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Our Vision
We aspire to be a world renowned Chinese Orchestra

with a uniquely Singaporean character

Our Mission

To inspire Singapore and the World with our music

Our Values
Strive for excellence in our performances
Committed to teamwork

Open to innovation and learning

SCO-Symposium2015_Booklet_FA_180207-3.indd 1

8/2/18 10:30 AM



& 55 [§ Board of Directors

BERHTE
HABURSEE

EFE

FEELE

E=

RARFRE
K—BEE
ARSI RIZIR
X ERIRFEE
MEBTE
#HOZ5NE
KRAHFE
BB L
BTt
PR RITE

KIFNFKLE

SCO-Symposium2015_Booklet_FA_180207-3.indd 1

Patron

Mr Lee Hsien Loong
Prime Minister

Honorary Chairmen

Mr Chew Keng Juea
Mr Robin Hu Yee Cheng

Chairman
Mr Patrick Lee Kwok Kie
Directors

Mr Choo Thiam Siew
Mr Patrick Goh

A/P Ho Chee Kong
Mr Lau Kam Yuen
Mr Lim Jim Koon
Ms Lim Sau Hoong
Mr Victor Lye

Mr Ng Siew Quan
Mr Seng Han Thong
Ms Tan Choo Leng
Mr Paul Tan

Mr Till Vestring

Mr Wu Hsioh Kwang

1 03 ] PR AR R E R K 252015

EbZEB R

EHRUFEBETLE:
1. R#HEROIME, ARREBEFENSHINEE SERFRIE D,
2. RO EMRERENEFHEE RS IR R KRIERIAR,
3. 519 AR BE NS FTNR e B4R fFhm.

BIRE R

RICIZ B AFT IR E PR R R 2 G —TUES), ELbTEE. SRFMREEMEZ RI1EEFT

R—2, NS AREBRRUBREDR, ARIFEFENBERORELRE.

8/2/18 10:30 AM



I
5

By
T

R 2015 FROF MK E R EREHARELET
ME, XARLRTIBIZA S WM FRIEEHEO
LETREE SLRHENZG!

2006 FRILLTRAE "—AMETER", 201145
WEHERNEF=E L ZENBRIFMEN “5E
RE" 2% BERXR2015FHNRBERIEE "F¥
BIR ZKZFHER, BRK FE ZIREMAE

&o

2015 ML TFHNHEFT 1292 FHKRBE, KE
188 ER1FAR, NEIFm1388, &EIREIFMSER.

XAPERMICRTRFLEHOIE, HFRAE
LR AR RIS 24, XA A B TR F il /O
BH=, TEEEZRNMREE, tEELRE

&L RS,

ESEEBERE, EREFZREK, BRINEBE
M ABRD, BIFAEINED, BEXEFREA
WERZW, REFISFHI0FE!

SCO-Symposium2015_Booklet_FA_180207-3.indd 3

e
W g
'

M R &2l 1t 7

NABEL - FRES
BRSSP

HHEEL. ERERER. KAFTLE. BEN],
FAEMNZ LA, B!

SENBIEEENER N E—2 A A{FHtE
BRI, ILERMWEE, BE=ZKER: 1. &
HEROIME, 2. REEMFRFEXNEFSHINK
LR FHKIERAVINR; 3. NFTI0R &RE R it
BENNKSEFFERNEREm.

BIENA—EEZBEXENREDHANER, 12
it “PEEROME" NIt IR SARREH—IFE,
REBLS IS AR RS KRR RIFTELE,

ETUERREZREX, FIURES KB E
AMNELEME  XAEALZERTERSL
EN—RRE "RERKABHE . WRBTE
IEF IR Z RS R ERATRER, A
DIAFEMBER., R MMEBREERE, T
BEREZAMRZR RUIZAEEZEZER, N
TEAEXNZARSRITHEZEEEANE X,
EENSUFTFAERE—ZERAL D, EX
IR B+ K10

BREWERBRED D, BNEFHMGHREE, 9
MBI TNMHREERSHNZERBR IBR
AN EE? ER KK —LEEBE,

BE, BRZAMZITONE, BT —NUES
AERBNRITMG FREMIE X iRZR
RERRAANBECSHWERMEIERN, NRMEE
m PR R A X £ A E R EFE S
HEE, RELEINZAK, AYSHFIEHD
BB “RE—1" WEET, KEEFEN.

ETIRIE, RiteIFELTRITEFNFER. 5
RN, A&, HEESWEN, URAK
SIENAE, HiRITtEE -—ENFIE, ETH
2, ERIRITERKFERRT . ABLERRITY
SRR AEFES NI M, BRERAEER
EWRER, XEANRSREENENE, BL
Tib, SERIRITTLH, HAFTUBEFEIHEX
Bt B RER.

PEEWRE T ZARAMRITHARIXS, HETH
ZIRNZ, BEAS BRI X A E R =,
BMNERSEMZERBRABNNERSRITEIE
HENRIRA B R FINAT ? IR, REEIL. ¥
EEZIONXE. RN ERSHEIZ, LK
BXRSIRERKENE "RERKA AL, &
RS, HWEERINEQFHE R RA L5545
BXERTRZESIANERN, BNTERNE
BREVINFTo

HER, HAEA KROIKILAFNK 2 EBDSE
M. B, INKERE, XAENZERNES
Tt 2 BERR. HATN L EXMERERR, &
BMAANAR, ARBAEZERMI R EIA
—X=, MXERRERNEIE, AL EEE
BHPZ— B BEEREIIR L, LML+
A+EARN "HHEIK NFIKENNZRAKE
HREANTNE, MNESH, RMNNBEERE
KSR R RIIICICINHT . XL, ATLIR AR
ZABMBRRENGER

REULERMNERRITRR. WA R 2HRNNZE
FEIEAE, 1R ITE RERFTANM, X ARE I & I M
MR ENER. RINAREEEHRZERSIN

8/2/18 10:30 AM



NERN, BERFEIMTERAIMHBEIEE, B
BEWHNRITERE, BAIWEREIRTHE Sk,
BIISREE . XMEABENEEARLRE, X
BET G 2 IR BN F B Fo BRT RER LT
DN, FEF SR IM XA, FIRE XML KRR ANE,
A A EUEE REB (Housing
Development Board - HDB) AEFKER, 2
SupermamaiR It AN @. BMEBEIERH
RIHMAR A E R LRI EIER B. 5N &
BRES TR Hanse B R AEERIRIT TR A
RITET, RAER, EALENMEE, BITVE
FARLThZEA, #EThM RIEEITE R EIE,

BMEBE, FMEEFEENEEEHRES
FEBEEZEREA?BNBERER 1IN, ibH8,E
LolF sRARE HAZLNERME: 4t
BUNE BB R ELR - BRI (Alvar Aalto). WFIX
(Sullivan) & 29 - B2 (Jorn Utzon), EE/R=, —
MAOFIMEENNER, BELNEREE
* - F~fFHT (James Joyce), TERETE, B H AN EHY
RIBARXE 7 (Dvorak), ABE=ZNMHTEERNLS
B RY0%E (Kiri Te Kanawa), RIK, 1ERA—1N
EH, EFHIMKNBIERIRE, RIFTERBAE
B BAERIR R . FHIE, FINAFATN BB R
MINENT, HBIEATS T IR T, SREE
MERSEERMEBEFT—A,

BT ES R ARZR RITSBATEE E
N, 2EEATFERERIARR, ZARMNNE
B, XEMERNWARBREEE D SX, BI1W
IET—IAESREEEHRNEH, HHEX
RO TN BT, FIE+FE, B
MNEXFRTRERNREFINTNZARN, &
LEXRHILIE,

i

SCO-Symposium2015_Booklet_FA_180207-3.indd 5

TN AR R 2 bR

IR AERR AL D

FEEMNABRZEZHZ, RAB=ZMBERER
BIADBIMNE L KZ M 20, R1976FEERFHTIN
EAESERE (BERAANERAER), 19965F
HERMARNEBEIF1. 1996-2003 FEF MUK
EXRZAEESZE, 2003-2014FEFHEEZARE
FeBeic, H2014E48FE20175FE58, S NELE
RSB H

AER, thEFSXZNMBEERRES, it
BIEFMINR R REES, MK ZEARZRES,
MERNERTERSELTRTEERE, WEFMN
KRESHCEERRZAEESERE, FKERA
EE, MNRAMRNDSMIES, RZEE
E, MK EREEEE, 2FXFEEEK,
PR AR L = R SR S WREIE R, 2 AREE
SEEEREREESTRS.

REER—MUZARFE, RERASETHER,
FECPEFREXE, A%, BERKRES
Pro

fttR2001F H IR T B —ARIBFFE CAEA
BRI, BERIEREREEREXEZNX
ZEIBEHMARE, RELRE,

8/2/18 10:30 AM



EERVEREKE. AL ENTAE —
RIXEAFERNEMSRE

BFGEHIR - Blfic
EBERFR

Bil, FRPR. #HIFR BEXR WELEER
FReEllk, SRZPHER. LS. REFE
EMELEAREER, FEBEAERFESK,
PEERTLPREISK, PEEREZZPRES
B=E (ARER) BIESR, LEshmEHER, LB
BERRXMIEIER, LETEZFREISK, biE
THERNSEE. BZPRE, AREXESKTE
MNEMR. RREFIFIOORLOF, BiF (FRHA
i) . (BRBES ) . (FE77 XA+
HER) (RE- 1) BRE, SRS . (tFAXKE]
RUERED) (9K RURERE, 38) . (FRER
RE) (AMREHRE, #35F) . (HFERAL) (B
RET-ZRIRE, F8B) F, WESABFRZAE
B ATERE BREZ REIAR. BRHAT
Sa. BERFAEZE. AERIRNERTIL. B
RREZRMRFSDHTLIER. RE "BXE
TAANAIRANEE "ERFEREAMRTEF
TR HEMHELATT XUBRAFLEX"

LBUEALT FEMRERS, ARBPEX
BRXZWHE—FR. —FX, EBHAXHRLSE
BRELSHERRRE,

SCO-Symposium2015_Booklet_FA_180207-3.indd 7

T 0 3% [ B 4 R IR 252015

HERAR:

xE

5

RTF

CEL T
SIERR

7 BHERRER

BHERR =%
'{."‘? }.? BIfERR =%
} -.ﬁ.‘xy HINEVERHER 3

.!hi- e { SIS R

% .7 FFR

S

l_%.l_ 7
NSV EF
pUNTS

Fria

TR
RS
R Ih
raT Ik
R

a3y

InsEFF IS

E=purfiN]: SIS

FHPHRIM

Krakatoa

—_
2: =
=

MR

E

BBt (F8)

JFEE (875)

FLEH (FE)

8/2/18 10:30 AM



FHERE

10 IR E R Z B RARF

F—Ha: Rifis

RREBIEDRIREE
18 BHER
19 PPNy

20 LEF

21 ARz
22 ME&
REPER

23 3,

24 FRIG

25 &N
26 P&
27 Ny N EF)
28 ENE
KEMRAPESR
29 AT {h3E

30 FEImELT
31 REAEL
32 BREBETGRFZ
33 EE

B TEEM

35 RERNERE ALER  BResug
M- SRS R

Bl 5 R
44 E2d= =20 By REKH
46 i) & MR, REKM. HFGEHIR. BRia
A= 2 E
51 ZE G €
52 3
53 FEE

SCO-Symposium2015_Booklet_FA_180207-3.indd 9 8/2/18 10:30 AM



10

T N3 LR IR 2 %

MR AR S AL HRID

&4, S ROWHIE, DE3NEHD. EEXNFE
BERNERB—IMREBNER, FETLERE
R, EEREPEERNEES, MELU “BHR
N BB, EMSNRSUETIINBURE IR S, 55
" RREIFTINK BRI ERE R, Uk BEIE
MHIRB, RFEEXICENNED, RIKER
i Em, FRERIAN—LEEE B RE
B, BRR—NUEARAR, AREREFE. D
ARBENESIFE MEFETHIBEFARMEZ L
B, EEN—ULEHEETRIWITR, K2
E—UEERRNEL. FEE, INEARNIERS
3k, REAERN, BEXNREF T,

1. &igHse

EHMNETHRTLAZRPEEKR? +AttLH (1840
F) MUEl, FEERENMEFERRAT R, B
=2, BBAREFUE, FEARITAESTEREAR
MEICTOIMEE R, XN AT R 1% AR
EREE R, WEMBWFEETR, 2ZENENR
BEATHROER (BEARZ), HisPEAEERT
BREIL IR E Ko

B, t22FEEHERE? EHE "PEAE
BARKEENER, XEHWFEEARKERRE
SHIENER, BEREESHERER

SREFERENRE, B2 "TERKER WE
o 20tEL = =+ 54, A "RR" RKZENG
AT RN, EEAXEREENE R, EthE
ANANA "RBR” Mix2E "BPEG SRS, DR
= BRI EENREERER . HDAIAA
EANTE X AIRKE T

