composed exercises 
newly-composed exercises 
newly-composed exercises 

Of these three opera, the Five Concert Studies. Op. 52, 

effectively convey the Chinese musical spirit and thought 

through the crystallization of Tcherepnin's artistically 

meticulous design and skillful technical manipulation of the 

piano. Op 52 is therefore considered the summit of 

"Chinese Mikrokosmos." The strong influence of Chinese 

music on Op. 52 was discussed by Tcherepnin in his own 

manuscript: "The Five Concert Studies, OP. 52, were com-

posed in 1934-36 and came as a result of the strong musical 
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39 
impression that I have received in China." Tcherepnin 

himself regarded Op. 52 as one of the two "outstanding" 

40 A1 
piano compositions of the "Folk Cure" periods (1933-49). 

All three compositions are based entirely on the 

Chinese pentatonic scale. Apart from this, Tcherepnin also 

adopted music from Chinese folksongs in Op. 51, No. 

3/Bagatelles 9 and 10, and the music of a Chinese Buddhist 

religious ceremony in "Chant," Op. 52, No. 5 and "Monk's 

Procession," Op. 51, No. 1/Bagatelle 6. He imitated the 

tone color, technique, and overall effects of Chinese 

instruments, Namely the p'i-pa ) in "Hommage to 

China," Op. 52, No. 3; the ku-ch'in ( ) in "The Lute," 

Op. 52, No. 2; the mu-yu ) and temple-bell in "Chant," 

Op. 52, No. 5; the lo-ku in Op. 51, No. 3/Bagatelle 

4, "Shadow Play," Op. 52, No. 1, and "Punch and Judy," 

Op. 52, No, 4. All of these demonstrate his close 

association with Chinese instrumental music. 

Tcherepnin's attachment to Chinese theater also 

39. Alexander Tcherepnin, "Catalogue Complet des Oeuvres" 
(1962, typewritten, a private collection of Mme. Hsien-
ming Tcherepnin), cited in Chang, op. cit:., 116. 

40. Another "outstanding" composition is the Suite 
Georgienne for piano and string orchestra, Op. 57. 

41. In "Compositions of Alexander Tcherepnin (up to 1958)," 
a four-page brochure printed by the composer (n.d.), 
Tcherepnin divided his creativity into four periods: 
Search (1899-1921), "Nine-Step Scale and Interpoint" 
(1921-1933), "Folk Cure" (1933-1944), and "Synthesis" 
(1945- ). See Wuellner, op. cit., 84. 



22 

inspired a number of piano works. Examples such as "Shadow 

Play," Op. 52, No. 1 and "Punch and Judy," Op. 52, No. 4 

exhibit the influence of the theater. 

Opera 51, 52, and 53 are significant in Tcherepnin1s 

works in two ways: (1) in these Tcherepnin first employed 

the theory of the Chinese pentatonic scale and Chinese 

idioms, and (2) the theory of the Chinese pentatonic scale 

and the expression of Chinese musical style developed from 

these three compositions and became an important influence 

on his later piano masterpieces. 

Other "Chinese" Piano Compositions 

Elements of Chinese culture never stopped influencing 

Tcherepnin's creativity. He continued to add them to his 

works as long as twenty years after his departure from 

China. Op. 71, Seven Songs on Chinese Poems for voice and 

piano; Op. 95, Seven Chinese Folksongs for bass voice and 

piano; and Op. 89, The Lost Flute for narrator, piano, and 

percussion instruments, and for narrator and orchestra 

all consist of Chinese poetry, literature, various regional 

folksongs, and the pentatonic scale. Fantaisie, Op. 78, a 

programmatic three-movement piano concerto, was motivated by 

Chinese "phiosophy, poetry, and beauty,"42 and by "Eastern 

42. "Piano Music by Living Composers in the Hinrichsen 
Edition," Fantaisie by A. Tcherepnin, two-piano reduc-
tion (London: Hinrichsen Edition, 1949), back cover. 
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Chamber Dream," "Yan Kwei Fei's [sic] (Kuei-fei Yang's) Love 

Sacrifice," and "Road to Yunnan."43 

43. Alexander Tcherepnin, "Composer's Notes," Fantaisie by 
A. Tcherepnin, two-piano reduction (London: Hinrichsen 
Edition, 1949), ii. The programmatic contents of the 
three movements were described by Tcherepnin in 
"Composer's Notes" as follows: 

"I. EASTERN CHAMBER DREAM 
The atmosphere of ancient China lives again in the 
environment of a Chinese room in Paris in the rue de 
Rivoli. Panic in the village at the approach of the 
Tiger. Mourning. Arrival of Woo Sung, the legendary 
hero. His battle with the Tiger. Victory. 
Glorification. 
II. YAN KWEI FEI'S [sic] (KUEI-FEI YANG'S) LOVE 
SACRIFICE 
The favourite of the Emperor, Yan Kwei Fei [sic] 
(Kuei-fei Yang) accused by the people as being the 
cause of the slow downfall of the Empire. To save 
the Emperor she kills herself. Her soul rises to 
heaven. Her love lives as a legend. 
III. ROAD TO YUNNAN 
It is .good, it is fun, to march on a beautiful day 
on the road to Yunnan." 

Western scholars might disagree with Tcherepnin"s 
explanation of Kwei-fei Yang's demise. 



CHAPTER II 

TCHEREPNIN'S UTILIZATION OF CHINESE FOLK 

MUSIC IN "CHINESE MIKROKOSMOS" 

Music is an art which can express the whole of life. 

A people's life style generates its musical culture, and a 

people's music is the reflection of its life style. 

Since remote antiquity, Chinese people have been fond 

of musical expression. China's five-thousand-year music 

history has been collectively created by the people of 

various distinguished races. The folk music of the Chinese 

people is a treasure-house of the entire spectrum of Chinese 

national music. Within the vast territory of the country, 

the music of diverse races and various regions of China have 

their own characteristics. Therefore, the music of the 

Chinese people represents a wealth of variety of styles and 

genres, and is a rich creative product of each race. 

To understand a nation or a people, it is good to 

first understand the music of that culture, since that music 

is the art form which expresses the people's thoughts, 

ideas, wills, and desires, and which on a larger scale 

reflects the whole philosophical ideal of the people. To 

understand folk music, there must be more than mere 

knowledge drawn from a book. Instead, one has to experience 

24 
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such music on a more highly personal level so as to reach an 

intimate understanding which acknowledges the variety of 

social conditions which created the music. For this reason 

Tcherepnin explored the folk music of China on a first-hand 

basis, realizing that this experience would be indispensable 

for providing a composer with a creative source for 

inspiration. He elucidated this concept publicly soon after 

he arrived in China: 

It is not in the conservatories that a student 
should seek his training, but in the villages, and 
wherever common folk gather. They express what is 
in their hearts. But unfortunately, artificiality 
is invading Europe. Once the vendors sang songs of 
their own creation. To-day they hum popular tunes. 
The original flavouring is gone. So I hope to find 
something of it as I travel. Wherever I go, it is 
the songs of the people, themselves that I listen 
for, and rejoice in wherever I find them.,̂  

The inspiration of Chinese folk music in Tcherepnin's 

"Chinese Mikrokosmos" can be divided into four categories: 

(1) the inspiration of religious music, 
(2) the inspiration of folksongs, 
{3) the inspiration of theater music, and 
(4) the inspiration of instrumental music. 

Chapter II will deal with categories 1, 2, and 3. Chapter 

III will be devoted completely to the last category—the 

inspiration of the instrumental music. 

1. "Young Composer in Shanghai," 10. 
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Tao-ch'ing—Religious Music 

Background Literature 

"Chant." "Chant," Five Concert Studies, Op. 52, No. 

5, was composed in New York in 1936. Inspired by a Chinese 

Buddhist monk chant, this composition was composed in the 

form of a theme and variations, according to Tcherepnin's 

2 
unpublished manuscript and Mme. Hsien-ming Tcherepnin's 

3 

statements when interviewed by Chi-jen Chang. The theme of 

"Chant" is shown in Example 2: 

Example 2. A. Tcherepnin, "Chant," measures 1-13. 

Lento 

According to Mme. Hsien-ming Tcherepnin, the inspiration of 

"Chant" was drawn from an actual event: 

Alexander Tcherepnin, unpublished manuscript (n.d.), a 
private collection of Mme. Hsien-ming Tcherepnin, cited 
in Chang, op. cit.f 121. 

3. Chang, loc. cit. 
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It was based on an impression that Tcherepnin 
received from watching a Buddhist religious 
ceremony. The monks start chanting in a low 
murmuring voice with bells and woodfish^ 
interpolated to punctuate the phrases, and gradually 
are exalted to a state of religious exhilaration. 

Nevertheless, the theme of "Chant" is indeed the 

melody of an old Chinese folksong which belongs to a type of 

solo folksong, called Tao-ch' ing (yj tj). Today the tune of 

this "Tao-ch'ing" ( the theme of "Chant") can still be heard 

in the streets and alleys of big cities and small towns. 

This fact is also given by Chi-jen Chang ( ) and Ting-

hsien Chiang ( ). However, neither provide any more 

than a very brief discussion. Concerning the theme of 

"Chant," Chang states: 

In spite of the fact that Tcherepnin heard this 
melody from chanting Buddhist monks, it is actually 
the popular Chinese folksong "Dao Qin" (jjPra )»6 

4. The woodfish is also called the mu-yu. Originally, it 
was used in Buddhist music to accompany the chanting of 
the holy texts. During the Ch'ing (xpf ) dynasty 
(1644-1911), it started to be adopted in solo songs and 
instrumental ensembles of the folk music. The woodfish 
(or wooden fish) is made by sculpturing the outside of a 
woodblock into a fish shape and hollowing out the inside. 
A set of these instruments consists of several woodfish 
of different sizes and pitches. 

5. Ibid., 120-1. 

6. Ibid., 121-2. Though a different romanization of lift' 
is used by Chang ("Dao Qin") and the present writer ("Tao-
ch 1 ing" ) , both "Dao Qin" and "Tao-ch1ing" refer to the 
two same Chinese characters. The romanization "Tao-
ch 'ing" was chosen in this dissertation is to follow the 
transliteration method of the Wade-Giles (see p. 2). 
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Chiang writes further about the theme and the percussive 

effect of "Chant": 

In view of the frequent employment of the imitated 
percussion sound effect in this composition, the 
composer might have obtained this tune from a 
Chinese temple; however, the tune originated from 
the folk music Tao-ch'ing, not from the real songs 
of the holy text... 

This folksong, "Tao-ch'ing," is also the basis for several 

concert choir arrangements. One arrangement for four-voice 

choir is by Erh-hua Hsiao ( ).® The beginning part 

of the arrangement is shown in Example 3: 

Example 3. Erh-hua Hsiao, ed., "Tao-ch'ing,"1 measures 1-6. 

9 i| 
c 8 sn 
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7. Ting-hsien Chiang, "In Commemoration of A. Tcherepnin," 
Journal of Central Conservatory of Music (Peking) 4 
(1982), 12, trans, by the present writer. 