SCO-Symposium2015_Booklet_FA_180207-3.indd 10-11

TEFZHENFH AN, 1 "REENRE © "#
RKR . "WEKR F ZERAS5EMNFL,
BEXBIRARAU ENER, ARRENERE,
MNHE, REE, I8, A, TZEFXIM
XX I AE RIERFRI IR

PETARKRN, EREL—F (. 5) iRER,
FEAEIIHLCHRELABREREIL, HAIHK
MAEN, FUBITEANERUEMER,

BEEBWRZARKR, Miz2BREREPEHFEKR
HEYE Ko

SERABUBHNXR, BEEMNERNER, &
RE Ko

LREREE, B W P aIRERE (F. £ K.
&) Ko

ATTHERITIE, BATRAHEIFRIE, IEER,

MXUEZEZRNERIE, BF ——KE——H
B ——fE—RR—REe ——%E——¢
M— 3K, BAENEE, H5HIMER, BIU
EHREGERAG, BMNSRITBINAMIBEKRE
sEk BHOEE. B AN FHERBELN
RIS R 7o B TR AKAZHEHZFEMN
HEUR. B KHNAEIER, PRAMBAREL
e, BAHEXRH, BiL. . 7T, BHIEXKREINEG
Be N ENEBNES, BEMNEPILAKER
ABER, XUET, MELBPEMEN/ D HRE
BRRANRER, FESENAFER, KAOMNET
it L RER (Fdb®R) | db75 (hRME) FFiE
ABERER, AR KR RERMBILER, L

e
W g
'

i, R BRI, ERITERRNET, EhA
THRER. BEBRRLTE, #h. HEMRE, 52
KIMRARIE, a7 REE K. EREENZ,
HINHEARBRIEESCE, LB REMKED
fIA (RB2H—NINA) . ERBITH, REFTD
WRERE RS NERE R XU RBHIAR, AL
ZFEAZ NG, FHABMIIAR, REILR, MAEX
BEETEZARBIHENETRA. MAEEHEF
ATEMENMAENEE, MEFRREA. B
BIREHEA. BRI ZZF,

teoh, EEE TRIALEA (420-589) Y ERENE 233 24
(SIHEBEEZE)EN. D REKE (SFER), i
8, BARMEAN XEIHIRRE, EIRABRE
MR NEERTEFRERTD, NAHRIDNE
E/RARo MARIRSERE, B, A%EMNAEFELM
RE, ifEAFE, EEEZERZEIIHLRK,

PERARKN, EREL—F (3. D) IRER,
EAFEIVIHEIREEABREFREIL, HAIHK
MRAEN, FTAEANT AN E R EER,

BEWRZATR, Miz2BREREPESHFEKR
MHYE Ko

SERABUBHNXR, BEEMNERNER, &
RE Ko

LREREE, B, W P aiRBERE (F. £ K.
&) Ko

ATEHNTE, HMTBABIIRME, WIEER,
MXUZRNERIE, BF ——KE——H
B——iE—— R —RE ——— %R ——¢

M——%K, BTRENEE, H5HMER BIU
EREZZRAG, BIOSRITEIRATIEEKRE
gEk BOEE. B AN FHERBLN
MR T, B THRNEARASHESHM
HERo I KHNASEIRER, PRAMAERHREL
£, BEEXH, AL, £. Jt. FRIENEBNS
Be X BENEEMRES, BENE RN
ANER, SXEFT, MELETREMEEN D HRE
BRAARR, FESENAFER, RYMET
POttt LS >R ER (REdLER), b75 (FRIRHEE) F M A\ 7
BER, LR RERMBIL R, NHLDH,
ERE. BRRA, ERTERRNET, BT
HARER. BHERLTE, 85, HERE, EER
RARRE, £lETREESR. EREIENZ, H
AR IMEI X2, BT ER K KA/
H (XA —NINE) . FERERTHE, REFIDE
EERERAXESNEERXERBMANR, FTIU
ZEHRE RO FRBIMIAR, REIHH, MNEBAEX
BEETEARBIHENS TR, MEERHF
ATENBENMAENREE, MEBFRAREA. &8
BIREEA. HRIN =% E,

tboh, EETrACEA (420-589) WHEIELZ I B
L(SHEBEE)EN. BEREKE (SFH), [
hIfR, BARIHEN . XSRS, ST RARME
M& R, MEERFTEZRSE R, NARDHNEE
Ravo MARERER, FiE. ALKEMAEFEMSK
B, BEATE, EEEEREEIIHEELER,

1920, LBNARKRSELRERNERS
ZHIRESP, BETHR, I, 38, FTEFRFAHNK
RO BY R R ARI R iR, AT DAt 23 B 42 /R BA
BT S /LT ERNERERE, EENETRXFEEN
ZEF, HAEE HZ AU LNBRFEL M

1

8/2/18 10:30 AM



12

EETHEEFRNEARE, BNREERE, FES
REEBKNAERAH, RIgEEC T KRERSH
KE R, SR, BRNERMSITHRIER, B
MEHhEkEEMENNEL . NRE. @
JEFEIE, REFMBIE ZHAYLKE], EITTHA
MESEZFHARENIREIER, 25X
BKEE, EERETHERZANESA, S
B, PR A,

BT, IR A ERIRN T,

2. FiERNERNAR

BENXHKZARAGIER, MERMNA, 28
REIBE&XBEIL, ZIFLEN, ALETEH, TER
HRZHEE. PR AR ERARER,

19505X, FTIKAEREAS ST, (FnKE
REREE) FERZRR: "FINKERKER
RENREIREFRE

1965 MMM 2 /5, AR HRARMER
H, BNESEREZEREERS, B TEXKE
HEBEMERR. 5, T1968F, ARMSAK
M TARMEEERE, 1974FERR WA, Z2HE
MoNE— D 2BRERE, AMERTDILEL, X—
MEAH I T ES TR R LR F T HE

19734, B EREMIL, ERLBAFINK &
BERA, M ERAS AR EREHERE
AL, BEAMRESSAOMERE, AAMERKE
BE T EM. M EKET1993F 5 & NI E
Nl

SCO-Symposium2015_Booklet_FA_180207-3.indd 12-13

1980F AR, HEFRDKTEIIZUERK, &
RFRERNAE, WIHZMAARDBSER
B, A= ZMEEKR, HKECREMILKE, &
TERFNERFER), ERENBER, ERHE
RKFHEE-—THNSE. 1992F, ARNEE
REIL B AR ERE . 19965, FINKLER
BBRARIERNMKIL, BATERERE. BAFK
HFMEASEFEAERERANR, REER
BTE. HEAIDEHNZ AR R, KEAGES
2R, 90%HBFNE., FERKEZRFEIE KM
REFAE2009F B BMIEINYE: “FI0KA
HARE5007, LA ERE—MET, ERZEIE
RWAOZERY, EETEEAMKERE
RxEH, KEBRE, BEFHBR

O] 5 SR B, FTANM AR R MR MERE S, AN Mt
RERER, TEHAFHDA, HEXN L, &H
£ P, K. MRAFFHNNE, ERBIMER
BRATEEEREEAK, EREMFHR. REREN
BAT, ERERMER. REFILRKE, EEX
ERZANER LERENH, ARMERGER
FIRERIE & BT T &4t

3. ;K

3.1 FEANMREAR

BEl, ZREMNERES, BRI TEAR, HEA
LMRREIELR,

LEALRTTH, BERRBEER, HEHHBE
FREERVEML, FRMELESHNRIERE
5, HRERZRIRER—I, EHNFE, KKk
REHRER, BEZREERERESM, &K

e
W g
'

WZHHE, REEFZARZRMEHBLERT
A RNET I XEMNPAUXTRE, BZHETH
DE)LBZRZREFADERERKT RE. 15!
BRARIERER, UARZEE NETWEKE
=, G ITAES0A (BEFMKERENS
AR o

BRIEREZIERERN (FUMFELT L) AJZE
— AN, EREERNIBEERARNERE SR
PR EL25530%,

RENERAR, BIMEERES HRES R
REFRER 2B RETHELRN, URBER
IMEREIVHFRERKEKBRIVNE K,
XERBAEIEEAZ T, +0EK. ARy
RNERBEF (BEZRUORBELRE) BAM
1501, FERNEAKEN30M, TEN—F, Kih
MERELF2501%%30017, £RFIKERE
AEHMBEEIT1007,

3.2 AZHIFEE

FRENCEBEFEREMEFRSZE, REF
AEFRERZIH, BATHEENAZIN LR, 2
SRR EKF,

ERZABESENAF-—ENEEERERLL
=, K. KB T ENERHER. AR
ME—ENFRERAEEERREE, BILAZ,
FFZAZRMLEEERZR, BEFEEDER
REBEDRER M EDFE REHEDE—
ERUNRK R TR, XEFER, AERHE
I ERMER KET—EFM.

3.3 ARFRA, REKFRFA

DU IRERA NG, 1B FEMISTZER
=, VY EEERR2%, BEMASTEURBE
FRECE L, T FE % 508 LS SR AR A B0 A
3A5FA. (BEKR: FiiEERAETRAT
2013/2014451R)

R ERENRR B EBERWK, 255 U TH
MAR50% o

3.4 EEEFEXRNE, BRXUZEAR TR
%,

R ERE Uk EMRERE, BERES
FESINLEEE, BIIERR, MEMIRNFERESR
RAEERNKEAEEZ R FMBORL, 3
HEERKFRR . DMK ELRES, 2009
F,ERABELE—XNBERTEZATHRE
ERFEHNERRE, 20105, £REABS5HM
WZATHEEEERINEL, 20145, KHZ5
EBZEERERT. EBHIFRIEFTH
MR REE RS RRNEE,

4. BRIKTRE
4.1 RZIEMERBERA

ERPRERABHEE, EEMRERFZRE
RERARNEHETERZREHRTUNERER
RIE, THERERAFEAZE R, TSEK, AR
Ir T AKAIRRER B DFEANT, RAFINRZEAR
FPRAFREZARZEMDFRE KPR RE

8/2/18 10:30 AM



14

R ERREIR, & REA MR R BELHAE
ERAREOREEANSEER, REFEH
Eel 4,

B2, AMERER 2R EEBRN? &K
EHRRARZEENERAELASELIRER
Ko, BRHBENEIMZ M L? KIDRANEE,
FERNXARANEREFESHRETEFL
BE?MIANAEREREREAKNKE, SO
BRIZEMN, CHEERE LRMAE, SULRER
BRI, BEEKZE T —EREE, BFH
EERIRES EBA D, REPAMREE
MfTo RTERAN62S SR AL R IMSE R P LR
BRI, WERTWER, 2—MEE.

4.2 RZERZPR, BiCHTHRAR

At X TEB LAY, fEEATA, SR BRERR
EH (R ER KR L) . 2013512 AKIHY
IR ERSRRIR/BEMRL, HEHLFE
RHBAMERPAMRERE, RAAZXTEHOR
B, REREERSRERE—FRENERRESE,
EAZNEREBAE T ENRK, T EEBRIR
%o

FH—NMREZEBMRENTERBIBH, X E
BERNITIE. MRMER. EBFREBERIF
BERAEMNZF (FERPEFRORIR) 7.8
MER, IERNZATXE, BREFENEILSE
17, MRSRKPHIME. EERT, BERFHER
BB THE, (FhSRERTEE. IMEZE
HEVNBREE—EN, THREMRIFNRE
Eitl, KB TERFIEERERENRR . XAZS
— PR, SKIREIANLE,

SCO-Symposium2015_Booklet_FA_180207-3.indd 14-15

4.3 IRZ{FHMEEAT

Ap AT KN ESMROERFHR, MIXILE
Wil BZ2ARIEER, MEXRIB+ KA,

X R REAMIFRAEEAT BZREE. ]
2/, RTI R EFE AR SER T WARIE
Bl Z5h, ERWBRAFENFIHR, EXER
BRZEAGEHIERIZR. RAEBE L, ML
£ ZRPAMIRARTER, MPERBNEEDRE,

5. AR

50 BEAERESFR, KESHNERF. /Fil. 3§
#. ZRTRAR?

REIBKMITASIRT AMERNAM, EREE
%, BIEERBERNE, AMERTEERG
ERENKE. NEBETF, ENEAMBEFRT.
Rl FEEMITHRARMES, SETFTHRNAE
EXHF, RERSZTRENXEN -, &
ERBETEH, AEBENIMERNM, BRE
REZ2FE, BRAABIRM PR, HEHLATUE
BRRAEMEELRNRE. BRERFEZRZER
FIERNZE, RENRERATEZUARA
x, BEAKRKARE. Bt fFiE, X ERAIA
R, BERERARWRFBEERITNEE, PEXH
3fe, EFEIE, HPESRNSHEE, MER
WERRAE, AAKRD, ZHERBH-RTRIR
AL TR R MEARBZE, RAEHEK
FREREERTRZh, REXTEREEARNT
R BETHE, BRAEEXNRERNTFE, ENX
FEXHMRENLE, BEREREERNBH, XT7
ER B REXE, NERE RS HEBRRE, B2
REDHER, ABEFREFTE,.