8. Erh-hua Hsiao, ed., A Collection of Chinese Folk Songs 
for Choir, 3rd ed. (Taipei: K'ai-ming, 1973), 23-6. 
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The origin of the Tao-ch'ing. Presently, the Tao-

ch'ing is a type of solo folksong. It is popular in the 

north of An-hui province and the south of Ho-nan 

) province. The rise of this type of song had a close 
g 

affiliation with Taoism and its religious music. (Taoism 

is one of the most popular Chinese religions. It 

originated, developed, and became popular in China. The 

day-to-day lives, thoughts, customs, and habits of the 

Chinese are affected very deeply by Taoism.) 

According to the records written in Zuo Huang's 

Yueh-tien )/1<^ T'ang-kao-tsunq ), one 

of the emperors in the T'ang (J^) dynasty (618-907 A.D.), 

ordered his musicians to compose the music of the "Tao 

Tune" (jfrjqli)) to worship Lao-tzu ) in 608 A.D.11 This 

Tao-music had a direct relationship with the type of 

9. Four main sources have mentioned this point. They are: 
Ku'n-liang Ch'iu, "Tao-ch'ing," The Chinese Traditional 
Theater Music (Taipei: Yuan-liu, 1981), 43-4; "Tao-
ch'ing," The Chinese Music Dictionary, ed. T'ien-jui Miao 
(Peking: People's Music Pub., 1984), 73; Tan-ch'ing, ed., 
"Tao-ch'ing," The Outline of National Music (Taipei: 
Tan-ch'ing Books, 1986), 101-2; Chia-lou Yang, "Singing 
Tao-ch'ing," The Chinese Music History, 6 vols. (Taipei: 
Ting-wen, 1982), VI, 2540. 

10. Yueh-tien, as it is called in Chinese, is a book 
discussing the development of Chinese music history and 
theory. Zuo Huang, a well-known scholar during the Ming 

) dynasty, wrote and compiled this book which 
includes more than two hundred and sixty divisions. 

11. Lao-tzu was a philosopher and a historiographer of the 
Chou (jf| ) dynasty (1 122-256 B.C.), and was recognized 
as the founder of the religious philosophy of Taoism. 
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folksongs also called Tao-ch'ing which were developed later. 

The original Tao-ch'ing was the songs sung by Taoist priests 

while preaching Taoism, or soliciting alms as a means to 

achieving favorable karma. Therefore, the text of the 

original Tao-ch'ing was, not unlike the thoughts of Taoism, 

full of the philosophy of leaving this mundane world. 

Therefore to express the individual as morally lofty 

or extremely aloof from mundane affairs, the literati wrote 

prose to imitate the air of the Tao-ch'ing's original text. 

The most well-known literary works are the numerous pieces 

of Tao-ch'ing written by Ta-chun Hsu ) a n d Pan-chiao 

Cheng ( ) • The thirty-eight pieces of Tao-ch'ings by 

Hsu are mainly for the purpose of exhorting the people in 

the world, as well as for the lamenting of ancestors, of 

congratulating the long-lived, of mourning the dead, and for 

satirizing society. The ten pieces of Tao-ch'ings written 

by Cheng reveal his thoughts that wealth and high position 

are non-permanent; therefore a turning toward the tranquil 

and leisure life of an ideal world--woodcutt.i.ng, fishing, 

farming, and shepherding—was favored. The style of the 

aforementioned prose was popular in the Ch'ing dynasty 

(1644-1911). All the prose written in the above-mentioned 

style bears the title "Tao-ch'ing," as does that of Hsu and 

Cheng. 

The text, set to the melody of this "Tcio-ch' ing" (or 

the theme of "Chant"), is one of the ten pieces of Cheng's 



31 

prose, all of which are entitled "Tao-ch1ing„" The main 

idea of this text describes this writer's ideal world-

enjoying and indulging in sparsely inhabited nature, or a 

heaven of peace, away from the turmoil in the world. An 

English translation of the first verse of the poetry 

follows: 

An old fisherman (with) a fishing pole; 
At the mountain foot along a cove; 
A small boat (floating) alone forward and backward 
without disturbance; 
A scene of a sea gull spotted sky and transparent 
waves moving to a faraway place; 
In a frigid day-time, the reed-port (full of) the 
whistling of strong winds; 
Singing loudly a piece of song, and the declining 
sun (showing that the time was) late; 
Suddenly, golden shadow (being reflected) on the 
undulating waves; 
Suddenly, raising up his head to find the moon 
rising up in the eastern mountain.^ 

After the decline of Taoism, the thoughts and stories 

contained in the text of the Taoist Tao-ch'ing were replaced 

not only by the aforementioned prose of the literati, but 

also by folk stories, novels, mythology, and legend. This 

folk literature was combined with various regional folk 

songs so that the folk Tao-ch'ings of various regions were 

formed. 

1 3 
The folk Tao-ch'ing is accompanied by the fish-drum 

12. E. Hsiao, ed., loc. cit., trans, by the present writer. 

13. The fish-drum is a drum made up of both sides of an 
eight-joint bamboo covered with the skin of a snake or a 
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1 4 

and the bamboo-board. The performance of the Tao-ch'ing 

is self-accompanied singing. The singer accompanies his 

singing with the left hand playing the bamboo-board and the 

right hand drumming the fish drum, which is tied at the 

singer's waist. Due to the employment of the fish drum as 

one of the accompaniment instruments, the folk Tao-ch'ing is 

also called Fish Drum Tao-ch'ing ( 01 ). 

Tcherepnin's "Chant" and Chinese religious music. 

Tcherepnin, in "Music in Modern China," discussed the music 

of a Chinese Buddhist procession. He stated: 

Another kind of native music is found in the 
temples where the holy texts are rhythmically 
intoned by Buddhist monks to beautiful old monodies. 
These are sung by the monks in chorus and are accom-
panied by temple-bell, gongs, and wooden percussion 
instruments of high register.^5 Religious 

sheep. Its tone quality is sad and deep. 

14. The bamboo-board consists of two long pieces of flat 
bamboo, with a small cymbal attached at the end of each 
piece. 

15. These instruments used in Buddhist music have also been 
discussed in several articles. The representative 
articles selected by the present writer are: I-ming 
Chen, "The Relationship of the Buddhist Songs and the 
Traditional Music," Nei-ming (Hong Kong) 59 (Feb. 1977), 
31-3; I-ming Chen, "An Introduction to the Arts of 
Buddhist Songs and Its Perspectives," Nei-ming (Hong 
Kong) 60 (March 1977), 35-7; Ch'ao-hui Shih, "From the 
Buddhist Thoughts to the Buddhist Music," Linden Tree 
(Taipei) 397 (Dec. 1985), 18-20; Ch'ing-fong Shih, "A 
Survey of the Buddhist Music," Linden Tree (Taipei) 344 
(July 1981), 50; Ch'un-jen Li, "An Outline of the 
History of Chinese Buddhist Music," The Buddhist Culture 
Hsueh-pao (Taipei) 1 (Feb. 1972), 123-9. These articles 
should provide further information about Buddhist music 
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processions are never without an orchestra, composed 
of all kinds of flutes (even made of human bones), 
gongs, drums, and instruments of percussion.., 

I D 

Two points of Tcherepnin's impressions of Buddhist 

music, presented in his article, correspond to two points of 

the inspiration of "Chant," as stated by Mme„ Hsien-ming 

Tcherepnin. These are: (1) the monk's chanting, and (2) 

the accompanying percussion instruments: temple-bells, and 

wooden fish. 

From the composer's statement it is obvious that 

"Chant" was inspired by these two facets of the Buddhist 

ceremony. One more fact also demonstrates the composer's 

imitating the effect of Buddhist music on this piano work. 

This is the imitation of a percussion instrument effect as 

presented in the rhythmic pattern of a short grace note 

followed by a relatively long note, a quarter note or an 

eighth note (Example 4). 

Example 4. A. Tcherepnin, "Chant," measures 1-2 and 56-9. 

Tempo I £ Lento 

for the reader who is interested in further research in 
this field. 

16. Tcherepnin, "Music in Modern China," 394-5. 
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This pattern of imitating percussion instruments is repeated 

at the end of each phrase of the theme and is placed in high 

registers, corresponding with the "wooden percussion 

instruments of high register," in Tcherepnin's "Music in 

Modern China" (see pp. 32-3 for the whole paragraph 

quotation). 

The wooden fish is one of the primary instruments used 

in Buddhist music, and was originally adopted in Buddhist 

1 7 

music. Nevertheless, according to the present writer's 

research on Buddhist music, there is no clue showing the 

slightest relationship between the Tao-ch'ing and the music 

of Buddhism. As for the theme of "Chant" (or the melody of 

this "Tao-ch'ing"), it was probably derived from an old 

Taoist tune or from a folksong. There are unfortunately no 

extant historical documents to verify this. 

In spite of incompletely preserved historical 

information, it can be safely inferred either (1) that the 

text of the "Tao-ch'ing" (written by Cheng, in which he 

imitated the philosophy of Taoism) was chosen to match the 

old melody (used by Tcherepnin) and to interpret the "un-

mundane," "spiritual," or "religious" melody verbally, or 

(2) that this old melody was chosen to match the text (which 

was inspired by the philosophy of Taoism) and to express the 

17. "Mu-yu," The Chinese Music Dictionary, ed. T'ien-jui Miao 
(Peking: People's Music Pub., 1984), 274-5. 
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"morally-lofty" text musically. No matter which of these is 

the case, it is certain that the text and the melody have 

been placed together and have for a long time merged into 

one concrete artistic substance. 

Another characteristic of Chinese religious music is 

that the temple music of the Ch'ao-chou style <7̂ -̂  

is a combination of Buddhist music and Taoist 

1 8 

music. The temple music contains the chanting of a 

Buddhist song such as "Chin-kang-pao-chaun-fo-ch'u" 

^ ' anc* such Taoist songs as "Golden 

Mountain" ), "Ten Devotions" ), "Passing the 

Bridge" ^ ' anc^ mixe<^ music of Taoism and 

Buddhism. K'un-liang Ch1 iu / one of the foremost 

authorities on Chinese traditional folk music in the 

Republic of China, strongly agrees with the conjecture of 
1 9 

the present writer that Tcherepnin might have been 

affected by the phenomenon of Chinese blended religious 

music of Buddhism and Taoism. Although Tcherepnin did not 

verbally leave many statements regarding his realizations 

about Chinese religious music, he did musically give his 

deep impressions of serious Chinese religious ceremony 

through the "Chant," Op. 52, No. 5. 

18. Tsung-shih Huang, "The Temple Music of the Ch'ao-chou," 
Chinese Music Periodical (Taipei) 1/1 (March 1971), 9. 

19. K'un-liang Ch'iu, interview in the Chinese National 
Music Information Center, Taipei, Oct. 18, 1987. 
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Form and Structure 

"Chant" is composed in the form of theme and 

variations based on the folksong, "Tao-ch1ing." This piece 

contains five parts--a theme, three variations, and a 

transition (see Table II). 