W e
-,

52 B BEBRNIABTHRE, #—SNERIRE
7, BEF A, ?ERR, BESIE?

EERERRERNFILE. EEOREH. B
. FRHE, REFRPREFEM £, EARE?
BZMNELEEGEEERANEIR, BILETERN
FRERKERNOEERE R, NIKFHINKE
KEFRH, £RER, &P RE. . FALZ B,
ZARR, MASEEERNELEZROIER, £5L
MERITERS KT XERHELR, WIIFEA,
REELEIT], BRNEADRYRM?

BEFEMIERL, BEfRtaSNEXEETNEIR
PEEERE, WX ZAXEBS INREEm IR
g, RESAHORIFFE, mHE fYFT IR EER
XUEHROERE2017FE R MK EREHEM
LEMFPEETIMKE FEKRE WEATU
WEREXRN, Al AMBERNA,

5.3 N#ThA—4T&. KBRS ENER

R RHE T R B m TR DT ERF NS E
R ZERUEERANIGEH —ZETEBE, T
Bz, BROHA, hEAE, BEHBRENER
H. Bt 2 ZBrFER? ZRTHE. REMSFM
kR, ERERENERRAFEAMRLE? X
20053k, FABRER, TEUERGBSENA
2, BlE. B ¥, &, I, MttIHRERREFER
M7, MPREIETHREERNET, ZF
E X, BAXEXZE AR KRR, &
AERBROXE, BELEFERBA, SHEPEE
E. =, A AT FERE TR,

XERSE P, LK AR AX RE, BFR
g, BARRAMRAE, LS5, 60F4, #

IKEIRAET—R "BHFEN, 2FF ML,
BIFNFEFEN, EREAE— PR, FEENE
FER, IMEE, E2RFH. RIMNOEFRR,
EREXSTE, LRI, THREBRE, #—F
B IEATRIESL

6. B4

FEEFRNER, BATTHREERINKEHER
2, B9t LA ATIRER NREKRFEUE, £AH)
TEMATT XL, B20E LA, AAERERK
B, THRES0EXR, FREFRNAR, 2R
MM, ELEH. BE. RHE. BKR.BM, 2
BE. KiE. M. 2EIE N 2ERR,
FRIBETF E R RNEHI S FIAERE, HEK
RERPNE, ASE, AEEE. XERE, F
2 TERNRIA N B2, FEAR, AFRLE
RFESERE, i, IBARFEZENEHHPNE
REIREEIRN, EERMFAEERS (KRES. &
ARE. EEE BFRE WER. WHE) L
MAESH. BHE=ENERR/INESH, A
BT RNZE R, AERERERRRNE
BRI R, AR “FI7] "FESHAIER .
MPEFEFARBEERRK, RIFEENOERS
EERETRRERNAERES, UEFHEA]
TARHBEERH, ILERE, EFABEEERE
EER, RESHIMAERITN,

BBR, "HASH, FATA . HNSINET
N, T ABH. HRER, RIS BFK;
PEAR, ZEH. WEH "WEREEH, REFF
HUAM P FE RN RERD "SR WES =" .
"RIVNEENRM | MRRE WERET . “EH
BEW, BEINE, RAXLEFR, RiFHFH A

8/2/18 10:30 AM



THEGRBORR, RATERCH AR
&, BMNE/AT, LHL60FNR, HEEH, R
D ANMES, BERE, BRXTE, FTREUE
TIZHNED/NH (BT, P2, B,
FHFENEL) , ELXHAMNMFLENTEE
B HELUNATEARRSITR, LS, F
AREFERE, AREHRNER. ENE
AERN: EAEE, RARERRTY, METMA
o H—E, BAENERE, RBGARE—
HE-IMRENEERS, ERERARERER
MaReh, SRVEN, RZBPAHEBEE, KB
FERRR. ERRER IMUMNERE ROZH
I, MTPHIR. BRAR LK WITR, SEE
HFR 0, BRAFANRER S ? DR Eff it
MRERRBNVER, REMEEERENRH?
Eban, a0qasE 47 s B AR IRV =, W3R IR AR A
AT REs, X EAIE 2R IR TR Z 8,
SENUEZMR, HERELN, SROAMERE
HIZR, DR, EEfREA, AIEX REXRIAA,

EEX3PE 75 BIINIR D A1 ER8 BB S 5 I5 R fF il AN
RMFE, ERMERMAWINR, EEENEN
LHRARNBE. SBMNERR, RZRANNTHE.
EitHLER, [UMETSRIE, BIETN.

HELBMNAEARERERNNAR, H2RKH
NS, B B B BEAEERARBENEERSE,

RAQLREEERE R XLUEHIIEE A,

FBETNEERNIMEB RS RAR, XENK
K, BILTARGEIBIN £ R = XLE UM
e T REEBMNE S, HitalREHRE (S
T B} WK BRI NE), KRS S
MERHMIATEER BREE. BMNEER. TR
N TRILST, EBERE (B &) ER. XER

SCO-Symposium2015_Booklet_FA_180207-3.indd 16-17

#, AR EFNZARIERITR. MAEZXD
RO, MEATE SR XETRETREL, &5
SRERAXUKRBFONE, ILERERBIUK
ERRE. BUMRKENGEHZE. ERIDRNN
o

&E, LESIBMUEREBBEROMEE, (FAK
ERGRRADEMERE,

"BARZ P2 A F LA 7T E B IR
HMNEXEXTEFERIE -1 HHRIE,
BNBRESETRIECSHINEEXMERHX
Ro —— IR

—PRENXK, BRERNERMBLRE, B
MR Ear D, RETREIRTRYIE, R TER
REBERCERN, £45, EENEREAEREE
EANEIZEERSRRE, MEKKEETE
EERMNOOE, MENNERNEERPEENE
R " —FEE

&AL,
20154115208

SEXH:

(PEESEREIL) , TRE ML EREML
CRIERERIL) , REXE

(FEER) , FiER

F—aERD:

Rine

8/2/18

10:30 AM



18

RRE EMEDRIRTE

HEER - IRERRR

BALWF HRERBFIMENEER. RIRXKN
FIMEAERI R R I, HRBEESHKERRD K
ERGITER, EREARELDEATFXERNETE,
ENRIMIFERITENE K, (FERMRAL)
(Krakatoa) RAZR—HER1Fm, HERE KA
(The Philharmonic Winds) F2010F A K16l Z
TREZNCE. BARZHE R XIS RN
EErRNE, BRithE LR DR = # 1T, 575818,
ENERRRRBLRETHEES R, W (B .
(BERKE) « (KT ELE) R RBREKFEIN
=, MUFPHETERERERRE. EXLE
XEBEERTHEXINRBES, B (RE
SI/RALY , HAEBMRE X LIE KIS REMERRN
B[, XLEENKIRAETE, RABRIAXLK
BERRE, KIUKRIEFREEEERM, XK
IRBR B B4 - 52 (Edvard Munch) BlI{EH (IR
B e, BNERB/LINHRIER: E2FE, K
HERNESEREITEE, 5—%0, ZHH
HEMETEeESRS, HEFHR, HEEE,
XYREETMEHE= (Gamelan) WA ZFM
(slendro), UL FEMEWHN SN EE, K
FROPE, FRAEMERAR, JRAERS
KRME (ABIMNEZERESTRE) . HRESE)
NER, REFRMMMNE R, KD KEKER
—HER—T. HINXEENEAERTER
BINSE, BUNRWNEHS. XERE—RAER
HCENESR. BEMMENERAZ IR KS
B, EXE#%OE, BRIEERERBERE, 2%
FREUCKAVER L . 4R 4E KA BI{E RIS EERFT =R,
HEFANEZEXRN =, BIWEMINKERAS
RepE, BEITHERNE RS, REANE RN
BRRRK. BEELERIERKNER, BERK
R SR BE S 1 DL ] o 15751 !

SCO-Symposium2015_Booklet_FA_180207-3.indd 18-19

e
W g
'

e - gHERRER

B, AN IINKERE R ARG, L, 7EE
ZIMHEEET. AR MOBEEL, BPORIZE
BT RAENBMRFN, a1EMENANKNIE
ELRFEBE, SHRREED AT, i
T BEHRREXEERMET T2 RKETHE, KRS
B MERMK—T EREBD KREIFAERK
KBEES, PR —FRFABRFI" . 2FEHS
THENFRE, EXE—TEOd, BREZREN
FREE— “ERINEZR, LR AFEHER
Bo WELNE? ZEEM, RERE. BRTH Z
i, WEBZHMKRE, BIHREHE. IMER
MAZEMBENERRS. ARGREFRNHK
MRRBREE. MRRAANRRRKE R, fRE
AR FEENEEMRAFANEEN, &L
ERZAEEFR, EFE—RH - FEEE. BN
BETOEE, BREEA-IEEBAN, BIEE
WHEER, RER ML BEZNRAE. BEME
B, FRBTARBEMZIAEZHNECEKL, T3
RHIMNBCHEEWM. BE TRV NBEHFE LS
EENTE, RNEERPIFRITLEREE
SR+ 2HZ R A, HEETHE, RAERE
HRMARBTRERNEMERTD, LEEST B
REI _EFrR BB E]. BT R 2TT (7 1R) |

BERNETARERNDERBFEHR T XEF
KEIEMEAEM. RNBEMKIFMZERER
e XOMEFEBEXZEXNBHI. BAM
RFFATRERACHERMIE? FARRKE R
W2 RN, BREMEBRER RAT. I HR/AN©
MR ERRSITMKN. BNER (melody)
R (smooth), EREEZRENNEZRRR S
M, ka0 EHE5E (Bela Bartok) & KRB FINF
I (Bulgarian) M1®2F #] (Hungarian) KT &, &
ZERE, RAZXMEYTHRBEFRNEE,

ErRERLZHRAGEREK, BiZMAFMA
RERE? RIFNARXZEINT RER. RS

TEm (MEFBH) RERMEET K5 K (B
) o FEAT (B2 XphFiY, MADMBRZ A
MERNT 2 TRACHAERNERT. RIEF
IERAHOAERELTRN. BT RNHEEE
BIflFEE. SEMERTHN FANEE, 3]
ZUAN XL RERE? IEFERNUS S

HL. ®X2HNEEZT, BMNBREMIIRAF
. XLEFFFEMR, HIFER (aesthetics) X
FMMEERMWINR, RENXERKTZREE
B, BBEFIMKEREASE S RER NI
R, REEMIITRAOBRSSE LB,
151!

19

8/2/18 10:30 AM



20

FLEH - BHERR=R

AREF! SATFZEMEF! ST REF! XREK
SENERZ (FHAFTTRM) . EOIEXEBME
AR, REITRBIBXWRESE R, &
WHEZBATRIEFRREN: — 12 =EMIE
(Kroncong) W HESFE, £F—1TEHE=
(Gamelan) ERAR AR BEMWNEINE, ME
RIANBLLREREM, KREEIEEEREKSE
REEHFERR, BN EEZTRNKENHE
2, WRAMNEMAERANIAR, HEIEXE
ERANRREBE T/ EM: B RKINERAEAS
e, BRIBITERREZNER FHENRE,
REBERMBR—REEMEHE=ZTY, AEH
MERE——XHFNER ERXEEREF, &
HEXMWEALFHNTEMEEZNER: TEL
EHRAS RN BEBNIRR, RELZ EEHFE
ERIXAL; 5822 a0 FR S KA IO 1 5 B4R
BWEE, RERTEITHE=ERGE, i3
EHEYRE REERMUNES, EcAEE=
AMENBREEETEHAORNEREFE, BFES.
HENTE. EREENNESE, FER5TER
BRFE4RNEE; E=2NARAFTRAEN
B/, XEIEMBIEBR RN ALBHHIG]M, X
FERZANLE—BUEFNMT, ALILES
AREARSREBESHN, REREHEH
TEERXNEE BET/IMABEMNEL: 2R,
BN, AXNERSNE, ERIRFCHATRSE
K. REEN, REEBRRALALMBE
H—WASEANXRELER, REREAS
BAMEELNEE., U EREAIMEXRERN
JLRAEE. B AR

SCO-Symposium2015_Booklet_FA_180207-3.indd 21

.
o

BER - kS FEHRR

AR HEBEARRZ. AERFHEWE(F=) M,
HERERZIRFENEEALAHE= (gamelan)
BERELABEEN, EERRRIBRA—MRKR, KI5
ZRMNEER. KERRBPERNIA, T2
Sh B F—ERAB R A Bl E s —E RS s AL RO
EREm. XEIEMERER), FHIURRRITESR
BT RED, LMARBEZDESR, ERaE
BEEEREEERE, UREERBATIRZ,
M EMEITRAGHKREARNE S, N4 RAE %
AEEHRPRIAS RSB EERMBERYENS
&, HLERFNI BT tBEIXHNEE,
REZIMCAXLERE? BREA—DRAME
B, — M EEZABREBREBIERAXNER
AR SRR E R BRI RN BE R B R
R, FREMNHIEATOREMRB BT ZL, T
BILRBEAREAN—F. H—7HHEH, HUZ—TH
FECAEERET ——RENETFURBRS
B, X2—RBREFERA—E, BHA—ITFH—1
ERBREAS MENE-RBFHME. Bt
TETERH BB ENTR, REIZEBIHOH
EZRE(Pelog) B Lo EXKILRBEEMNE
KHEBMENEEFEENEM. ATAKE
BERE, RUREFEEMEETR, ENEMA
EXGEcAIAERETR/ EMERREHNFE
FERNZAEE, SR =KX, BERE—K
WENMHESELRBETAREENHEE=F
K, HEopfl @I BRAEAEMBERENER
AL, UBBENBINMEHERZ R IR (RE
REBAMTA) , WIS, FHEFONCE
EER BEXEERSENE, B,