TABLE II 

THE STRUCTURE OF "CHANT" 

Theme 

Var. I 

1 - 1 3 

14-31 

The theme suggests the monks1 

chanting in low murmuring 
voices. 

The theme is restated with a 
slightly melodic alteration, 
but harmonized with different 
contrapuntal accompaniment. 

(Closing 32-37) 

Sec. 
I 

Transition 38-55 The transition is mostly made 
up of scale runs of single-
notes and octaves. Since the 
transition is based on the 
pentatonic scale, the frequent 
occurrence of intervals of 
major 2nds and minor 3rds 
results from its 
characteristics. 

Sec, 
II 

Var. II 56-68 Every pitch of the beginning 
theme is retained in Var. II, 

Var. Ill 69-96 The modified theme of Var. I 
is thoroughly preserved, in 
pitch and in rhythm, in Var. 
III. 

(Codetta 97-109) 

Sec. 
Ill 
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The transition, as a result of its positioning between 

Variations I and II, separates the piece into three 

sections: 

(1) Section I--Theme and Variation I, 
(2) Section II--Transition, and 
(3) Section III--Variation II and Variation III. 

Sections I and III are symmetrical in design in that, (1) 

the melody of Variation II is based on the beginning theme, 

and the melody of Variation III is based on the modified 

theme of Variation I; and (2) both Sections I and III end 

with a closing passage and codetta respectively. The 

codetta, an enlarged closing section, restates the phrase in 

the closing section. 

Theme and Variation II. Variation II, in which the 

melody is varied from the beginning theme depicting the 

monks' chanting in low murmuring voices, effectively 

expresses the sound of Buddhist percussion instruments. The 

beginning theme is introduced in Variation II with a new 

profile. While every pitch of the theme is retained, the 

rhythmic pattern, articulation, and registers of the theme 

are changed in Variation II (Examples 5 and 6). The 

modified theme in Variation II provides a completely 

different character from that of the beginning theme. 

The new (or changed) rhythmic pattern in Variation II 

is an imitation of the rhythmic pattern of the bell and the 

wooden fish (Ex. 5 and Ex. 6). The similarity of both 
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Example 5. A. Tcherepnin, "Chant," theme, measures 1-13. 

monk's chanting 

. L e n t o 

" A 

Aft" 7""" 
a 

bell and woodfish <-

Example 6. A. Tcherepnin, "Chant," Var. II, measures 56-68, 

s 
"Tempo I £ § 

patterns is based on the pattern of a very short note 

followed by a relatively long note. 

The articulation used in Variation II is staccato, 

which is an entirely different effect from the legato used 

in the beginning theme. The legato effect (or playing 
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smoothly or connectedly) symbolizes the monks' chanting, and 

the staccato effect (or playing detachedly or separately) 

suggests the single and unconnected sound quality of the 

Buddhist percussive instruments. 

Variation II is placed entirely in high registers. 

This use produces completely different colors from that of 

the writing in the low registers used in the beginning 

theme. The purpose of the introduction of the low registers 

accompanying the beginning theme is to delineate the 

atmosphere of the monks 1 chanting in low murmuring voices in 

the beginning of the procession or the ceremony. The use of 

high registers in Variation II deliberately provides an 

imitation of the sound effects of "wooden percussion 

instruments of high register"—bell and woodfish. 

Variation I and Variation III. Another significant 

variation technique is introduced in Variation III, in which 

the modified theme of Variation I is thoroughly preserved, 

in pitch and in rhythm. The principal alteration is in the 

complication of the contrapuntal-accompaniment. While the 

rate of the beat succession is maintained constant, the 

rhythmic motion is increased by the introduction of hexadic 

sixteenth-notes in the contrapuntal accompaniment. Examples 

7 and 8 from Variations I and III provide a clear 

illustration. 

The density of the texture is increased by adding 

notes cumulatively and continuously until the end of the 
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Example 7. A. Tcherepnin, "Chant," Var. I, measures 20-4, 

Example 8. A. Tcherepnin, "Chant," Var. Ill, measures 74-6, 

p espr. 

piece. Meanwhile the dynamics—crescendo, forte, piu forte 

sempre crescendo e rinforzando, and poco allargando--are 

also added by degrees to assist the establishment of the 

intensity of the dramatic effect to a certain extent. The 

intensity created in Variation III is carried to its most 

extreme climax at the end of the piece. Tcherepnin 

obviously designed and intended the structure of building up 

the intensity from Variation III to the end of the piece, to 

depict the atmosphere and mood of the monks as they 

"gradually are exalted to a state of religious exhilaration" 

(see p. 27 for the whole paragraph quotation). The 

variation techniques used in this piece not only produce 

three variations from the theme, but also highlight various 

abilities of the piano to express effectively the 
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atmospheres, moods, and tone-paintings of the Buddhist 

ceremony. 

"A Tune from the Purple Bamboo"—Folksong 

The tune in Op. 51, No. 3/Bagatelle 9 is completely 

derived from a regional folksong of the Shan-tung ( dvjt ) 

province, which is located in the northern part of the 

China. The Chinese folksong depicts the story of a mother 

imparting to her beloved son the traditional art of playing 

the hsiao ). The boy learns it quickly, to her utmost 

satisfaction. 

The hsiao is a vertical flute with six fingerholes. 

It has a graceful, soft, and quiet tone color, and is often 

played as a solo instrument. The bamboo hsiao sounds much 

more graceful than the copper or marble hsiao. It is no 

wonder that the bamboo hsiao is the only one used at 

present! Purple-bamboo, with about five to nine joints, is 

the most suitable material for making a hsiao. 

The folksong, entitled "A Tune from the Purple Bamboo" 

i s a tune played by the boy on the best hsiao 

available. An English translation of the text of this 

folksong is as follows: 

There was a piece of straight purple-bamboo; 
It was given to the boy as a hsiao; 
The hsiao was placed on his mouth; 
And his mouth was adjusted to the hsiao; 
There rose a new melody from the hsiao; 
The little boy had quickly learned to play the hsiao! 
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Quickly learned to play the hsiao 

A close affinity between Op. 51, No. 3/Bagatelle 9 and 

the instrument of the folksong--the bamboo hsiao, is 

demonstrated at three points, one of which is a two-line 

passage in contrapuntal style, and another which employs 

soft dynamics and the damper pedal, followed finally, by 

restriction of the register ranges used in the piano 

arrangement to the producible registers of the bamboo hsiao. 

This piece is written not in a homophonic style but in 

a contrapuntal style, which would fit the playing method of 

the hsiao. This piece contains a two-line counterpoint, in 

which the melody of the folksong is harmonized 

contrapuntally by another new melody. This two-line 

counterpoint alludes to a duet between two bamboo flutes 

(see Example 9). 

The whole piece is played completely within a dynamic 

range of piano and pianissimo. In addition, the damper 

pedal, indicated by the composer, is used throughout the 

whole piece without interruption, except in two places where 

pianissimo is marked. The inclusion of soft dynamics and 

the damper pedal assists the piano in producing the color of 

a soft and quiet tone with a rich sonority, and a lasting 

legato effect. The resulting piano tone color effect 

20. "A Tune from the Purple Bamboo," A Selection of Chinese 
Folk Songs, 2 vols. (Taipei: China Pub., 1980), II, 184. 
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Example 9. A. Tcherepnin, Op. 51, No. 3/9, measures 1-14. 

Mode rati* 

f f r f li r w 
3 g s" 1 5i 

»'&>. * *<sal 

•sa. *"Sa sfSa. Sfl'eii. «•*&. 

suggests the flowing graceful tones that were blown silently 

from the purple bamboo hsiao. 

The general registers used in the bamboo hsiao range 

from cL| to e^ • The piano arrangement of the folksong is 

written in the key of A-flat. The note range of this piano 

arrangement is placed within the producible registers of the 

b ID 
bamboo hsiao and is from e 1 to e except for one note in 
u 

A which is beyond the range of the hsiao. 

From the above analysis, there seems proof that a bond 

between the sound and instrumental idiom of the hsiao and 

the color and style of this piano arrangement is vividly 

established. It is hardly a coincidence that these three 

points would occur simultaneously. Either Tcherepnin had 

this plan in mind, or else he was unconsciously influenced 
21 

by the sound of the hsiao, when he composed "A Tune from 

21. That Tcherepnin was familiar with the hsiao (vertical 
bamboo flute) is seen from his two articles: "Letter to 
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22 
the Purple Bamboo." 

"Visiting Daughter's Relatives"—Folksong 

Premise 

Op. 51, No. 3/10, another of the twelve Chinese 

Bagatelles mentioned above, is based on the material of a 

Chinese folksong, "Visiting Daughter's Relatives" ( t 

a song of Ho-pei ) province which is located in 

northern China. This song depicts the story of a mother who 

goes to visit her daughter's mother-in-law who tells her of 

the clumsiness, undutifulness, laziness, and talkativeness 

of her daughter. An English translation of the text is as 

follows: 

Have a seat please! 
Listen to what I have to say; 
Your daughter is married to my son; 

Leonard Liebling" and "Music in Modern China." In the 
former article Tcherepnin mentioned : " . . . many kinds 
of flutes (bamboo, wood, and bone flutes, yes even flute 
made of human bones such as I saw and heard in Hang-
schow), . . ." (p. 19). In "Music in Modern China," 
Tcherepnin recalled: ". . .an orchestra, composed of 
all kinds of flutes (even made of human bones), . . . " 
(p. 395). 

22. This folksong is also adopted as a lullaby. Considering 
Tcherepnin's wide knowledge of Chinese folk music, it is 
not surprising to find that he mentioned the other 
implication of this folksong--as a lullaby--in his 
"Catalogue Complet des Oeuvres" (see Wuellner, op. cit., 
241). But through the above analysis of the instrumen-
tal idiom of the hsiao and the style of this piano 
arrangement, the present writer strongly believes that 
this piece was essentially inspired by the sound of the 
hsiao. 
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She has a busy mouth and likes to do nothing; 
She spent more than half a year to make a pair of 
embroidered shoes; 
Ai-uo! Think about this, what does the family life 
depend on? 
Ai-uo1 Think about this, what does the family life 
depend on?23 

Though both Op. 51, No. 3/Bagatelles 9 and 10 are 

based on the folksongs, "A Tune from the Purple Bamboo" and 

"Visiting Daughter's Relatives" respectively, the material 

of the two folksongs are arranged quite differently in these 

two piano bagatelles. In Bagatelle 9, Tcherepnin retained 

completely the melody of "A Tune from the Purple Bamboo," 

yet added another new melody to accompany this folk tune, 

still retaining, however, the tempo and character of the 

original folksong. 

The tune of the folksong, "Visiting Daughter's 

Relatives," is presented with a new profile in Bagatelle 10. 

The phrase-structure of the "Visiting Daughter's Relatives," 

unlike that of "A Tune from the Purple Bamboo," is not 

completely preserved in this piano bagatelle. Instead, the 

whole structure of "Visiting Daughter's Relatives" is, 

except for some parts of the folksong being retained, 

rearranged in Bagatelle 10 by interpolating newly-composed 

phrases which are based on the motives of the folksong, and 

by repeating some motives or phrases of the folksong. (A 

23. E. Hsiao, ed., "Visiting Daughter's Relatives," 
op. cit., 148-151. 
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further discussion of the structure of Op. 51 , No. 

3/Bagatelle 10 will be provided later.) 

One explanation of the unusual structure of Op. 51, 

No. 3/Bagatelle 10 is that Tcherepnin may have been inspired 

by the salient feature of speaking-and-singing music. After 

a detailed analysis and comparison of both, a similarity 

between the idiomatic expression of speaking-and-singing 

music and the compositional devices of Op. 51, No. 

3/Bagatelle 10 will be apparent. 

Speaking-and-singing Music 

Speaking-and-singing music is one of the 

most popular folk entertainments among the Chinese people. 

The distinguishing feature of this folk music is a 

combination of speaking with singing which is then 

accompanied by instrumental music; in other words, it is a 

combination of folk literature and folk music. 

There are several types of speaking-and-singing music. 

The most popular type is the one-person-singing ). 

The instrumental accompaniment of the one-person-singing is 

mostly played by the singer himself or herself, and 

occasionally by other musicians. 

Since there are only a few performers, and the 

accompanying instruments are simple and convenient, the 

performance of speaking-and-singing music is not greatly 

restricted by conditions. The performance can be given at 
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such places as indoor or outdoor theaters, city streets or 

country roads, and the like, provided that there is an 

audience. It is natural that speaking-and-singing music has 

become one of the most popular folk entertainments. 

Judging from the name "speaking-and-singing music," 

obviously the two most important elements are speaking and 

singing. Yet instrumental music also plays a significant 

role in accompanying and setting off the singing, and in 

connecting the singing-phrases (or the phrases of the 

folksong) into a whole musical unit. According to its 

function, the instrumental music in speaking-and-singing 

music can be divided into two types: the accompaniment, and 

the connection which includes a prelude or short 

introduction, short bridges, and short closing phrases. 

The types of instruments used to accompany speaking-

and-singing music are quite varied. Nevertheless, various 

kinds of percussion instruments are the most primary. Such 

percussion instruments generally include assorted drums and 

24 

boards, and the woodfish. During the performance, a 

percussion instrument is usually played by the singer 

himself to control the rhythm and to articulate accents. 

The strings, second to the percussion instruments, are used 

24. The various drums include: the shang-tung large drum The various drums include: tne shang-tung large a: 
), fish-drum hand-drum ), 

t' ang-drum ( ), huai-drum octagonal-drum 
( /V p} S.5L), etc. The diverse boards contain: a board 
( ) # bamboo-board etc. 
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more often than the winds for two reasons: the dynamics of 

the strings are easier to control, and their soft and gentle 

sounds are generally suitable for accompanying singing. 

Furthermore, the strings can be played by the singer while 

singing. The strings mainly include the plucked strings— 

san-hsien (or three-string), p'i-pa, and cheng, as well as 

bowed string--erl-hu (or two-string). 

The Affiliation between Speaking-and-singing Music and 

Op. 51, No. 3/10 

A close affiliation between Op. 51, No. 3/Bagatelle 10 

and speaking-and-singing music resulted in (1) the 

employment of a similar design in the accompaniment, and (2) 

the interpolation of short instrumental bridges during the 

singing (or folksong). 

The employment of the instrumental accompaniment. In 

speaking-and-singing music, there are several different 

types of accompaniment, two of which are also found in 

Op. 51, No. 3/Bagatelle 10. In one type, the accompaniment 

follows the singing melody or the tune of the folksong 

almost exactly. Examples 10 and 11, extracted from Op. 51, 

No. 3/Bagatelle 10 and speaking-and-singing music 

respectively, clearly illustrate the similarity between 

these. 

Another type of instrumental accompaniment adopts a 

few notes to set off the singing-melody, thereby enabling 
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Example 10. A. Tcherepnin, Op. 51, No. 3/10, measures 1-3, 

i t i j! 1 2 1 , 
t zr; m r* P -*• M- -#• •* -Vivace £;:= fr 2 i 2 i 

t<lA >. FrFfifffff iff r f il 

1 * 3 2 1 

Example 11. "Hu-kuang-t' iao" ( ) , measures 1-8. 

— M MT 

f * _ _ i J -1 JIT _ 
r | — g - j 

1 

q* cir [ja/*r P 

the vocal part to be expressed clearly. During the bridge, 

the instrumental music becomes conspicuous by adding more 

notes in order to heighten expression (Example 12). This 

type of example is also found in the two phrases of Op. 51 , 

No. 3/Bagatelle 10 (mm. 32-36 and mm. 37-41, see Example 13), 

where the muting pedal mark "una corda" and the soft dynamic 

mark "piano" are indicated. The accompaniment is presented 

by "pizzicato-like" eighth-notes at every up-beat to set off 

the light mood of the melody. The two phrases are connected 

by a very short "bridge" of only three notes, which are 

presented in a contrasted mood, compared to its preceding 

and following phrases, through the addition of the damper 

pedal "tre corde," loud dynamics--"forte," and accent marks 



Example 12. "Ma-ch ' ien-p 1 o-shui" (lln^flbK) / measures 
20-46. 
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Example 13. A. Tcherepnin, Op. 51, No. 3/10, measures 
32-41 . 

*3 una. cor da 
tre corde *>. , 1 >. una corda 

t 

^ J T n 
3 

* s 

Of the various instruments used in speaking-and-

singing music, percussion instruments, such as assorted 

drums and boards, and woodfish, are the most essential 

instruments of all. As mentioned earlier, percussion 
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instruments are usually played by the singer himself to 

control the rhythm and to articulate the accents. At 

several places in Op. 51, No. 3/Bagatelle 10, the lively 

folksong is accompanied by a percussive figure--a dyad (or a 

two-note chord). These two-note chords come with staccato 

articulation marks "f," and the dynamics "sforzando," and 

are also played in relatively high and low registers, so as 

to effectively produce the similar sound effects of 

percussion instruments (Example 14). 

Example 14. A. Tcherepnin, Op. 51, No. 3/10, measures 7-14, 

s~;~ <s~n 3 a , 5™ <s~n s~<~ s~r~: 

"Sa. # ,'StiX» i a a a * «jjp * 

Chinese music is widely known as fundamentally 

melodic. Therefore it is natural for a composer such as 

Tcherepnin to imitate the style of Chinese music in such 

"Chinese" compositions as Op. 51, No. 3/Bagat:elle 10 which 

is written in a more contrapuntal style, instead of a 

homophonic one. But in his other "Chinese" compositions, 

25 
Tcherepnin did use a homophonic style, in which the melody 

25. Several entire compositions and some passages from the 
compositions written in the homophonic style, for 
example, are: Op. 51, No. 3/Bagatelle 3, Op. 51, No. 
3/Bagatelle 6, and passages of mm. 59-65, mm. 81-87, mm. 
107-110, and mm. 136-144 from Op. 52, No. 1. 
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2 6 

is harmonically supported or harmonized. Thus, a possible 

logical inference explaining the contrapuntal style used in 

Op. 51, No. 3/Bagatelle 10, is that Tcherepnin might have 

been influenced by the idiomatic expression of the 

"horizontal" rather than "vertical" instrumental 

accompaniment in speaking-and-singing music. (Further 

discussion of this will be given in the conclusion of this 

section.) 

The employment of the instrumental "bridge." From the 

analysis of the entire structure of Op. 51, No. 3/Bagatelle 

10 (see Table III) it may be seen that no two consecutive 

phrases of the folksong are connected. All of the phrases 

of the folksong are separated from each other by 

interpolating (1) the newly-composed phrases which are based 

on the motives of the folksong, and (2) the repetition of 

some motives or phrases from the previous or the preceding 

phrases. 

These interpolations in OP. 51, No. 3/Bagatelle 10, 

26. The harmony used in these compositions is based on a 
system of chords built on major and minor pentatonic 
scales. Both of the two pentatonic scales and this 
system of chords were discussed by Tcherepnin in his 
"Basic Elements of My Music Language" (1962, 
mimeographed, a private collection of Mme. Hsien-mimg 
Tcherepnin). Besides this article, both Wuellner's 
D.M.A. dissertation, The Complete Piano Music of 
Alexander Tcherepnin (pp. 90-5) and Chang's Ed.D. 
dissertation, Alexander Tcherepnin, His Influence on 
Modern China Music (pp. 75-7) also restate the 
discussion presented in Tcherepnin1s "Elements." 
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A COMPARISON OF "VISITING DAUGHTER'S RELATIVES" 

AND OP. 51, NO. 3/10 
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The original 
folksong 

Op. 51, No. 3/10 

1 I 
phrases from "bridge" 
the folksong 

1-8 <--both are 
the same — > 

1-8 

9-14 (repetition 
of mm. 1-8) 

9-12 <--same--> 15-18 

19-22 (repetition 
of mm. 1-4 

Sec. I 

13-14 

15-17 <-same-> 23-24 

25-31 (new phrase) Bridge 

18-22 <-same-> 32-36 

36-37 (based on 
the motive 4 4 4 ) Sec. II 

23-28 <-same-> 37-41 

42-45 (closing) 

28 measures in 
total length 

45 measures in 
total length 

(The numbers used in this table refer to measure numbers.) 
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and the instrumental short-bridges interpolated among the 

singing phrases in speaking-and-singing music, all have 

similar functions in three respects: setting up the mood 

for the singing, providing a variation of tone color, and 

connecting the entire singing-phrases (or the phrases of the 

folksong) as a whole music unit. 

The longest bridge in Op. 51, No. 3/Bagatelle 10, 

placed around the middle of the little piece (mm. 25-31, see 

Table III), functions as a transition to connect the two 

sections of different moods and expression of Op. 51, No. 

3/Bagatelle 10. In Section I, before this bridge (see Table 

III), the folksong is expressed in a bright and vigorous 

character. The tune of the folksong is accompanied by the 

percussive two-note chords (discussed in p. 51). The bright 

and vigorous tune of the folksong is enhanced not only by 

the percussion sound quality of the two-note chords, but 

also by the "up-beat" effect of these two-note chords. (The 

two-note chords are placed on the second beat of a measure 

in 2/4 time, which provides a similar up-beat effect, 

especially during the fast vivace tempo of the piece. See 

Example 14.) 

The shortest "bridge" in Op. 51, No. 3/Bagatelle 10 is 

located in the middle of the second section of the folksong 

(mm. 36-37), and is inserted between the two phrases of the 

folksong. This shortest "bridge" consists of three notes 

which are derived from the first three notes of either its 
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preceding or following phrases. As discussed before (see p. 