21

8/2/18 10:30 AM



22

FEE - IfFRRZ=ZR

KELERA, BREXAR—1MEITERMBERE
M, HXERNERK, MEEKXR “MEk™ el
o XIRIEHAARE, HP—TUREEMFETE "B#*
X" REIEER, RBIEE LEENXEE, &
BETEREGRH, BRGSEEEFERR, A&t
BEERNZLR, FARREEL, SENEMER
Mo FEXRRAEZANEANERE, FZE
HERKEBENSSHRRIIENIER. F—H,
ERMBEBEENRERKEBEENES HIE, 4K
RZAXERMNAR, MARESTSUAAE
SEMENXNRRBHIT, MEKERARBECE
AR, LEeEMEeARnNEmAENFEFR;
b, MXREBRERAG, BMERRBATER
WtxR, BEMARtETE, BEE2EER TR, &HA
ENAEERNEY, XLEHEKRWEIR, 2R
BRTRENEM, XLXEBEEEIENRFH
RER, AIRERTEERPMANZARER, XEHTF
g (CRETLLAYIEMRR) | WA D AP EHEK
& T EREEN. AXERN, UBERLURIEERS
KT WHAKBAAXBHNARXNZI, BRERED
RBHINIEHZE =R, DURSBEM, HEAAM]
HLUEREZLURNIER, #E EXBIBFTHE
& UHERENEH, EEERNINAE, 2%
MFEEARN, RNEARAEARF—ERHENRE.
BARENERS, NESEEARSMAEN, HLH
R—EBRE, BERSERARZ, MBEFEX
L REREEB B EHXMRR, B])FRN S EXHESE,
N7 R EHEBIRE UMY, BREEBXE— 1
BB, A Chinese Music(fE5R)? &t
EEURERT L2 BEXREENER, AAK
MEERNXUNEXFERELT, EX—EBREA
BWEMBEERMT 2. BEKITEREREBYF,
MBBMNBREXSSHEHP, WE &AL,

SCO-Symposium2015_Booklet_FA_180207-3.indd 22-23

e
W g
'

FEHER

X - FE TR

HEBET/UENRF P TRRITETLF. AL
HMBREAMMBERRT, RESHN]EFRLE
REHES, BERTERS, EERHEHD P, HIF
B ERAR LREXNEFNBN TE L, 2F#HT,
BREAENZER, iLHIK—TRAVIERE,

R/ REFE=MTHELCEERRT—TERL,
BAIEB DB Rimsky KorsakovZiR B REFF
0, BEGEERNEFENERERALRELENARX
RMHERENAR, MAZAERERTHRKKIM
BRONRE, IEZTEIULARTR. BREEA]
RYERISKANAT A, Rz % Hefb RPN, TE S ERVRTHR
PizA=EERELENED . —BERUEMN
KRERBIDEERL TRKRWRES L, REIDES
REREFNEZETHE, BNERIEESSE XM
Iia) .,

EEHNNWFHERE—BFRE THRUE, KR
R F NS ERARK R RIRFRE
FEDH REEFEFREHENERINE, FpiH
ERMENRASLRS . MEERBHETE LR
AENEFRERD —R. WEFMKET =+%
F, BANFEFNARNTHRASLZE -—MHERERE
EEES. BN TRAFNERETERRERNR
1R, HSRAETRR XA RK, WEFNTRER
BEITEABLAZSHNIE, #NFFRELRN
B—m, NFITRZEE—R. BITWEREERDN
REZHENNVFHRAB AR, BRAXES
BNRFRINER, IERERKNEAZESH, B
ISR FEERE SR T—Ro

HAEET—REFHRE, B FRRIIES
ZTRRAMBRFXEE . HOIEA— P EFE(FLL
BE—RREHD, ERURFBNEBRELX
RPEHERT X, BBERKDIEK, EX1EFEH
EEBTRBEBAE N —DRIFERIR, BELR T AR,

EE—R, BREERNEENFEBRIRIERE,
MREMNNERBLEFINKERR, BHE—HIE
AEFHEN T I RE, SRALBFEL LR
RKRE, B RZHFHMRN L RRESEIAE, &K
AENIZRE, REZFMESH, BMEEERS
RO WAEMIMK =+ZF, EFIMNKEZKZ
AL (MBA), WEANHIZLEREMN . FHAEX LAY
THERERNABDNEAE - LE2RNKEANHZE
TE. BASREE, BEREASERNEHXT
SR, N—EERGE M AT /Y
IR — I RN EEIE (sight reading) E TER
&, WBEEIIRERANIIPTEEREEN
EARE, 1= FHREE TR, MREANX
EREEFNE, MERRBRT, MXERRT
MK ERAEREEERN, RERATNUE
B, BEBEXENNERTEIRE T, BRIER
R8T, MAERNVIFHNEBRAESNE I
HENZZFUEEBRALAEKIAN—IEER
IR (4E5R) Rilko BRLHEIXE, Bl KR

E EXARPEXERAEX, BUHRXHRA
N

23

8/2/18 10:30 AM



PriG - RIFEE

HL, XREHFRER A EREMI 2B,
m B X A8 Z XTI, MARRTE ETH
XRHRERE, X2EHNAE, RET/LE, AJ)
WEIE TKENHD, XLEZHAMIN A ITIIL
UkSE UBELMRTLE) BAY, AR
SH—IXUNERBREXR. KRG, MN_LMR(]
MR NNX 2B EENIE, EXHLENRED
iR 2ES TIRAIZSHMR HAILEBR+ZF0]
BEANARBE-— N EFERX2EN+=58FmR,
TN 74 3 3 2 Ui 358 XA AT BE X AR B, Al 2 At AT
BT, XAMRZEEAN, XEXHF. Bz
RENSMETE, EBLFREATTE, ZZEREL
REBERN, AN,

G, REENEFTESEZTE, Aft2E? W7
T TRERRARMHIE, HADMMIZIMFEF
HEREYE, ERRTABHNOAE LT R
BoEMUFRN, s ABBEECSHER. TN
MEH. D@L FERERMAMEMBRRLE
WRAMRIPEESHORKE R, FAIUtEE
EENEE EERBERNDTHERRNE
W7AX, HMEEECHEFEX, Bl LAFkas
MFE, FINZEETMHRRN—TEKE. REE
FRER, CREZLMNER) , REEIXFSE
FTEZ—MERR, tMNECERNWAERIIEC
HEiK, thEECHBEMMNERR, BRAXFEIRE
RIERSHHEFEF b RIMIMBROEN,
AU —EMBRMEAZIMASMS, AT
fROTX PR 28 A & KR A M AR RIS HE X
TERRY, R PMRMELRLIE, BER
ENMRAE, BAZMERRELTEIME,
EREROINERENEG HEE IR,

24

SCO-Symposium2015_Booklet_FA_180207-3.indd 24-25

FNREMEEIMNNEREREERINELERS
RUEERIXW, NZXTERE, HREHINEME
R—EEBIXUAEMNEZNERE, X ETHED
R DRI, XKLLt EIR 47 AR I X LD
FHEESEMHRR. RXRRARUE, HEH
HMNEZHX NBENEFRRIEE TRFOE
o WHEHRATo

e
W g
'

S - REFEFER

ARB L IMERFHERRES S THI/L
Ro BAGE KL R HE X I F #h L ZRAYER
ANEHTT S E T BRI T ENIN
BR, BROLFHBNBLIFER. HHOE
RT3 ARTN B AR RO MBS o X T K48 18 £ Wl
FTHRFAFEEEFBEEN, REBAESH
RFTIR B L. KA BERZERN, TARE R
R, BAIRAAR T H,

SAERL BERRREENKRSZ VD ZIRTFH
MRE - BAINEPERHNRAETE I, Lt
FNEYMAMMALEFo RIFX RIEHEXX
FOFEEE RN RENRE, BIFELERFTHRE
RENERPAFENHERNAIREN? MR
REE—BIFFENRNEE, TV EY =R,
an: A¥. S MAREDIAEBMA 20 R
LEHERE, BMNXNAEIRREIDEET KT
We? R NEEMRECMTEMRX, ek
ENHLAE?

ZRBEEFENRO ALY, HBEHITEER
EEFERERMBRTE, JHEZFH. 2]
PEREREMMEL E, fla0: HAIAERSKE
75, WA —LERFEKEINELET, BITKT
BERAMAEY K, BRI IEREIN, HA—Edh
TEELRUR TN, B, BEMIX—THRE
SAEE, RAZEREZIAREFLRENE, LE
EEZRBNE RMEm. fla0: TR E(=
REDINBMABMNHERE, SEFRARTAR
Zo AT, IAETECKITEA, BUB AR,
BAREMINERESRR.

HMNEREZHFRMFBRNN IR B AR LR
=T BRAREFENSE, MEETADOEET
BERNBAEATRTHERE. MFERABELZER
I8, BREETEGIR—IEENEE, HAK
5 = /NSRRI ER £ 8. XBIFR 2 A
XEREFTRN HITERIINER. HEYW
HEMEH. RYNKENIFERN SR, BLEFT
RANRELEHN—FD, URBIZRVUETR
FIRERAE DR FE R TENTILSE
FENMBE EARDPARER, RPARFZHL
XX, BREXBNEESTN, PIEINENEFHN
HEM TR,

RE, BREFHFINSSERE, SHOALE
TR BE A, B A 05X X 35k 9 4 53 DA B 47
ETREFEDMEEL SR ER. BHEAR!

25

8/2/18 10:30 AM



26

FEFIL - RIFITER

AR BEEDFROEBIRIIER

B, BREREHINKERAMER S m. XX
HATHERIBERENTEZ. IRAKEH
%, 2011 FEH—R, YUIEN LT HRBRRENITE,
RERERBINSERRER, REEBEINNSR
AR, LY, HE BT RPHRHITHREERTHE,
EERKIRS, AESEEZE RN WEETMK
BT, HTEREE BIAEENMES,

XREEER, BT HEERZTRRENER, X
EEmRRESMFREMRENERIMELE
thECHER. ¥EECME, MREA—1E
X, BMFEHREEECHLIENRMEE, BEt
REWEKXRP—THITE, L, HATRFEERL
b/ REASERERES KA

HEELEER. I AEFT+—F, 25
2009 EIBFEE BT RFHR THF, HMERT
BEBEM XL, MBRSRTEFRANFRON
&, INENIZABZMRIAZHER, MEEN
MAE, T2RENAE? LS RRRPHL
fEm, (MEFBR) . (FRAFHMN) M (=E
M/RAWL) , X=HERBEAEERKIESHE
MNEEHMERRKERXIILETREIAN, B
HEBI—MIER, & CREZLAFER) 7 (&
=) BRAM—MARNES. HAKREIEF R

KB, WRAOF@RMEBAIFE-INSERRE
TR ARTE BRATXEFES BRXE, B
UERITER T aFN. X TRARNVIER, Sirt
ERARBNESEGIR, 22, AREXER
BEFBIAKN, KXY TERKRERNEZKRE
B, AREREFSHIU—THER. REBE—MF
EESHNHF. AMARNIES, EREHSEM

SCO-Symposium2015_Booklet_FA_180207-3.indd 26-27

REBNNZSNA, EREREMEN, MSXR
RIRRIMN . S UMM BI1E, B PAMEBECHY

EXEM b, REHE, SRBMNEMFEREE
XRSBEAEZRIIREK, ALI1ES, MFFEZ
o, REEBEARNPANEIER & BHEZR
REFRBIFBEER, 4R, REAZEFRHH,
BERN—FENT+PRILFKERBHLTR
EfFi. REXRITTRIZE, RFE2E®RT, R
ZFEEBR, BNBARRT TR, EXRk ETE
18, MIHERIAIFH T fFHBIRHMERT BB 2 TE
SMBEIR, EEER MR REMIF — LA/
R, AAFMTHAZARRER, ELBENRERZE
EFEREELAANTHENKIATH, BZHA]
BEZAXIMARBMMNNEBRA, BAIES, LA
FEETHIFE, B2 —MALHBIXRIE,
ZEXR, —MRIRARHEN . XNERE LB
BE T, IRMEATAUERMEIENRE, HLE
AINHT, BEER YABNTNEESTSE—
R, MMNBEERAHR, BERKNER,

BRREENEARRERRZHNFECHEL
5, RESANETE, BRABIME—DAREKH
KR, BRERAART—TEERIREN, HRTLEH
RESMTRBEREREFMERE, 15 MA
HEHEHEIANRE R. ITILLERERERN, &
EREMIRE, BERRAE-N AERRE=
N FERIESPARER L, RITSFEMERTR
ZF BEAKBETE, ILBRIBOEEBR TARE
HelfE, REAERRENMN XS, XKHE
&, LelfF, BECEACHK. &RE, ANAESH
FERTOE, BHRERKNFHXWEEZES
ERE L BHRR

e
W g
'

2980 ER - YIEITE

RE D EAFTINIRERE BRI E 10X R B9 E R

/J\\g
EREHLER, BFZ R ERNRRBRLS, X

BB RHEIRRAELIZMTHE . LTFEH DA
XREBHIRES.