49), the three-note "bridge" provides a contrast of dynamics 

and tone color to its preceding and following phrases 

through the introduction of the indications of the loud 

dynamics "forte," accent marks and the damper pedal 

"tre corde." 

Conclusion 

Until now, no verbal description left by the composer 

has been found to provide an explanation of what the design 

and the structure of this piano bagatelle is inspired by and 

is based on. Nevertheless, the inspiration of the design 

and structure of Op. 51, No. 3/Bagatelle 10 can be logically 

inferred from several facts. First, Tcherepnin did use the 

homophonic style in other works (see p. 51, footnote #25). 

However, it is puzzling that Tcherepnin adopted in this 

piano bagatelle not a homophonic style, but a more 

contrapuntal-like style instead. This enigma is probably 

because Op. 51, No. 3/Bagatelle 10 was inspired by the 

idiomatic expression of the instrumental music used in 

speaking-and-singing music. Moreover, why Tcherepnin 

designed such as unusual structure in this little 

bagatelle--separate all the phrases of the folksong by 

interpolating short "bridges"--is another mystery. One 

reasonable deduction would be the fact that Op. 51, No. 

3/Bagatelle 10 was influenced by speaking-and-singing music, 
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which is a combination of the singing of the folksong with 

an instrumental accompaniment, short bridges, and closing 

phrase. 

One of the main purposes of Tcherepnin's China trip 

was to collect folk music, extensively discussed in Chapter 

I. Furthermore, speaking-and-singing music is one of the 

most popular folk entertainments among the Chinese. It can 

be performed any place there is an audience. During 

Tcherepnin's collection of folk music, therefore, it is 

extremely likely that Tcherepnin had a chance to hear 

performances of speaking-and-singing music. If Op. 51, No. 

3/Bagatelle 10 was not inspired by any feature of speaking-

and-singing music, the bond clearly shown between them is 

otherwise unaccountable. 

Shadow Play and Puppet Show—Theater Music 

Traditional Chinese theater can be divided into two 

categories: the performance by the real person on the stage 

and the performance produced by performers who stay behind 

the curtain controlling the puppets. Both the shadow play 

and the puppet show are representatives of the latter type. 

Shadow Play and Puppet Show 

Shadow Play. The puppet of the shadow play is made 

by cutting or sculpturing hard paper or leather into the 

shapes of persons and things, on both of which various 
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colors or costumes are painted or placed, in accordance with 

the character of the person or the thing. The whole play is 

produced by the projection of a shadow onto a small screen. 

The shadows are unexpectedly lifelike. The performances 

take place mostly outdoors in the evening at any place in or 

around cities and along country roads. At an outdoor 

theater of this kind, Tcherepnin received his impression of 

the Chinese shadow play which inspired his composition, 

"Shadow Play," Op. 52, No. 1 (composed in 1935, in Paris).27 

Puppet show (or Punch and Judy show). There are 

several types of puppet show. The most popular is produced 

by performers behind a curtain, controlling the puppets by 

the use of strings or sticks. "Punch and Judy," Op. 52, No. 

4, composed in Paris in 1936, was inspired by the 

2 8 

performance of such a puppet show. The theme of "Punch 

and Judy" is a popular tune used in the marionette Chinese 

theater during the performance of the show (Example 15). 

Istrumental music in theater music. The instruments 

used in both shows are mainly the lo-ku and a couple of wind 

and string instruments. The lo-ku as it is called 

in Chinese, consists of the percussion instruments large 

gong, small gong, drum, and cymbal. The lo-ku holds an 

27. Chang, op. cit., 114. 

28. Pi-chuen Chen, "The Artistic Life and Music Theory of A. 
Tcherepnin," The Musical Digest (Taipei) VIII/3 (Sept. 
1984), 140-1. 
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Example 15. A. Tcherepnin, "Punch and Judy," measures 1-4. 

Allegretto 

important position in theater music. Much of the lo-ku solo 

music has been developed from the lo-ku music of the theater 

29 

which is used to accompany the performance during a show. 

(For more discussion of the lo-ku music, see Chapter III, 

section "The Lo-ku.") 

It is through the accompaniment of the percussion 

instruments that the color and moods of the theater-songs 

are expressed effectively, the action and the dance of the 

puppets articulated rhythmically, and the state of the 

puppets' minds vividly portrayed. As one source puts it: 

Percussive instruments determine the rhythm of 
action and singing in the Chinese theater. They 
also form a kind of homophonic background to the 
melody. 

The Inspiration of Theater Instrumental Music in Op. 52, 

No. 4 and No. 5 

Tcherepnin captured the sounds of percussion 

29. Hou-yung Kao, An Outline to the National Instrumental 
Music (Taipei: Tan-ch'ing Books, 1986), 165. 

30. Kuang-hua, ed., "Chinese Music," a seven-page brochure, 
3rd ed. (Taipei: Kuang-hua Pub., 1985), 5. 
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instruments and imitated their varied instrumental idioms in 

his two piano pieces, "Shadow Play" and "Punch and Judy." 

Several discussions of examples of this imitation follow. 

The present writer agrees with the observation of Ting-

hsien Chiang,31 a professor of the Central Conservatory of 

Music at Peking. He points out that in the beginning of 

"Shadow Play," the sixteenth-notes which are alternated by 

the left and right hands (Example 16) symbolize the opening 

scene in the Chinese theater-the so called "opening scene 

lo-ku" or "k 1 ai-ch 1 ang-lo-ku" ( ). The term 

"opening scene lo-ku" is derived from the frequent 

employment of lo-ku music as the opening muisc, which is in 

the form of either a short introduction or large overture-

like section, for the Chinese theater. 

Example 16. A. Tcherepnin, "Shadow Play," measures 1-8 

Animate) 
... J—l J—I J-1 | ! J. 

opus 52 No. 1 

marc. 

Although the basic quality of the lo-ku is certainly a 

31. Chiang, op. cit., 7. 
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relatively loud sound which is suitable for creating an 

intensely dramatic mood, it is, through the use of different 

rhythmic patterns and the control of the articulation, also 

able to express music of an animated and vivacious 

character.32 At the beginning of "Shadow Play," the dynamic 

mark piano is intended by the composer to imitate the light 

sound effect of the lo-ku. Furthermore, the imitation of 

the delicate sound of the lo-ku in this beginning passage of 

"Shadow Play" is also evoked by the expression mark— 

"animato" which is indicated at the beginning of the music 

(see Example 16). 

In both the beginning and the closing sections of 

"Shadow Play," the melody is accompanied by sixteenth-notes 

alternated between the hands (Example 17). 

The musical intensity of this section is built up 

through the step-by-step increase in the degrees of the 

dynamics (piano, forte, rinforzando, fortissimo, fortissimo 

and pesante), and through effectively adding bass notes in 

relatively low registers from measure 120 to the end of the 

piece. The cumulative addition of the low bass notes 

suggests the fervent, rousing effect produced naturally by 

the sound quality of the lo-ku. The dramatic ending built 

up by the rousing lo-ku is a typical type of musical 

32. Tan-ch'ing, ed., The Outline of National Music (Taipei: 
Tan-ch1ing Books, 1986), 216. 
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Example 17. A. Tcherepnin, "Shadow Play," measures 111-135. 

Vivace 

*£ 7 7 ^ 7 7 ^ T '/I 7 7 7 ^ 7 ^ 7 

7 ̂  7 * 7 i iS 7 il' i 1 

,CT J5!23 a s mmmmmmm mgmmggm j BJgggjgB EBSSSBH SS55S3 mmmmrnm 

IS1S3S nZ Hmu^a±A± 

mmmgmm —MM | BBB9599 >-- ..i'-'-i 

J5B JSBijSiSijtif 
— w w mrnmmmmm 

JsaSJIJI 

# jfif 
» ? ' > ? ^F?= ? 

Example 18. A. Tcherepnin, "Punch and Judy," measures 64-9, 

... g-

i 
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expression employed in the Chinese theater. 

The example of lo-ku's punctuating the phrases is also 

employed by Tcherepnin in "Punch and Judy" (Example 18). 

In Example 18, the imitated lo-ku chords provide not only 

down-beat accents, but also a diverse, syncopated rhythm to 

heighten the vivacity of the music. Tcherepnin expressed 

his observations about the rhythm of Chinese percussion 

instruments in "Music in Modern China": 

. . . in an orchestra each musician has to play the 
same melody according to the capacities and 
registers of his instrument. This results in a 
"false doubling," which, together with the variety 
of the often syncopated rhythms played by the 
percussion instruments, creats a sort of native 
polyphony, peculiar to Chinese music.^ 

His opinion that the function of the percussion 

instruments--"creates a sort of native polyphony" is similar 

to the statement in "Chinese Music"—"They also form a kind 

of homophonic background to the melody" (see p. 58 for the 

whole paragraph quotation from "Chinese Music"). 

The imitated sound of the lo-ku is presented 

repeatedly in Example 18 by the chord with the intervals of 

a major ninth externally and two perfect fifths internally. 

The interval of a major ninth equals the interval of an 

octave plus a major second. In Op. 51, No. 3/Bagatelle 4, 

Tcherepnin employed the major second throughout this entire 

33. Tcherepnin, "Music in Modern China," 394. 
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piece to imitate another aspect of the lo-ku's sound (see 

Chapter III, section "The Lo-ku" for further discussion). 



CHAPTER III 

TCHEREPNIN'S EMPLOYMENT OF CHINESE INSTRUMENTAL 

MUSIC IDIOMS IN "CHINESE MIKROKOSMOS" 

Over the past five thousand years, the Chinese people 

of various races have not only invented and improved new 

musical instruments, but have also incorporated into their 

own system a multitude of musical instruments from a variety 

of other cultures and races. These borrowed instruments 

exemplify their belief that music is universal and timeless 

in character, and that it speaks no different languages. 

These adapted instruments have found their places among the 

Chinese. 

The age-old method of classifying musical instruments 

had an entirely different approach from that of the present. 

In remote antiquity, instruments were classified according 

to the materials of which they were made. The ancient eight 

classifications were: metal, stone, silk, gourd, earth, 

skin, wood, and bamboo. Presently, the instruments are 

classified into three distinctive categories of sound: 

string instruments, wind instruments, and percussion 

instruments. 

Tcherepnin was a philosopher who translated artistic 

intuition into simple music. He was most sensitive to the 

64 
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subtle differences in sounds that this variety of materials 

could produce. It was his appreciation for Chinese 

instrumental music that inspired him to compose 

exceptionally appealing music. His piano compositions not 

only embody the techniques and the idioms of Chinese 

instrumental music, but also reflect the effects and tone 

colors of Chinese instruments. The instruments that he was 

capable of imitating were: the p'i-pa, the ku-ch'in, the 

mu-yu, the bell, the hsiao, the gong, the cymbal, the 

drum, and various string instruments. It is noteworthy that 

the aforementioned instruments included all three instrument 

categories, not just one or two. 

The P'i-pa 

The p'i-pa is a Chinese version of the mandolin or 

ukulele. There have been at least four types of p'i-pa in 

Chinese history. The present-day pear-shaped p'i-pa was 

introduced in Northern China in either the fifth or sixth 

century from central Asia and Iran. From more than a 

thousand years, Chinese musicians improved the playing 

technique of the p'i-pa and increased the number of 

fingerboard frets, so the p'i-pa grew more and more 

1. The imitation of these sounds of the hsiao, and the mu-yu 
and the bell are employed in Op. 51, No. 3/Bagatelle 9 
and Op. 52, No. 5. Because these two piano compositions 
are also inspired by many elements of Chinese folk music, 
they have been discussed in Chapter II (see pp. 26-44). 
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flexible, and now has the ability of sensitively expressing 

many musical moods and thoughts. 

After listening to An-ho Ts'ao playing "Ambush on All 

Sides," Tcherepnin was greatly impressed by this 

virtuoso's marvelous technique and the p'i-pa's fabulous 

tone color and general effect. He was warmly enthusiastic, 

as suggested by Ts'ao's description, in his admiration 

of her performance. Thence he studied the p'i-pa with this 

master to enlighten his knowledge of this Chinese instrument. 

There are three pieces composed under the influence of the 

p'i-pa: Op. 51, No. 3/2, composed in 1935 in Peking and 

dedicated to Tcherepnin's p'i-pa master—Miss Ts'ao? Op. 52, 

2. "Ambush on All Sides" is one of the most well-known and 
representative p'i-pa solo pieces in the traditional 
repertoire. The music has remained popular since the 
sixteenth century, even though the earliest extant score, 
which was written by Ch'iu-p'ing Hua ), was not 
found until 1819. This piece delineates the battle 
between the two kingdoms of Ch'u and Han ( , ca. 
202 A.D.). This descriptive battle-piece contains three 
sections: 
I. The genuine preparation for the combat: describing 
the massing troops, the line-up, the drumbeats, the 
bugle calls, and the dispatch; 
II. The skirmishes and the mass sword butchery: 
describing the crash of fighting weapons, the mounted 
troops and galloping of horses, and the shouts of the 
warriors; and 
III. The ending of the war: describing the sorrow of 
the defeated, the suicide of the defeated marshal, and 
the celebrations of the victor. 
All of the aforementioned battle scenes are well-
expressed and articulated by the p'i-pa technique, which 
produces various ranges of mood and shades of dynamics. 

3. Ting-chih Kao and Yin Ho, "The Musician--Alexander 
Tcherepnin in China," Peking Arts (March 1981), 10. 
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No. 3, "Hommage to China"; and Op. 51, No. 3/7.^ 

In playing a p'i-pa, once the right hand flips or 

plucks the strings, the left hand stays on the frets to 

control the pitch and to produce special variations of a 

tone as desired. The following discussion of how Tcherepnin 

imitated the idiom of the p'i-pa on the piano will 

concentrate only on the playing method of both hands on the 

piano in imitation of the right hand's striking playing 

method on the p'i-pa. 

The Roll and Yao 

To comprehend the technique and function of the roll, 

it is necessary to realize the basic sound quality of the 

p'i-pa. The weakness of a plucked instrument, such as the 

p'i-pa or the mandolin, is that the sound of a note cannot 

be retained for a long period. In other words, the basic 

sound of the p'i-pa is a "point" rather than a "line." 

Therefore, the only way of producing a line or prolonging 

the sound of a note, is to repeat the note, within its 

duration, rapidly. 

Roll. The roll or wheeling fingers ), one of 

the most spectacular playing methods of the p'i-pa 

Ming Tcherepnin, "Tcherepnin1s Chinese Bagatelles: A 
Master Lesson," Clavier XXIl/7 (Sept. 1983), 27. In this 
article, Mme. Hsien-ming Tcherepnin states that both 
Op. 52, No. 3 and Op. 51, No. 3/7 are inspired by the 
instrumental characteristics of the p'i-pa. 
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technique, is produced by flipping and plucking with the 

right hand's five fingers on the strings in sequence. The 

playing method of the rolling fingers creates rapid, 

repeated notes and reduces the gaps between sounds of the 

notes to the minimum, thus achieving a continuous effect. 

Chu-yi Po ( , 771 -846 A.D.), ̂  the well-known poet 

in the T'ang dynasty, described the striking effect of the 

roll from the p'i-pa as "big and small beads falling on the 

jade plate" ( 

Yao. The yao ^ ) produces a similar effect to the 

roll. It is produced by a quick succession of the thumb 

flipping and plucking the string leftward and rightward 

respectively. 

Though these two methods provide a sound of rapid, 

repeated notes, there is a difference between the roll and 

yao. Owing to the difference of strength of each of the 

five fingers which produces differences of tone color, the 

roll produces a weave-like sound quality instead of straight 

sound. This kind of weave-like sound is suitable for lyric, 

expressive, and cantabile music. On the other hand, the 

tones produced by the yao have a more "straight" or "even" 

5. Chu-yi Po1s poetry, "The Poet Rises Late," was adopted 
by Tcherepnin in both versions of The Lost Flute: one of 
which is for narrator, piano, and percussion instruments 
and the other which is for orchestra and narrator. 

6. Te-yuan Cheng, The Chinese Instruments (Taipei: Sheng-
yun, 1984), 209. 
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7 

quality than that of the roll, due to the use of one 

finger only. The following examples illustrate Tcherepnin's 

imitating these two different types of p'i-pa techniques on 

the piano by rapidly changing the four fingers--4th, 3rd, 

2nd, and 1st for producing numerous repeated notes. Example 

19 might be motivated by the sound effect of the yao, hinted 

from the bright mood of the music which is suggested by the 

"forte" dynamics in Example 19. 

Example 19. A. Tcherepnin, Op. 51, No. 3/2, measures 9-16. 

" £ i 

mff-fff+f-f ff-

" £ i a- - t 

a V cJ rfoffiX iS u a a a & to * to " — 
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The melody of Example 20 is as follows: 

The melody line is made expressive by the connection of many 

short points--the rapid sixteenth-notes (see Example 20). 

Furthermore, the piano dynamics indication at the beginning 

of the passage illuminates the music with the character of 

light, expressive, and lyrical mood. From careful analysis, 

it can be concluded that the cantabile melody line of 

Example 20 is inspired by the playing method of the roll 

7. Ibid. 
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instead of the yao. 

Example 20. A. Tcherepnin, "Hommage to China," measures 1-4, 

Allegro J - uo 

The Sao-roll, Fu-roll, and Kou-roll 

Sao-roll and fu-roll. There are several types of the 

roll developed from the technique mentioned above, such as 

the sao-roll fu-roll and kou-roll . 

Both the sao-roll and fu-roll are rolls preceded by the sao 

and fu techniques respectively. The sao is produced by the 

four fingers (2nd, 3rd, 4th, and 5th) sweeping very rapidly 

downward in one action on the four strings of the p'i-pa. 

And the fu is produced by the thumb extremely rapidly 

plucking upward the four strings of the p'i-pa. These two 

techniques result in a sound that is either of a very rapid 

arpeggio, or of a nearly homophonic sonority. The imitation 

of the sao effect of the p'i-pa is shown in the two examples 

extracted from the piano piece, "Hommage to China" (Examples 

21 and 22) . 

Owing to the extremely rapid action of the fingers, 
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Example 21. A. Tcherepnin, "Hommage to China," measures 
7-10, the sao and fu techniques—a rapid arpeggio. 

frrrrrrrrrrr r.r_f_r 

Example 22. A. Tcherepnin, "Hommage to China," measures 21 
22, the sao and fu techniques—a nearly homophonic 
sonority. 

the sao and fu produce a highly dramatic effect—tension, 

8 

agitation, fury, vehemence, etc. In the fourth (or the 

last) section of the ancient p'i-pa masterpiece, "Yang-

ch'un" ,^ the sao is adopted to portray the grand 

sight of "huge river as it flows east and rushes down a 

1 0 
thousand li." Moreover, in "Ambush on All Sides" the sao-

8. Ibid. 206. 

Ibid., 218. A music example extracted from "Yang-ch'un" 
in addition to a verbal explanation of the content and of 
the playing methods of the piece is given by the author. 

10. Li, a Chinese unit of length, is equal to half a 
kilometer. 
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roll is used to delineate the mounted troops and the gallop 

11 

of the horses during the heated battle. While imitating 

the sound of the sao on the piano, it is recommended to use 

the damper pedal while both hands snap the rapid arpeggio. 

The rich sonority, aided by the pedal, brings out the 

dramatic effect. 

Kou-roll. The kou is achieved by the thumb flipping 

the string leftward. The kou-roll, like the sao-roll or fu-

roll, is the kou technique followed by a roll. Tcherepnin 

imitated the kou on the piano by accenting the first note of 

each tone (E-flat, C, and B-flat) of the melody and imitated 

the roll by connecting the numerous repeated notes (or 

"points") through rapidly changing the right hand's fingers 

in sequence from 4th through 1st (Example 19). 

The T'an-t'iao 

The t'an O f - ), t'iao ), and the aforementioned 

roll are the three most frequently used and magnificent 

techniques of the p'i-pa. The t'an is produced by the index 

finger flipping the string leftward. The t'iao is produced 

11. "Ambush on All Sides," An Anthology of National Music: 
Ten P'i-pa Masterpieces (Taipei: Hsiieh-yi, 1986), 55-
65. The traditional p'i-pa score includes not only the 
pitch, rhythm, dynamics, and tempos of the music, but 
also always the right hand's fingerings and playing 
methods, and the left hand's positions, and often the 
programmatic title and content. Another source 
discussing the effect of the sao technique in "Ambush 
on All Sides" is in Cheng, op. cit., 238. 
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by the thumb plucking the string rightward. The t'an and 

t'iao are usually played in sequence, and the t'an is often 

subsequently followed by t'iao when both playing methods are 

played on the same string. Therefore, two repeated notes of 

the same pitch which, normally, are always produced on the 

same string, are very frequently played by the two methods 

sequentially. 

Tcherepnin applied this effect of the t'an-t'iao on 

the piano by very rapidly alternating two fingers, one 

finger of each hand, on the same key in a fast tempo 

("Presto" J=144, see Example 23 and "Allegretto," see 

Example 24). 

Example 23. 
55-9. 

A. Tcherepnin, "Hommage to China," measures 

rrrrrrn 
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Example 24. A. Tcherepnin, Op. 51, No. 3/7, measures 6-8. 

3 2 I 3 a 1 
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This type of piano playing at a fast tempo demands not only 

a movement of a balanced and even alternation between the 

hands, but also a light, relaxed, and swift touch on the 

keyboard, which provides a quick key's rebound action, to 

achieve a clear, quick repetition of the two notes. 