B, BEVMENMERIBEILERSREER, <
REIFEEN. 2T MEMtITE T/, RRK
WRTFEAFLEREENZRREN, AAREF
RIIET—PMSRERRE, BEERE, hiFEN
ZHNN, AAREKER D HAREKB SRS
. BEUT I NERERAGTE, ERESHK
MNAMENRELE. RENL, X EFTHFRER
DER, B AAIER T 7877 R NE KX SRR
. RERBERXRNEERE—TEIGEK. —1
KK, XA UETEIE TR

TE /5 b 3 00 382 42 R B BB R ORI ST SRR A9 5
#®, SSER IR BITK TIRE B X
RARLC, BPARBDIEAXEE-ITEREK, BE
BRRIEAR. & HMERESES I E—EHR
[icpav 8

REZKRBMFEBERBRAOERTR S, DA
BRENRZFE. NRIEEB(NEEES —N
EHEFRMARTERZ . RZRHENEMEELL
WENBROE A, Z—77H, ZAR%I7. 8
KO RN BEFERELE—HER. F
o, NRZEIERBMRIVILEE A REFNZAE
5. B&A. REEREE, EEXYPHRELSE
—REBRBS, PR TRERLIE, XEEA
WAENE? BB REMIKESKAER, MARE—A
NEIERNMME S —HE? AT 2 ERTE—X
e? IS ENBFLE—TEEUHFBKDERN
#AZE, HRBENBERBFEZI—F. ARHEIR

RAARFBEZX—F, RINAFDEHNKRERNE
HRMELERXT, IERMINEREESLZIA
A, fEHERMEEIEBCNERERGREA, KFF
MNERZNE, EX—FIEEIBIEFREES
TERMARBIIRA]o Z i BBk L& !

ETHRNBEXFHRH—0F. AL, ARA
REE AN ZNME, BECHBLE, BIHE
B HESEMTE”, "RECERRF. ” Sitt
ENENEEEERR HITREZIPANES
MR EMERER. BBEZRKREAZRMTL? KREAAZRA
BHEZEBNARFNESMERNEFESIE?
XU EHREUEATREREN, EEERERS
SFHEEN D, NENRF. BEEEEALX,
XEREMFL? REENEXNEBRRIRXAR
H2? BARRER TR,

BEERINNEAHFENAROESR, NFHLE
Bl B ATTEA L IITEFEE FIE? &R
MEHRMNBERER - BX. 185, AMHER.

A BRRURBINEBIAEZXZ BN G ELHE
&, MEFFESZEEN? IEEIMAZI?

BRTEREZIF? WRME, EXRERZET =
EFERIR ALBEARERIMNAGLAEERFR
SE-RAMKREAR? —HHRFERTA? BFR
FXEMFLERE? ti1E—R) LB A?

AERBIREENENFMEAS A ZBEBEEK
BopfE REES 2T,

SRBW EXNRFENATEEHLRTHIRE—
A, Y, REREMTEIRR? BN, X "B—
N FEMREZEARNARNBER, 55!
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REKH - RTFEE

BRESXAEFEANEERERTE=E,
BERFIFN—NMERERBLER, REFS
Lo WERBKDBEENEIL, FEMEKEXD
X RERNARE, MIBNEF R EIRHEE
INREBT XN — I EFXL, HITEHT,
MES—THEER, HINEERFHXEZE
BTBEXK, BEXEHN—FRmE& M X
AR BN BEE AR RKERERE
M, HMBEERE—MOGERISUE, BT
BIBRERNUEF TN EXHFN—TFF
EXLT ARBRLDELI —PEIREBARE
T FFRXARUZ N, XBHHN—NME
o TERBNUSENFRIFHMEKEE—RINE,
BERRNEH—PEYRIZ, MERIMNXER
BENET E (rojak). H# KR,
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FFHRDPES

{fse

XEEBRSEHBRRFERS K TEXLFE,
BOER TR ERANMAEINE. MA B AR
REINAXNEE., £EFA X BNNAIAF
MIMAE X LT RBANE RF, WIAAFIIKE
REEXTEEMT AL, BmE ReIEEwH. IT
THERWERS, HEZEALD, ERIETHEIFL
BARANTE, HrREEMBZEREANE
Xo

SE, BB TERAZNMRILN R, BF
BERERS RSN, MEEZIW— A &L+
FMENMEARZIERNPETE, FNEREASR
KEARABEER — DM HEREN? MREZR
BT HREN, RFORARZBEXZFAXFR
We?

HER, BARIERNAE, EREEREANX
RRTHL? ER, RMNEIE/LFEIFEBTH
FRRK, ERBFZLEEZRIE, ERNRR
EEHR— M SEE, WEHERER, RIDEA
WETHEFTM. BINHTELE RYBETK
m - REE, RERERDLEERE M. HBEIK
BB RS, HHET R
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FERinEt

ROGHRITEH A ZER I — 1 Fo HIREFHEE
WEAEBFEILAMDNER. BRRNSN—
UFEM AR R, BEU—UARENHERD
FEROERL. B—EFRBERAER, KESEHN
FRFHXRINFFHE MR FHDANIE
=, BLHER, MELEFIAERTE, LR
WMIZHAXEW FAEHR, HBEENERM
E—TEH, TTANMSKBECHNARIEE
LERBANARESE, IRMKIRE MR ITET
& 2 B Fr i B B9 L) AR AR TR . X BRAE <
REX®E, TRZFMPERME FH R NAE
BERMABERERIATZUMFREF, £ _80F
m A EEROIE, XEBFRMEHEEBEMmGIKE
—PMREMEHNEZHEME BRRERELD.
EARBITRENTEY, BINNERTNSERE
BUmEZITZITERNER . ETHE=5Fm,
BRI FRRREBTIALDADZ, BRI
H/ERNERRR, ERREZKIETLEIRS
EERET, BASERURFREEER, BAKE
ERENFEERG, SF, RBRTROMHTS
1, AAIE DTS RABCHIES R, HIAA
CRANEE, IR—BFRKRANER.

X A B F LB BE M N — &R XA REHITT
Ro WEMMK K, T\ FHEE, £HEER
TH\FE, Rt BRMFERERMNT T HE, HMIF
BIROZLHLREM, £ "EXR" BIEE AR
FENHEER, B2EENEY ST EYRE
B HERERRTMNERSENATERE—
ERIEES, HK, EEFEMARNEMNNBECELEN
RILBRBZIEEEMER TREBKR—THEXEF
TR, REMERFZAZRIE, SEX—1E
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A——2 R 2 ZRFNRIE? BIRFMKELZ
TE7, BEIE, IRERIFN, E5HEFH
BXRXBRIREINXNS R MA1THE AR HEH
SENREX, BRI HEMS,
REARFZEH, PANMEANKKITER, it
NBEHSAHAZIHEAR, KL R XEI=
BHSHRZRFENSE, RERSINNEREFE
o, BIRBERXFELEMFRRBIR, FHE
HR, Skt "B—IEFE . —IBHBMES
WEE, BIRRELBBNER, BSENE
FR LRI RN, FHREE G RAXIIE LRI,
BRI MBS, hH5!

e
W g
'

'&‘.
®
N

RE7T1EL

A BARR B RTINS A2 SR B B SO #E 5 & AR BUAE o
— RN T E I ENEHREKREIBREEN,
ERZEMRP, H—L2PR=IWAEREE
B, E RN SEIEPORTG. NA— 1M EHEILE
ENREXRE, IRENESSHTNERNEEG
R, AIAZERFINKERE. RZEHRKEFREH
FREFNERESHIRRE, B2 — 45T
E, RERBARBE—NFEIULFREHARITEM
MMNIEREERE—E, 2 OMEIITUMNPTE
FIRECHMBRIES, XREKAH. Z—AHEEX
HEIREEREMREKD, RENIZEEN, R
ZNAIK—EERNERN? T2 2RERERE
(Joget)? HARMNEZERE TREZNAKETH
RIB£E (Inang)? BREWZ R ZRBTLRE?
ENAX X LT RMAR? BN IS ROE
B, BEMBEBSHEIMEFR, EIRE £, MiZH
SEAE I EFEARNINRAK SN RE S
Ko EBRINEOHERBEREERTERRIE, &
XBRF H % =& K(gamelan), MARKM L4
RENW, IXBBETLRHRBEAETNBERE
BRERATRIBR L #L B, M(1H9 & KRR B Kristang,
E—MEREFEAEMIBEERNES. FLLXLE
FTEMENERZBEFFMRN. REFRA
IR RRERXLETRECNFF. RINAEKE
BEEN, LRENELLEEM, HFENEINE
fio. EROMENMMRAERFEIFKRIT, 5!
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¥R K FR

ERAEELEESHCEMMEA. BRESE
B, BBIF IR AR FIEIR. HBEERX
BRSEMNHROMNIMTT. BRERE, BER
BRXHER, RT—EREZMNHFRE, £EHN
BKZAFREEAN, BREREIL, FELHXH
MMERERE RN R

W, ZBPXRAEX "NENESE , RAEE ]
WRIAER, NFEAFRAEIRBEHITIE, RAEE
[ BRMAERZE, T RAIMIRERBED
A, R TRENES . IETF, BRIEH
TIBHFN “FRENL", ik "FE" X—RIBEHE
kA, KRMREAEUZFRIBHREIE, % 5
FERREFRRRMIIKER, RIS SHM
WHBNER AR LEKNH T

RXFUBHVRE RN, BATERERTARRAN &
RELRARZHNRR, TR EFES LN
KRB HATAARXAR?

HL, BRlEMNEBZIRERSNE —MES. X—
FESAEMMNEERES, REIT =B
&, Mz =R BB TRERLLER, BEA]
FiZRAE2mEERE? A28 RERTE
FEF BT

EFRIBIHFINTMER, REFANREREFHEM,
BB 20E?

LI, XERSBRN—EER-A, HiFED
FHREETNRSEECEERAEMEIE? &
EERA? XBH? ZBOEIERENL L, BE
ATENENERBEHERNEIE, HEEKXE
FIRPE, BESNE, BEIEEFIE R T HREEHM
BitE, MBEEXMBEATRMREANCE, B
BERLARNAHE,

EA—NEHR, REZRLEN —TRRBEM
MFHLD, 2EHAMERAEE. BIFEA+TF
&, REMZEMNREILBFRRE BF NE
ML,

B EX BB FRLBEMRZ “BE" 137 XA,
REAEBERTEN THEERELSE—PRE,
XERBRREBBMARER, HBIEXBFHEH
HRMR, It E X 28N I EENZER
B 7L, SIEMPFLEENRIR, MEREER
IR T XM E 2 R o 115!

WER

ARBLF BREBSHRFERAEZANHRENE
EIIMM S HFXREELHoyce (FEK
BT T. BEZRBEREETEEX
B — B R E R — MR a . 3ol 18X
E—NEEMNRIAEREBYF, BRI RS
ERZMAERE KB REAMIIEFRHN—
MEHKHE, RETBERINSS5N—ERE
AR E A, BRIRE T XNMFER, MEMK
NEMITUREE—MRENPIAKZEARNED
5, BN, tEEFMNERAIEHERNERN
BERTE, IREE TXMERH, KB T ERE
ERRY, XEMERATRREN, FIUELS
ERAEXHIEE N EEFEEN—IMERE,

EREABABRNS I EEENTAREN. &
MBI SRNBEETEE X (Peranakan), TEFBER
ANTHRYUMNETRXE, RIEELTRINES
MERUREEUEE THRYN XK, B—E
BNERININNEEFRRELEXAEXANIR
2, BRBREENRLT BT MEMNEHES
REEBRMNNERBBENZEXRRE, B
REARKEEREATAESRTEBEETALE
BEXNNIMER? Bl EHE MM _ERKEE
LiTo UMPAWER, BRECSEMI NN ERE
o/ BRI, REZM—#, BITRE—E,

BRBT—1 2, BE2—1 &% (Collective),

BT 2 EXEZMHRE, BITTLLERAER
MEMEN IR, EXIEER, EELSR,

ERKHES. FEERFRTMET, XER
MEBERERMNEEBEN— DX ET. RAEH

AE, BXIE. @EE. BMNE, YXIBEAER
RERENRE, ERERTR—MEIZ, R
BESF RO F Pt I XA IE, BERIREELE
ERSXEFRENNEEEERY), (RAERMK
IR AEMRNERF, IRREESI A (quote).