The Fen, K'ou, and Chih 

In p'i-pa music, the octave is often used for 

idiomatic expressiveness. There are several ways to produce 

an octave, as for example, by the techniques of fen (^^)r 

k 'ou ), and chih ). Studying the p'i-pa with Ts'ao, 

Tcherepnin certainly understood the significance of the 

octave in p'i-pa music. In "Hommage to China," the 

importance of the octave is strongly considered. It 

occupies fourteen complete measures out of the entire 

piece's sixty-six measures. 

The fen is produced by simultaneously playing the two 

methods, the t'an and t'iao, on two different strings. The 

k'ou is produced by simultaneously having both the thumb and 

index finger flip leftward on two different strings. The 

chih is produced by simultaneously having the thumb flip 

leftward and the index finger pluck rightward on two 

different strings. The octaves in "Hommage to China," are 

arranged, like the two repeated notes inspired by the t'an-

t'iao {see preceding section), for both hands alternating 

octaves to achieve a rapid and clear effect at a fast tempo 
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(J=120, see Example 25). 

Example 25. 
38-42. 

A. Tcherepnin, "Hommage to China," measures 

cresc. 

cresc smo 

Tcherepnin1s three magnificent p'i-pa piano master-

pieces—Op. 52, No. 3, and Op. 51, No. 3/Bagatelles 2 and 

7—demonstrate that he spared no effort to transfer the 

beauty and essence of p'i-pa music to the piano. 

The Ku-ch'in 

The Ku-ch'in Music 

The Ku-ch'in (or ch'in), also called the seven-strings 

zither, is one of the oldest ancient Chinese plucked 

instruments. Although its original five-stringed form 

appeared before 2,000 B.C., its present form of seven 

strings was not fixed until the Chou dynasty (ca. 1,000 

B.C.). In ancient times, the ku-ch'in was regarded as an 

indispensable instrument for the literati, who cultivated 

their moral character, and expressed their lofty aspirations 



76 

and personal integrity by means of playing the ku-ch'in. 

The literati's contribution to ku-ch'in music had been 

manifested in many aspects: some were skilled in performing 

the art of the ku-ch'in; some were expert in composing the 

ku-ch'in solo music; some were proficient in creating texts 

for the ku-ch'in songs; and others were specialized in 

appreciating the art of ku-ch'in music. 

The development of ku-ch'in music during the past 

three thousand years can be classified into two categories: 

the ku-ch'in solo and the ku-ch'in song, which is a song 

accompanied by the ku-ch'in. Both the ku-ch'in solo and the 

ku-ch'in song have reached a high level of accomplishment 

during their development. Their artistic value is 

considered to be equal. 

The Ku-ch'in Legend and "The Lute" 

"The Lute," Op. 52, No. 2 was not only inspired by the 

ku-ch'in itself, but also was stimulated by the touching 

Chinese classic legend related to the art of ku-ch'in music. 

This legend was described by Tcherepnin in his "Catalogue 

Complet des Oeuvres": 

A traveling mandarin meets a woodcutter, with 
whom he discusses art, poetry, and music, and with 
whom he makes friends. The two men agree to meet 
again at the same place in a year's time. True to 
his promise, the mandarin returnts] a year later, 
but an old man approaches and tells him that his son 
(the mandarin's friend) has died, and cannot keep 
his promise. In his sorrow, the mandarin breaks the 
lute that they used to play together and throws it 
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into the river.^^ 

The two men mentioned in the above quotation are Ya Po 

) a n d c h , i Chung or Tzu-ch'i Chung ) .1 3 

Ya Po, one of the greatest musicians at that time (ca. 500 

B.C.), was an expert in the performing art of Ku-ch'in 

music. Once Ya Po met Ch'i Chung and played for him. 

During the performance, when Ya Po was thinking about the 

grand sight of the mountain, Ch'i Chung complimented Ya po's 

playing: "The music flows out the atmosphere created by the 

1 4 
spectacular view of the mountain." When Ya Po was 

expressing the flowing water, Ch1i Chung responded with: 

1 R 
"The music delineates the babble of the flowing water." 

Ya Po admired Ch1i Chung's sensitivity and appreciated his 

12. Alexander Tcherepnin, "Catalogue Complet des Oeuvres" 
(1962, typewritten, a private collection of Mme. Hsien-
ming Tcherepnin), cited in Chang, op. cit., 116. 

13. Besides Ya Po and Ch1i Chung, there was another pair of 
well-known historical figures, one of whom was also 
named Ya Po. In order not to confuse the two Chinese 
classic legends--Ya Po and Ch1i Chung, and Ya Po and 
Ch'i Su, it is necessary to provide further description 
about the stpry of Ya Po and Ch'i Su. Ya Po ( ) and 
Ch'i Su ) were two persons who lived at the end of 
the Shang ( ) dynasty and the beginning of the Chou 
dynasty (ca. 1122 B.C.). Their lofty morals were 
expressed by their benevolence and humanity. Even to 
the extent of starving to death, they refused to serve 
Chou-wu-wang ( ), one of the emperors in the Chou 
dynasty, who, in their opinion, was not benevolent. 

14. Cheng, op. cit., 327, trans, by the present writer. 

15. Ibid., trans, by the present writer. 



78 

understanding interpretation. Ch1i Chung also held in high 

regard Ya Po's remarkable way of performing ku-ch'in music. 

The two persons appreciated each other so keenly that an 

intimate friendship was immediately established. In 

addition to both portraying the art of performing and 

showing a high appreciation for the art of music, this 

legend also demonstrates that ku-ch'in had a multiple 

ability in expressing the form and figure of the outer 

world, and the profound thought and artistic imagination of 

the inner one. This was probably another stimulus that 

inspired Tcherepnin to compose such appealing music as—"The 

Lute," Op. 52, No. 2. 

The Ku-ch'in Music and "The Lute" 

The tone quality of the ku-ch'in. The ku-ch'in has a 

limited volume, therefore it is mostly performed in a 

chamber room before a small audience. Nevertheless, the 

tone of the ku-ch'in is so refined that ku-ch'in music 

greatly attracted the literati and musicians. In ku-ch'in, 

basically there are three different timbres, an-yin 

fan-yin ), and san-yin ), which are produced by 

three different playing methods. An-yin is produced by 

placing the designated finger of the left hand on the 

indicated position (or "stud, , while the designated 

finger of the right hand plucks the string. Fan-yin is 

produced by placing the designated finger of the left hand 
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v e rY lightly on the indicated position, while the designated 

finger of the right hand plucks the string (called 

"harmonics" in Western string music). San-yin is produced 

by plucking an open string. Ch'u-chan fg) > one of the 

ancient experts of ku-ch'in muisc, gave a concrete 

description of these three different timbres. 

The san-yin is supposed to produce an open sound 
quality, like the gentle whisper of a breeze or the 
light babble of gentle flowing water; the fan-yin is 
supposed to produce a light and a transparent tone 
quality; the an-yin produces something like an 
obscure rumbling of thunder or a resonant bell or 
drum.., 

1 6 

It can therefore be concluded that the basic tone 

quality of the ku-ch'in is light and resonant. This type of 

sound quality of the ku-ch'in was also greatly appreciated 

by Tcherepnin. He expressed the gracious atmosphere created 

by the ku-ch'in sound in his manuscript: 

The strings are delicately touched by fingers, 
like those of [a] harp. Their soft and intimate 
sound is never stopped by a performer and continues 
to vibrate—filling the room with a harmonic 
pentatonic sound.^ 

The "soft and intimate" sound quality that "vibrates" fully 

in the entire room was captured by Tcherepnin on the piano 

by the employment of one long, sustained damper pedal and 

16. Ibid., 325, trans, by the present writer. 

17. Tcherepnin, "Catalogue Complet des Oeuvres," loc. cit. 
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the extremely soft "ppp" and "pppp" dynamics throughout the 

four-minute piano piece—"The Lute," Op. 52, No. 2. 

The structure of the tempo in traditional ku-ch'in 

music. In addition to imitating the tone quality of this 

instrument, Tcherepnin also designed the entire structure of 

"The Lute" to follow the time structure of traditional ku-

ch'in music. The concept of time in ku-ch'in music 

basically follows the order of slow-fast-slow. This concept 

1 8 

has been clearly explained by Dr. David Ming-yueh Liang, 

one of the foremost authorities in Chinese ku-ch'in music in 

the world: 

1 9 
The concept of time in chin music is basi-

cally slow to fast with a final ritard . . . . The 
meaning of time is not necessarily rhythm or tempo, 
but rather a polychronomic concept in an individual 
degree, yet monochronomic in overall concept. That 
is, the individual player interprets the same music 
in his own feeling, but each player works within the 
slow-fast-slow framework. For example, player A 
begins the composition in an andante tempo--a 
quarter note equal to 60 M.M.--accelerates to 70 
M.M., then to 80 M.M., and then ritards back to 70 
M.M. again. On the other hand, player B starts the 
same composition with a quarter note equal to 70 M.M. 
Then he accelerates to 80 M.M., to 90 M.M., and 
ritards back to 80 M.M. Therefore, although the two 
players had different tempi, each player's interpre-
tation existed within the slow-fast-slow (ritard) 
monochronomic framework. 

18. Dr. Liang has been engaged in ku-ch'in research for a 
long time and obtained the first doctoral degree in ku-
ch'in music in the world. He has taught in several well-
known universities in West Germany and the U.S.A. 

19. The ku-ch'in is often referred to as the chin (or ch'in). 
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"The Lute" was designed to follow the concept of time 

of the ku-ch'in--slow-fast-slow, but without any indications 

of tempo change. In other words, Tcherepnin planned a 

remarkable design in which the pianist is led to achieve 

the interpretation of the slow-fast-slow scheme but without 

having the assistance of the tempo indication. The unusual 

plan is that in the entire piece, though the pulse of each 

21 

"beat" is maintained constant, the internal motion of each 

"beat" is changed by increasing and decreasing the numbers 

of notes within a "beat" (Table IV and Example 26). 

Therefore, the feeling of the speed (or pacing) is changed. 

The tempo in Section II is made faster than in Section 

I by adding two notes in each "beat." In other words, the 

rate of movement between the two sections is changed from 

duple eighth-notes in a "beat" ) to quadruple sixteenth-

notes in a beat (J355). Similarly, the rate in Section III 

is made slower than in Section II by subtracting one note in 

each "beat." The change is from quadruple sixteenth-notes 

within a "beat" (JJJJ) to triple eighth-notes in a "beat" 

). According to the momentum of each group, "The Lute" 

20. David Ming-yueh Liang, The Chinese Chin: Its History 
and Music (Taipei: Chinese National Music Association, 
1972), 229. 

21. In "The Lute," neither the time signature nor measure 
lines are given. Yet dotted measure lines and phrasing 
marks are provided to illustrate the general feeling of 
the pulse of the music. 
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TABLE IV 

THE "TEMPOS" OF "THE LUTE" 

Sections I II III 

Dynamics PPP PPP ppp pppp 

Tempo 
Markings 

Moderato Moderato Moderato Meno 
Mosso 

Internal 
Motion 
in a "Beat" J ~ 3 etc. £33 iiii etc. J i J J J i etc. 

v 3 / v 3 / 

Comparative 
Tempos Slow Fast Slow (Ritard) 

Example 26. A. Tcherepnin, "The Lute," Op. 52, No. 2, the 
beginning part of each section. 