MR AR BTN IRBES, BARER
EHIE, BERMANT. EREESEMRE
ZRMBEUNTENEARES, MIRNEHKIFE
ENIEET MIRIKAFEER, BHER/AEX
FEMZR, MEER—1 "B WARERE
BEANZARS, ANEERNERES EH
X, IXEERIMEHE R, FEMRBAARNE
WA, ZEVMMNBREASRFEEERN, 8K
MYFHITR, BREBXERINEHMARE—IFE
BEN—HEHE BEEENMNEBCES 2.~
HME? AECERNECHE REBE ML

UhXBEFNERT RFE. WRREMN LR
ERHNRMEEETENGES, RUBRVTE
250 (hands-on) F G R ERH, HILEIE
EZFTEHETFERANUNE, BENARSSIE
ERZMOARBE—RTEZEN. XEKFES
BREENERE. 8§,

- L i BRENEXLEEFBEEE, MY
}1,, e~ £I5, (RAKEEIEYIES, FILUXFSE B,
%, ok ORRENTRE CEOREENT, RITH

32 33
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EERNREE. ZLEMTAE—
RIXFFERNEIBESRE

BB ER - B
EBERFR

AR T P RREZMNGIE. FRREMR
SHEEZBFIZN LB RMEIESH] LR
t, BREBERRRFEFRNE, I=REREIMGRK
B “aRRIEX”, AT ER W —T. MM
HATHE, BXBERFKEEE. KEFTMR,
ENRIRRZ o (BT RRVENR A IR, BB
LAERIRE? TR T—TF, KXK[BWAE
WHAREE, BRERTER, AAREERR
FEAER, WRAE. RPEFMRMELR, &
ERIK LR FERE A,

HH PR SHM RS, BERREERMT L,
BRMEREMEPERREENZIH—PIRFE
AF NEBEEEMAEREEHRASTRKESL
BRREEIFRKOREMBER. SRENENIE
IR EBEFR ERERIKE. EARKERTRH
REIFR, REBRAHEXNXREREM—LED,
RHS KR EFARZREDELIMERNIEFTFTIB
REMTRONA. At A2EBALTETER BN
MMEME? TR — LR, EXEM E, BES
BRIV R TS DR R TSN, WBIE
TEMEDR, 2 -LEHEXNEREIE. BA
H-Z W, RS REIR RS AT R — LR,
BEZFNNREER, HAERZHSIA, PAUE
R —ERFENBNER, ERERME, F5
B RRI R — B,

HEMEENILG, REBINBDSKREFEERN
ERRXFELEFMBINN R ——EZREUME
TEH, XEEMAMN, BEERINEXMU R &K
INAEBERPLERELAFREAFLIETRANE
FRIBHRENE, BECIMEMEZNIRESR, A2
SMEEMAREARMNITENERIEH, 8L
HOSE B R A B R A A S8 2 B R XIS R A FT B
NN, SR B (Paradoxically) BEIF E{EH

KERPMEVINER, REEIHBENMIANS,
PARNBTEAEEEEZARCETHNREENE
o XM R AT RE IR LRI ARz K E M fE R AN
RAK—#, HEREMRE, IAEBIDIAES
BOLEREENE X, BB AR BX L
PHE: ()X TERPHN "REE"; Q) XTREK
PERIASEEIE, EEEAATMNIELIIK—EE]
BE: Q)R —REAFHEK, HRABREATHE
PEFIRIVR TG, (4) FEFRE" BIRIEE
5RE; S)&E, MmN,

1. XTFERPH “REKR" : BUEL - HEANA

EERPHEUN "BREME B IR, £#EXFE
"nationalism"fER~Z “ethnic” XMW
HIMEFR ERBEMNA LR SXHUFN WK
" (modernity) IR EZERK, ARMEETIME
BRIA X RIUE R X TS "R R
BRZNINTIL, PMIANME (modernity) B ZFE
BINAALXRKERRNRKEIES, HMETE
Zits, BRALXRMNXZEXERREGE)
B, SRR EENFTBRIA . UAX "B 7EF
FHIRA ER" —REBFBAHENZEIHR, N
XZEMEEWUmodern, BENEAIFTIBRER
MR L, MR SFT—EHRERENEE,
MMAR L =—MRARIENE, FTIE B, BEIKER
TEBENRE, EHNHSETLE—MEES
BERE, FRJRELERIENTLSR, BEM
XZEXIBREoE, BEMNREAE S
BRI RR T B AT S RIRFAE, P st I
MM IXEIMR. EERPHI "BEEE" W
BRIREBEMNALESPMEN “WAM" LM
BREEZENXR. KA WREEM—T, BAMX
ZEX. THRE, EMTT. +AELH AN
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HENTAREUG, —BEIBREoh+/\tHL,
AXSRBFEAEMT—MEEENIMR, [FEK
Rt E, AAXKENR “KR—F%", BUAT
BEASZ—NBEABSNRBIES. ARNEH
ik, Bik. RENESITEW, BAXKEN S
—MIEE. NBENABEXRIR, XM “K—
5 NEH. FANESHMERTIE, XM "K—
55" IXREEX ZE XMRB R EE UG, 3
B REHIMATIBR “AEBE XMOH, BEX
FRAvernacular, BT EMRWPMES ECIE
B, JRE. BB, B EAMBEHRUNAE,
U RHIES. A XU EEYERINUL,
S5HMNPEXURFL, BAXKERERTIEX
KE—HNXEEBRITRUE, ETMREFBLEI
NBESASAENREXK, T "Rkt X
RIFERNTIE “K—8" XX MILALF “&
THE X—ABEEBENXE, FE OEE B
AAIBRANERE (EEEREN), X/LMIES
MaEl, SBURESTIRBESMEHIMT “ALiE
B XM BEEEXR. BENEHLUE,
EEREERNERE, FANRERIRNEST
EAE, FRENERBNRERIR. B8 E
REEHCHBFMNIEEHRHR, TERMARERECHE
MENXKES. IMEETERE. EE. EE.
BAAMEFRNEEH LM XENRIR NE
k2 R, XMER T —1ERNEE), &1MNE
RIFEMIL, BEEHRXMESENAR, B
£ TBURIRK. FTINKEREX EshdZREHI
RUMR, BEETHE, THRIIIKEE1965F 1
VM. At ARMIL? SLEREKEMBUGIFK, Rz
MEREE L HIXFNENER, 1 EXE
=f, RERIRUEEGR IR, TRNBUETIXK
BiRo NIZA B A1 E 2 R K H R W BUG XXk
MK,
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MEREZEM . ZASERFH RERIR", 5T
&5 PR RBEMA . BER I T IR
BMXIFR, BLAEST R XK LHFHREI
X CREME" B95R1E, X EE T HATREAIRM
WERERE: BAA, EE. BH. XERALHE
REEE, RMNEFPEZFER, REMNEZERM
FriBH “RRFR , "BRER £+/\HLY
EERARBEMANE KL, BRERERNE
FPINIREF, FREE BEREFR HEERRE
U "RIERIR” #5h, XAEKRANRIEERB,
MNZZSLUFEIFE (Weber), FLI&4A (Wagner).
R BHT (Brahms) A REH "RIERTR" #
&, FREMEXMEREZIVES T — MR, &2
BELR WEEAN ‘REE" NS5 (identity)
INBEBRANIEA, BFEWagnerfBrahms#B
BREZBIN ‘RIERIR" D), AIUFF BN
FERMRENAEAS R, RERR RREEN
RIRFEASHER,

HMNEBEAT L "RESE EERPATLZILE
£? "REM” £FRPNNEFNE? X5RNS
REVIRBZFE R HATATUZ R EE, HAT
=R, BER—E£H.

1. HAERZEXUNZERTEEEZENER
AN SEEEYE, HMNAEAREFN—L
MEER- I, FF B, SILHLZHAME
B2 MRAMEZERPEZLZNOREZERT
"RIEEM" . RAB TN EKR. REHEEKRBS
RUIRIZ, FF, BCREEIMFR LEBED
M2, ZEEMBEIMBFNE, FTUEZAR
MERYPHEXDENMNE. "REMLE B
FRMUAURR, BRAMEXKINZEARF
FZEEER

2. AERRBNRKRINRREIES, BRNHE
AR, ENESMTIRAEAYT K. BB
KRR ATE RIS E RIS
N 8 B MR AN SCRK . B RBIRIMAN B F2AE
BNEE. HTERNRERADNAR AT
THRHANER, IS RZPAERR KRG
KHFEE, FREEDHE, B REME &
BERFENEEMNE, ERERREEK,

3. BERNBHFEDAL, TMET REKEERNIFR
FEEHFNOLE. MM A FHREQFEER?
REZENREEKRE “PAKEE" (personal
voice), BAEHLE? BT RIXKMENERE, &
B R EIEF AT RIE,

EAMBREEA2EETRZEAENE, ER
ELEAEEFMNBLE R KREHEERRIKNLE,
AIRERZLINAEBE X, WAERER, BERES
BRI K, UERERPH “PAM” BE2E
FHIOE, XJLAEEHERENRX R

2. BERREMENER: it TRS19HE
IXSRHI B E TR EE

"REML" BREZNEERNE, BINEL2EFTRT
IH?HNKE-—THE, B AL THS519
L DR E REFEER. MAESRAOLES
BH "R ? XRERTOIFRA, HBE
HEINAZBLENOBHEEM. X TEMMEEX
BREBMNIRERABHEZNRH, EorEL
BERXENRBIUZINERIEZXNRIEN, EE
F2RBLEN: ©H "REKN™ . "ALH" .

"REN"ERTR(E R MEEEN. FE,

XERBRITRFHETOE, Fik "BREKE .

FAX “AL", "RE" TH, BEEXRENLE
HEMRENNE——EZREK (original). R
ZEEN HRE - M ANFIRMNENA L
ABEEEX, 2 RERBTXIMRENEN
(sonority) 1D, IFRENMTRE, FIUBES
TRARKXK “BR . "A+" WERTERE—
MER, B XEFRTULREFRE, ERPE
RATEHENALTER, REEMNFREBTIE
FIMMOE, R, EEKEXARE, SI{EEE
EEEERN, HRRXREEE: NAhERE
WAL THZSRENZATRELENAIE "S2
AT ER? BN AHEACHRETR, REE
REEBTENER. TENECEFS) BRES
HHEREHANZARERNES . LEARFREK
MBI\, EEERAETZARE R,

FAANZAEREAGNHARIEBKX, BIMEMNFF
JAEICIE (Gregorian chanti& B & HIZmK) A9 tH
CHK BELTENRE. EAAETRNRE
SREUF—EHRUREEREMEIZTER L, B
BERMEEELE L RA—, HA1R KL
—T%

MNXZEXEBEER, BITkARRBAEREEE
HANERER? BN, BERARERNTERNE
R, B TMRENRESRAIEZMBENBERE
G WHEATEXUHNREER. RREBER
RXZEX, FERTREER, LARMME X
R, RAFRELE—MRMALNTFHEM.,

FROSERHEN. X Z EXATEM parody
mass, SR ELA—LLNYRBIE, ERIE]
WIRIEECNIZERT, LLAMEENEE I (cantus
firmus) AL RBIER, B2EERLMN, NEA
&l fRIETXERAIEHE, B RS EIREIENE
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HAEREHAENDINERERBER, EZE
NE, EEREMNEE A Chorale (RREFI]R) B9
AIZ= i (Prelude). &= Al (Variation) tBARBE
Ko \R% Chorale i 2EE R KB, ZBZRE
B, AR, B ERHA (Classical period) =4
T—HRANRKR: LLANFNIED X T Charles Rosen
EE (HEXIE) (The Classical Style), XE3k
REEBRGHNRE, 18tELFEH, 525
RETREZEER—MEINNXR, HRT—H
RUEFBENDEH. LHI2E BB AZ KRN
s R X RUIER L SR AR A (),
XELMNFRS (learned style) 8 MU AR
(counterpoint) SREIRR LT THEMER.
MBWMRZNRIEHE R RTENRBATERERR
— 8, BEMNZRT R E >, XRMmiH
REEREXHF—THRENRR, ASEREFTA
TEZERNNAZARRLE, XFRKENRAEN
folk music/folk material Bt 52 £ HEAL. FAIIT
ATRRAENKAA, EERMTRZANLE, X2
HENETEN—SINX R,

B T19tHE, REITTENSIANEAE SR, RIERMEX
BRMEEFR, XBERTETERXR, BXER
gT7—T:

1. (Exotic) =4, IMZEREEZEN,
A LEFEFWERY K (EIEFIMNE-XE
ER), BAANNEFRT BEIRENERA
MAEME R, EiTBIERFIXH— LR
BEiE, IEESIABEANERERF. BEEX
FREEE % 2 IMERITR . ExoticE TR E
ER BENE 2 “REEA . Exotic &
EMERWERAE, I2ERMBDIRBIME,
tbR&E, FEEIEME R, than19tt L rIR
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BRIt TRKENRAEN . BNEEBWELE
FE X ER K (EdwardSaid), i & 132 HE
TETBM " Orientalism"IRAEX, BiEBAAA
ERATEBERE. IMHERENERAR
FEHIEMRINEKATME— M exotico X B
ZRFRB (BRIR) FENFIF, BU/REE (Verdi)
ER, hBEERALE? &8, HENERK,
& R IR KR, RARK TR KR, BEH
BEHRRATHN RIE” WEE, FRA
BE> X2— N W exotico F—RBFE_H
R TME™NHHENR, BRERET
MRER “BRENE, MBIl EREHRYT,
KM TR KRBT EF (local colour)o BH
EEEEEN (B=4) SHE. (#WiEXA)
EHAEE, HEexoticAE. FEREIER
ANETHEBANNEABEMEETINRE
FEERKZR,