Section I 

^ Oj /rsModerato 

sempre sin'al Fine 

Section II 

—rn—T~I—^rrt. 

u Jtpp 

Section III 
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is therefore divided into three main sections: Slow, Fast, 

and Slow, the order of which corresponds to the structure of 

the time in the ancient ku-ch'in music concept. 

Besides the three sections, there is a short 

introduction, a short bridge, and closing phrases (see Table 

V). The short introduction, in which most notes are 

indicated with fermata markings, functions to introduce the 

piece and to set up the serene mood for the quiet "Lute." 

The short bridge, in which the new tempo marking--"Lento" 

(different from "Moderato" of Section II) is provided, is 

placed between the "faster" Section II and the "slower" 

Section III. This short bridge functions as a mood-

transition which slows down the "faster" Section II and sets 

the mood for the "slower" Section III. The "Meno Mosso"--or 

"Ritard"—closing phrases exjd this quiet piece in a peaceful 

and silent mood. These three passages are in three 

comparative tempos: very slow, slow, and "ritard." 

TABLE V 

THE COMPARATIVE "TEMPOS" OF "THE LUTE" 

Sections Short Intro. I II Bridge III Closing 

Tempo 
Markings 

Mod. Mod. Lento Mod. Meno 
Mosso 

Pacing (very slow) Slow Fast (slow) Slow (ritard) 
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The Lo-ku 

The Lo-ku Music 

Lo-ku music occupies an important place in Chinese 

music because of its large volume of works and its 

popularity. The so-called lo-ku is composed of a set of 

diverse percussion instruments, each of which has its own 

individual sound quality. The combination of percussion 

instruments varies not only with different regional types of 

lo-ku music but also with different basic types of lo-ku 

music. Nevertheless, the lo-ku basically consists of the 

large gong, small gong, cymbal, and drum. The variuos types 

of lo-ku muisc, therefore, are based essentially on these 

four instruments. The several different kinds of the lo-ku 

music include the lo-ku solo, the lo-ku accompaniment (for 

theater show, for folk dance, etc.) and the "Silk Bamboo 

Lo-ku Ensemble"^ ( • ^he "Silk Bamboo Lo-ku 

Ensemble" is a general term for the lo-ku ensemble, which 

includes various combinations of strings, winds, and the lo-

ku (or percussion instruments). The lo-ku, combined with 

strings and winds, occupies a significant position in the 

lo-ku ensemble. 

The Affiliation between the Lo-ku Music and Op. 51, No. 3/4 

From several aspects, it seems certain that Op. 51, 

22. Tan-ch'ing, ed., op. cit., 221. 
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No. 3/Bagatelle 4 was inspired by the lo-ku ensemble. 

These features are manifested in three ways: the structure 

of the form, the sound quality, and the rhythmic pattern. 

The lo-ku solo. A common characteristic in various 

types of lo-ku ensemble is that there are many lo-ku solo 

passages to emphasize its importance within the group. For 

example, in Ku-ytieh ( o r Drum-music), one of the 

various types of the lo-ku ensembles, the introduction and 

the coda are played alone by the lo-ku solo. 

TABLE VI 

THE SOLO AND TUTTI IN OP. 51, NO. 3/4 

"Parts" I II III IV V 

Measures 1-3 4-7 8-11 1 2-1 5 16-19 

Solo/Tutti solo tutti solo tutti solo 

Contents rhythmic 
figure 

melody/rhythmic 
figures 

same 
as I 

same 
as II 

same 
as I 

The importance of the lo-ku in the ensemble was 

emphasized by Tcherepnin in Op. 51, No. 3/Bagatelle 4 

through the employment of marvelous design. The little 

piano bagatelle of nineteen-measure is divided into five 

parts of almost equal length. Two diverse groups alternate 

with each other in the five parts. The two groups are, one 

which imitates the "non-melodic" or purely "rhythmic" lo-ku 

solo, and another which imitates the "melodic" and 
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"rhythmic" tutti of strings, winds, and the lo-ku (Table VI 

and Example 27). Furthermore, the piece is started and 

ended by the lo-ku solo. From these two features, it is 

apparent that Tcherepnin was deliberately bringing out the 

significance of the lo-ku solo in the lo-ku ensemble. 

Syncopated rhythm. One of the rhythmic features of 

Example 27. A. Tcherepnin, Op. 51, No. 3/4. 

Sec. I (solo) 
kiiegro non troppo 
s~ 

A 
..Sec, II (Tutti) 

* 
Sec. Ill (Solo) 

i F f f p - f W WW 

Sec• IV (Tutti) 
3 s.3 * 3 

rj j Ll | > i); 

^p 
U p */> P P 

g- zzz i 

•sa. ^ * 

llv-
1 

r- 7 yJfT 
b ^ 7 ± J -
W W WW 

A i* n i ,_a ? 3 
s—.a K i p*. r

* l J. 3 i 
-. <*—£ i 

Sec. V (Solo) 
s~. S~. 
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the lo-ku music is imitated on the piano through the use of 

syncopated rhythm in Op. 51, No. 3/Bagatelle 4. The 

syncopations are continuously employed without any 

interruption throughout the entire piano bagatelle (see 

Example 27). The syncopated rhythm is one of the idiomatic 

rhythmic patterns found in music for Chinese percussion 

instruments—the lo-ku (see p. 62, the quotation extracted 

from Tcherepnin's "Music in Modern China"). 

The sound quality of the lo-ku. The sound quality of 

each instrument of the lo-ku, large gong, small gong, 

cymbal, and drum, is concretely described by Hou-yung Kao, 

the author of An Outline to the National Instrumental Music, 

as follows: 

The basic combination of the percussion instruments, 
among the people, is fundamentally based on these 
four indispensable percussion instruments: large 
gong, small gong, cymbal, and drum. The small gong, 
cooperating closely with cymbal, produces a 
bounding-like, joyous sound quality. The cymbal, 
connecting between large gong and small gong, 
produces a shrieking, piercing sound quality. The 
large gong, is the main instrument which could be 
combined with any other percussion instruments. The 
large gong produces a dignified sonorous and loud 
sound quality. The drum, controlling the rhythm of 
the entire music, produces an energetic and vigorous 
sound quality.22 

The basic sound quality of the lo-ku in Op. 51, No. 

3/Bagatelle 4 is imitated through a relatively long damper 

23. H. Kao, op. cit., 170, trans, by the present writer. 
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pedal, the use of two adjacent notes, and writing in 

extremely high and low registers. The two adjacent notes, A 

and B, placed in extremely high and low registers, produces 

a shrill and sonorous lo-ku-like sound effect. The loud and 

thunderous sound from the animated and exciting lo-ku music 

is well realized in Op. 51, No. 3/Bagatelle 4 by combining 

the long held damper pedal with the above-mentioned two 

adjacent notes in extremely high and low registers (see 

Example 27). 

Op. 51, No. 3/Bagatelle 4 is a small nineteen-measure 

piano bagatelle, yet through Tcherepnin's meticulous and 

circumspect design, the lo-ku ensemble is portrayed vividly. 

His impression of Chinese lo-ku was revealed not only in 

this little piano piece, but also in "Shadow Play" and 

"Punch and Judy," which are inspired by Chinese theater 

music. In these two pieces, the sound of the lo-ku and 

other remarkable features and techniques of the lo-ku music 

are also imitated. Because of their close relation to folk 

theater and folk arts, these two pieces have been discussed 

in Chapter II, Section "Shadow Play and Puppet Play— 

Theater Music." 



CHAPTER IV 

CONCLUSION 

From his theory of Eurasian Ideology, it is evident 

that Tcherepnin realized the importance of his close 

relationship with the East. Stimulated by the concept of 

this theory, he began a world tour which was to include 

China, Japan, Singapore, the Philippines, Egypt, and 

Palestine, to search for "musical folklore." However, he 

was so fascinated by the culture of ancient China that he 

cancelled the rest of his arrangements, except for Japan, 

and remained there for three years, until the outbreak of 

the Sino-Japanese War. Although Tcherepnin planned to 

return to China later, his hope was short-lived due to the 

fact that China was in a state of great political turmoil 

soon after the end of the Sino-Japanese War and World War 

II. 

Tcherepnin believed deeply that the duty of a composer 

or performer to humanity was to fulfill a mission rather 

1 

than to establish a profession. During his three-year 

Chinese period, Tcherepnin perceived that China had a 

musical need and felt that it was his obligation to help his 

1. Frances Clark, "A Visit with Tcherepnin," Clavier VIl/3 
(March 1968), 20. 

89 
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"second home" by performing his "mission." He therefore 

composed the four piano solos, Opera 51, 52, and 53, and 

Piano Study on Pentatonic Scale, all of which were termed 

"Chinese Mikrokosmos." These were written to benefit 

Chinese beginning, intermediate, and advanced pianists by 

providing them with the first Western piano text based on 

the Chinese pentatonic scale. Besides its didactic content, 

"Chinese Mikrokosmos" also exhibits another aspect of 

Tcherepnin's indebtedness to his "second home." Through 

detailed analyses, supported by numerous concrete musical 

examples in Chapters II and III, the affiliation between 

Chinese instrumental and folk music and Tcherepnin's 

"Chinese Mikrokosmos" is clearly elucidated. In these 

compositions, Tcherepnin consummated his ardent affection 

for the Chinese culture by assimilating its essence and 

using it as the source and inspiration for his creativity. 

The artistic crystallization of "Chinese Mikrokosmos" was 

achieved not only through Tcherepnin's liberating himself 

both from his own "technicalities" and from conventional 

Western musical language, but also through his utilizing the 

results of his indefatigable research into primitive Chinese 

folk culture and erudite art, both of which served as 

stimuli for his creative imagination. 

Tcherepnin's fascination with the enchanting beauty of 

Chinese art and music was not limited only to the three-year 

time span during which he stayed in China (from April, 1934 
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to April, 1937). For more than twenty years after he left 

China, Tcherepnin continued to explore Chinese music and 

literature, thus reflecting his admiration for the spirit 

and philosophy of Chinese culture. This is evident from the 

fact that he used his sensitive craft to produce numerous 

"Chinese" compositions. Some of these include Seven Songs 

on Chinese Poems, for voice and piano, Op. 71 (Chinese 

ancient poetry and folksongs with newly composed piano 

accompaniments), Seven Chinese Folksongs, for bass voice and 

piano, Op. 95 (Chinese folksongs with newly composed 

accompaniments), Fantaisie, Op. 78 (Chinese classic 

legends), and The Lost Flute, Op. 89 (ancient Chinese 

poetry). Tcherepnin, and we, the benefactors of his art, 

are clearly indebted to Chinese culture, and conversely that 

culture itself has been exalted by his contribution. 
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