. BEEXNAREITENRALER, XX RKRN

Rt ABHRRTNER, 19 LN RE R
KL R XN EIE, W REEHNN R IEER
BER/RETE (Mussorgsky), B IRFFHH R
MAMZAM. BRRAEEEMETHT
BERPEARNEARA, MERERINTRER
FEARMERNAHE, thRERNERZBoris
Godunov, —BRHERRIBUR IEI, XIREIEHE
BIMETIARBM TN 2ALNEN, L2
ETERKEENZS, BRTRZFMARNA
MAEMR L AE. KSR BRRTE
MTHRERAE, SFETEHE, ELRMESE
RKEEMAHEEER. Sfr EXNEE H
RARREANNEBRREE, MEEHINAR
EXFENEBEZBRTE, ERT&RREEZ

e
W g
'

BRETETHX AL ERNEE, —RAHBX
RAEMN (BERER) . BEXEENTE
BHGI T, BR/RETEETHIMEBIENOY),
UARBHBAEH B, tEI—HEBENZ AR
H(B/LE -FR) BRETHNZE, a1
BENZAY, ANAZAREBEEENER, £
BEERR, XATHEHZFEIREN
HKERBED, BRRAERIEEERT—8
. MRAEFFMMXERMZIOHLEEER
REEEN, (REE2INAZ 202K
. BR/RMEFBIINIMA M, thsthkin
BRMBIMEETOBHK, XREENRRE
B RUTREPHRARNAE, KKERE
XA Zexotico HAMBHET A, —EF4&E
SEEBRTH, NMETHNARTIN L ANEER
PINRZ, MEBERFTAL R, ZINOHTE
8., X E =K (Dvorak: Dumky Trio op.
90, ) B RBZENENAARAESEIF
BT, RERNOBENIEE, XL T REPITIT
BT R LEFARENE—EHE, NZexoticl
EEERNETRENARE.,

BT20tt L, BMNERESRETAREN AN
RFEERNEMSN@BRN, EBEMTRENKREK
B, BETENSE. RETEMRE®RTIEESEN
HIFTRO BT RE 1%, RIB)E RE20H LRI RIB M
T—MHNRZES N, SFERITNERE
F, BT UERXHFEN— P aziiEm, XBERAN
HHRER, ESARKAIN, TAREBH: ®IFFIH
Nhr-BER. EERHIIEEBRNREE RN
HEEEfield workIFHAMICIE. tHEARN
FHAMEHR, ERMMAERBERAEERTH,

HEET KRR AN HEEERMAT. T
T, F/REBTZEMNEARRELINRRER, it

ZET, ZEEeERK. BERX. X
MANETERK T FEIREGNES. Z—77H, fi
MERXESENZALE, ERN&EEFZHERH
ANZSMERMPNERBLESE—RE, BB
THARR, REITRSNZ RN, BIIENLE,
TAgEBHM, ERABFRNERA, ANIEE L
FEEBHNZARBE, thEPRERNAR. BEE
ENF, FEERRRHNERNKL SR, BiER
RERANFRAIBHERNRSE, WRE—T%, 5
B—TMRFHNEERECHIRE, tLIZKR (B
) CBEHAL, ERERFNER, 21940
FiFm, LWRBRHERANER. EEXNTEREE
*, 2BRERBCEN. BRENRAXMNTER, 8
PIRBIR, —TRTH R EER/QFH, BEERE
SRR, TeRETRESZERNENE . IME
KA Zexotic, HAVENTH, BRI Z®FH Y,
REHNA—EEZIGHFF], EFREQH A
Bk, RETBERDPARNARL,

BEHMERINWEE L, XEFHREBAIX
I RIE, tAAENBTERNREKEHERRZI
=W, Hean:

- ZEEMRIE = Aaron Copland HHH
- FIEFROTE - A% Manuel de Falla
- BAERER-EEHTVilla-Lobos

- PR MR A HI Piazzolla

BI3E: Copland: Billy the Kid----Street in a Frontier
Town - REJGAM., LMK, BERA. EEK
B, AEXEASNE, KOIEREIFRMNIAN
BEREEIIEMNEZTHERNAHN, ERRER
WEENEEF. NERZREITEMNKER
ROATREME, BUG TR SRR,
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BMNEB T REEEBAZAERFHERE—E
FIME, HPARRR, RIERMERIFRERTR.
ANTFERBLT, LAMFINER. BRER KR
HERRBISENHUGE, REEEERE. EEE
I\ AHERBETERA (M) NERRNEGEEE
THRIBZIM, TR R I TRADIFK,
ERAXEHOIRT, BROBEFTRTEKRR
HRMERIIF K

3. £ A (PE) FHRMNEFR T SIE

20 EDUK, A WHPENSRKRBRER. £F
KREEMTERGFHRE, RPIANEEERERL, T
SEBRMEHNR. MEIESTREMS, BINRUR
ERER, MEFHREENTRME, £
EMHEMREERE20E EUE A FF iR, 201
DUET, BREREENMNPEFHR, AKER. Fil
(Composition) IMAFIRA AR XE5XFE
MEARBARE, BITWXZEWENEZSE, N (E
R BE N RIATHISE R EHERERRN
B8, TERPELZHNERERBES, ZE—1
EHIRBUEMIZ G5, FE20 EIUFEAN (FRE)1E
HRARE LHEES, EASRENIMAME,
"BRERT WERZ—, ESEEEFENHE. W
FEOLOHTOEMM %, RREE BT RFER
BE—IIE, "FPENSFREENEH" . ©
EERAMENBSNGFEMELE—BFE. F—
BHHFEXTASN, RERRB. BRI, K5
R%, RAA S, BHEFE—LO#, THbRE,
BNMPENFRHAEEEHINIEY, SEEE
%, BUBMNARERER S HNMT, 8EXER
MER, T EENRE.
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BATRE 20 CURPEE RO AN &R
BIEFIMERIRMER 2 2MRAR "REM" . R
ERAXERANEE (biggest issue)o E2AH
RREEHPEABSHEET?X—HEZ—MREX
AIElR . B LG BT AT BR 19 T 48 B i SR TR AR A9 8
E. "I, £E. AEXFERNERKE, BEHF
iR, BERHENRIFAEZE ARG, HARA
AXENERIEER. PEEGEHRBNEMU
{15 “fAK" MFETT RO, WA IHIE?X
—HEEMHERFERBIULABEHEEMNREE R
FALTEET RN —PERRT XM RERI
PR RIBE—BE, BMDERIIE,

RIERCRARE, REFIUD AT BRI E:

1) "R (AZAE, AEAR)EFARE
EE—NRE. BRRANEM, BEEHNA
LAE, BRAEEN—FEREK, —HF20
et \+EK, ZIMEN L EB XK
o WA LEFHIRE, EIMEREEL KRR
TERERBDNEERLERESEHORTE, &
MNPIFRZ, LNHEN LEBETRPBREE LR
JTEBRE (1903 — 1999) K (REREH) BIFE
HEER. NIEXASZEATH, E M=K
K, BEMBEN—EERNEE (FTBX TR
i), ILEKEHMEASTH, ERTRER
Ef. BNk, FnEZK (EKRSEH)
MAENNZM (RRLEAREH)F, &
= UEAF,

2) BE(ER)ALHEE, BRANARNN—L&
BRENAZ, HIMER "UPAT" (FEH
i, BZAA)  TENERTEBBENRE,

e
W g
'

PER R K (B REPERARR)BLIE R
REE LEX—KE, FAKREX—HEZH
EBESATRENRY. LEXERENAR
EXIRAE (1895 — 1932), fttEFEE ZtHERAIE!
5, RRIT2I (LBATT) REEXAE, Bz
BEAL, BXMREMAMH, EXREORER
W—PMRKR. TERERNAENER, PE
REREZRZIFN— M HEREEIHFHN—
RS TESR——82183X(1931 - 1996) 8=,
MI950FRLUGHER, 2ARMBEFIE, A
SREI-LFERABFAEANEE, ERE
BAEZEMHANES, IMEZHALR
8, LEXNRRMERZPE RS, MXE
HEARREATEZXRNBEIRN, 2—
N BRARET -,

REFRUGAELMT “FEESE", B2
MR “FUAR” WA, UEBEBXRNR
AR RRR, & EIAITREAIH AT
MBMOMETEF, EUMX LR BIURNZ

T—T, BRNENAEFABLULEREHN &
ARG, B AREERRANSEHWEREN “F
BN, MELFHRERBHONEENX £
M CHRENE ., TR, BELE2IE
AR IS 2 “FEENE, NMER
EEBEAEL, FZHNEREBHERLEA
RERIRA. XELREENEMRTES
RETRETEREG, XRHEFHRLR=1
LZENIE, BEZEMNNGIF, LLa07E1990
FRUEREFEMENNI R, SEEFRE
BB, FZHNEEZRANIN—NMEEH
E#E K. XELHREBHN—MIFE2HRINN L
BERFRERKIILE £4E(1942-2013), 1

N—PMREREGERERE, I CREEE), &
ARMRINER, ETEEFEFTE, BX
PENFTERBSALNRE. BE. F%,
BRINHWLEZE2EWMREE. KRMED
YEERMNNEERES, XIEMAVELHERR
=, WEAMINEZXTENRER. (KEEE)
EMRERIMENIER. KK BTN H R
MR EEN, #REX, RSN
NS, METE2ERFENZA. TEEFRE—
ANBENG, JEEW, AT MR ENTREES
FRANEER. ZI—DOIF, HBEFREW
(£TF1953%F) W—MREFFRIER, BH17D
ZRBER, I (GEAOY, BN "Bil" B
XHRile BT T XMEMENRRR KKRHE (E
ALY EREAHANRR, i TIEEE R
B, BXREFN, S WEEESHR, E
BEE Al AR ‘EeER 5 R
HBER (texture) V4R, RRIE S, ELEER
SRR, BENZREE, XMEREESIES
MR, TRTHMAN ‘S ERAAEEFTRN
B35, BRHPENREE R T REF RN DAL
B2, XMB2RENEIF, EEMAITH “FEE
B R ERRIFEREH, XEFREFEHRN—
MNFR, HATAIUE EEMAILL EE

4. AENBHNTRESRE

EXHENERT, BNBIAEATBIZRER
BRBARAER "RIEME" FMR, PE/FRE
HTEEATENRR. BN ELRKEFEFERNSE
MATESRE, X T "BF FA— 1Mtz
B2, R BRKKZIN . HEEEENST
—UHEECHBE, SREFENANREER

8/2/18 10:30 AM



42

SAER T ZHE—MER FENEEAEN, B
HERARZHE THIR. ER— 1T ER, &
Wk EBR, BEFREN—NMES. EEFERERE
AERLLEENREREY, MBTFEE—T
miE: "—AKEF—AN, —AKLTBF—F -
R A, XRHRMALEN—NMERZAL,
QEBAMIAEANELE, RBE5SXIPMRER
AMAEEIR. S5 B SEHEFNE R
Ald, BAFEEM&MAENEF, XK
"RAET (UBR) FOERt . X T2 =2 “NiE" ? BA
AIXBERN, BXENEZEMEB, KEZERA G
F: (1) THEEE—RERARBLENVER,
ERBRETREREFEN—IMEMIMKNZE
—EMNFERR, REZLER, RAEZIZ I
., S MTRIMBENERETE, BITRITR
(BLE—ARI-BE) . RRBXELNERE
ERE, XENKE, ATRIMNAR, BER
N, BANMHNBEARRESRN, BFEMHA
BFIEE, BRoIrAIBRBINERENSE, (2) X
BEEENMIF XREREEN, ERXZFIRIT
RINRRRH, BEWF RPNMEE, XER—T
FMETH. BAAMEHTFHER, KRTHETRR
MEEMT 22 (Bayang) , B RFEXK, FA A
B, BB RZIHIE RBITRE, REXRE, &K
WRBHRTREE. PRBE—WMBATELITINE
mAEE, SEEEN— LB RERSM, EHEt
WHEE. IFEEEE&N, FELETK, T2
FRINER, XMERBEMNREITE, RRIAS
B, XEREBINHNALTER (local colour), REE
A E MBS R,

SCO-Symposium2015_Booklet_FA_180207-3.indd 42-43

KE2015F K LR Fh EL R

X[E2015FMERAE, BMNEIHETETH
BEW, £ "BFENR £, BMNESSFFMR
WAERBNER, EFEZTH. TR FEBMNE
o bal: RERTBEDECH (MEFFH) B
MENTRIRE, JIFRLREBNEERNNE
EEMANE, MAREBTEEE /T8, #D
BT REEEMNRINNRIA,

HttWERM =R CREZWLNFR) | =X (F
HMAERM) (=) RREBERET 5"
B, RAME, AINXERXEM EXA "B
ET RS E, B BERNRT S, BI1XENR
M FEERAS" X, BERE (EERMRALLY
RERRE, BMNITRIEHMKRNERR, M LEREF
X FN—iE, MESREMEEEN. RITH
LR R ETEEKE, sk WS ER SR
ELiREFAR, RE R\ R RIZRGXIER, HEHES
MR REFIRN—1EM,

B XESF, BIEERE—MERE-M: 4
B RIE PREXBRET “BEENE, BEERK
X" IR T BE, EiIEFTIE KT, K
REMBRMBLIFEZMNIEHRERERET R ‘B
FERR EREERIEE; BL W BEAERRK S FE
ERMET . BN NS KRR ERZARCIENES
RBR, ZARMEH2ERESNEN? LE2CIEX
1%, X NS EZNA RS A — RIS
LR H BEENIE (Collectiveconsciousness)o
BPMARBENBFPREZENEEEZERDAN
Mg, RSB, BE— Y RENEKR, X2
AR R R 25 (1) JR 455 B 3= I 56 B 70 00 45
HURERSAENNA. ENEHRTEMTA
WS, BEXEFHRIBMTLHES, REILEN

e
W g
'

N5, AE2/VEMREMBENIE, tLIIEE
¥ (Edvard Grieg)tt R E MR ANIEHR, B
M—ARAE R ER, EHTIENZ. i
BRIWEER “R" W, B RENRIEK. §
AR EREFTRETE, tIEBHFHRETR
&, ZINLAIE R, BRSO MBHRINAERN
MA, —IMZARRNZAEES, XRREZEHER
ER. 2) PALKN,. B —HNIRBEFRES
RIEAR. BEEENMFHRBERRE, BRH
RN —HE, 3) EEHELEHENFRIUEMNR
Mo — MMERABEN NS, TRIBIRFFFR P
el REMHE LRER BRERANE. BA
N MEFD 8", HERN—PMRESEE
B— Mg, (4) FmBARRXEEENEHLNE
7, TEEFTIE "R, BRERETENHE, L
B, AT EHE RSN TAB RN, X
Hip, SXBHMEZAKR (FFHIX) WPALIR
MelE, ERPLEFCH ‘A" TH=HAD
EREW", FeIFMERNIES, RL0%
MR RAEIMHNZERNEHH “PAME ——
FlBfE (paradoxically), RBEBEI EHBIMA
AEMMIANE, TEREEEEZEZARENER "Rik
M AR BN TARSR: EPAESREEX
MNa@ Lk, BEABENEANMEIPIAEREIR
&M, MARHER. AARITE 8T HBRERK
ZHRENE, B BRRETE, KRKHE, B
EREFOARNTAERRENETHREEN
AR BATHE, EFEFROREMEER L, 1
REATEAFMANENFEE R, EFRIENSI
iE, INEFEBE. BREWN, EE. BV, EERI]
HIBRIa=Z M, B BRI DAERER,

REFINME NG, BN REE. ALENDA
MFROZANANIEIL., LR, BATEFIA

IRMEREPNZEE BN ZANEE, ZAREE
BiEFHESEE 2. WInEMENEEED) . ER
PR, IR T EZAL R P HIRMIAE:

1) BENHESXURE - —TEERIRT, L
MHMEARTEBNINEBIFEFN, hERENE
AEMF ENEUE. £F Mt S U EBERE
’E, BAXKEELKRRHA? ETEEES
XL RE? ;

2) REFHINEHEFIRRE - BATHIEZ M EL)E
XFAH, B XN TR H TR
(=8

3) FEMZARARME SR - BERFEA,
BEENNEAE;

4) ERRPANEKS - RAFRZERAER, 2
MHFE AL HERWIRKGRIE. AR
RIASEHE,

ZIVERAGE—R, RETETRE, FIUZXZE
—HRRXBZHER.

&E, FARZ 20t LHHREMEANST R
RELEREFE THRREIC, EFRNML, B
EHFANZTUHEMNSIRLE LT — KL
#, FEMEASTSFNNEMIE—EES. &
Ko FEER "BERME mki, AREIHE (£
A) BEREWDPAEH, R KIZ ERELEMN
!

BHRSEIEALE, 5K
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£59: Dl pE Ry

REH - RTFEER

AR T ZRERKMNELE ENSERSE,
BREN X, EXEREZRAEHMREASN T
FHN—ERRIRE, LHEER2006FEREE
WI/IREMBREZMANEBERAN— 5 F, FA
MELTHFELIEHMEANITE, SREEIE
XTLVERB MR B MARN, BEHRMNEZ
AN, ZTM. HE. DB BEAL -GN
REM, CHNKRRZMHMZENE XX
B, E X gamelanflwayang kulit &R EH—LE
& 5. Wayang kulitFXXRAR M. R Z PR
X2 IHRER MR, 58—, ENFREH L
MAR[E, “gongan” &t E—FEFBNEN. £
— REXRTEHZA B—EREUUX “FEN
" (BukaPanggung), 2006 F & R1EMELE
PUZXBFE— IS RAIEN, &b, MEZIMES
AT E =M (Kelantan) R 2% Z XA, B K
B AU, BAIFRMA Pak Chuo BB LA R
K, REHRFFREMEXZRERAINAE, U
FIRESA AR ERNTRT T2 FmER.
XREZAENEENE, SRES. WERBHBIE
BIFCEE . TRBIULARE—/NEBDHR XK X
RORATE=FIMNBIEREHK,

FE2008 FHSEZ M. Eric WatsonF]—LE1Feh
KARI THREERZHN—HAHTRES KR
KN, XB2—HEBBHNREZK, T/E, BHAERHK
R, *HIBESEMRELMARGERREZRR
Ho U EMETEATRMAEEK (F=FT &
ERFZNBES), MER R, BEXMRRRNZ
SRALTEZAREK. LHEHREINHENEH
= BREW EMNRE “gongan” . fEgamelanE
WE—FMIEIFE, FRAcolotomic structure, 5
b, MEBMITESTREREIMNRBERBUL.

XEBBE—KRThH, BHE Sumedang District,

RHMEZMMSCOFMBRERERFIN, TR
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M E—ERRIRRE L, MEE/NSEE
R, BINEERRIRBIEMREIF T, AftaX
HRSRSIA? ERBIMHKX, X#BEEZNER
ARHENA R YA LEFZN—ED, RIEXZE
BRVEREG? AIETRZE, XpL 2t IR
Ro RE, KEXRESRALREZAEEHT
—7 “BukaPanggung” FIY . XFRFNWBERIZF
&S (Purifying the stage) "AMNIESERE
(spirits) EEIIEL, X2MMIHEMN. U EER
NHREHKBLEMENR R, Lb77iR: BB RE
mm {Buka Panggung) f1’KEAYEdm {Opening of the
stage) o ML= EHRBEXFUELRIN
X, HREER, BEHTFOBERER D%
ZEMENEEERES, UMINAEREXFS
e

BETREBURNEF=ZANREXNRE, BEH
RSB P A= gedumbak gendang gedug, M&
PMEBE—K—/NNEFE. Gedumbak anak Z/)
fIF8%, gedumbak ibu B KRIEIEX, Gendang ibu
-K#, gedang anak- F3X; Gedugibu, gedug anak
%, Serunai GRBIWBEM MR serunai anak -
SR/ \BIRA] serunai ibu - SRAWIM, FHIh, &
A canang ibu - K%/ canang anak - /\$5. kesi
ibu - K%k/ kesi anak - /\§R#0 tawak ibu - X&
1935/ tawak anak - INFREPB, A+ L2BXHFRNZ
AHINRRMRE? XZREBRY, ZHIREEE
ORRAEEERE “ding-Dong-ding-Dong” &
KRR XERBRREZRA—K—/\Hcanangi&H
9, “ding-Dong-ding-Dong” —E N AKTES,
XA HIBRIEHECongan BRI,

- —MGongan &M REARE SHNEFE,

- “d” Ecanang anak /%, “D” & canang ibu
K5, “g" ®tawak anak/\EHEB. ‘G &

- BIHEATHEE (G) HM—H. 8IHTHIZE4
BRNBHEE (g) 8. BWERTERE—EEN
BARESR 4.

B —FSIEBEREA DA, K% (D canang
ibu IR ERAVER, EH 2. 4 AN KHEE,

B3k, /I\$%(d) canang anak FIFRFIHIERIETEIF
BHDA/\, EE 3. 57 AHAH, Gongan
BREMUKRZAHZIMIMIERB KT ENFR
B EEERN EMTLETHXEBHREEEH
FEERINE, RAWNT: BEL -2 HIHEFENU
FRAZEENZTRARNHT, BREZEEEN
BREUE, URAEERNEF RN K&, L
BHEmAB, RSB TNENNEZE (oboe) K
HiEgonganNEEM . INEEprepared piano
(MENE), MKRZNANER, — D HEHRET
HF EREKERIZEEESNEIRX (polyphonic

stratification).

SRFRITHENAR LD A=ZMITIE: Cah(C),
Ting(T), Doh(D)o GRRIMAAFTNTZZATC
CCTDCT D%, HUZTWARHIT. ENEEHE
T BE B ERREZ A (interlocking) XA
SIENEIR

Hkwayang kulitB) gongan &9, — o &7
AU ERBERHEZMNinterlocking & 1AFL &2
TENER, UMENERIEMBuka Panggung i
o T alRBHNERTENIERE, MEMUIEAR
ARHAT. Z—1HIF 2 FBayang, HERIE
RENRBNR—ESER L RERG, £3
ZaLt-—RMABRNEREILEP, NRXERZ
I, Rezs 2 NEERFR ot TR XN HUE K
ERMEMERL, BERAEILRINE BT, kM
2 N AR, BiELERERANES., —
FHig, BRFKEEBIITER, TR HENE

ETE, BEMTFRAZY FENSER#HT. B
DRREXRNENRERE, BREXSFELS
HEENNE, AIMZEES ENNE., £#120
PR IER, [EM] BRNERITERRENR
K, RIMENEM KB RRE, XX “ding-
Dong-ding-Dong” interlocking &1 Rk F%
REIRYE =R,

EHHREBEE—T, RERBCSXLAZERERIE
FROE RN —LEL EWN)FHN, BB ERD
BERRARNEE, BAHARSE, BRWEF L
B Z R EAFERNENE, 52 XiNAsENE
1€, B2 FFENRMNMEAY . NXEIBEESF, £
MEBXEMZENE A KB (Indianmusicians),
BERMEEN. B FXEMXNEM, RiF
EEZZFNMEXLBER—THNERE, XE2TAS
Mo ZI—TPEHEXE, EREMENEFEIRKE
Ko AP EKBENEMER ST SENG
BRIE, REEEMEE, XUEPAEGE, il
S FrRE, RBERFERBERF, BRIFIMK
EZZ1948F T,

ErFXeENE RN 2SI LLE A
HEN? XHEPENIFZARBFMNE? E-K
SEREFEMNVEIL? BOMASZE, ER—
EEFKH.

ERFSMXBEERARBSANER. K2
FIURARXERMEDAEL, BIEHPHRE
FIMAZHERE, IRHEMIPELRFR,
ERXFNZE. HEELERNsEEXAE®D
BIRIEARIE, HIELISEARTE, LM ARXE,
AR R
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i]: HRFARKMNEEMARVEEER, HAE
ZIENfE, REVENHFIB MR 27 IRMPFEITH
L?

RRMELE: EXBENABZINERESZRZ,

BNZMEZZIE, UM RRE LMK XKHN
FEZE, BFRABKNNE, FAZ RO /Ei
R, BNXBRRERBEFRXK. EFHK1997F
ElEE, BRETRENAXEREE RN —L
FEMNFEE, ABE20065EM, RRETXLE
N RIAREN ZEBELHRBIET, ABKEAR.

B—%F, MK ERAE N FNIERLLE, &BE
BEREAKETXAZEM, ATARAUZERIE
BECEEREmE? REHNEXNRBERTR
MUE, ®REIN—1 Ea” - EZ2MAAEERL
ZEMBEEM, EARLTERNTEEBIREGFD. &
TNAREESEREHAITOE BATXHEIEHK B
EXXEFHTEREN, TEEEREE, XEEX
B NMEm, BN HFIFHRENHEZ= (Gamelan)
BR. BEX (wayang kulit) B RFIREE R, X

Eo it

ia]: BeA8 7B H IR — i, HEMIMIRAER
A, ARBRERAEREEHRER, RRTE
BAANRE, EANTRZMT 28I, LFXKER
B (=AthEm) M (RN . EASFREENM
MEEE M+ 2? EFE2HEI980FENRF, EHE
MnigEAE AL eE?

BIREHIE: RELEEAE—TXEA, & HAE
AEEAAAERX, BERETEABCHEL
mZE, IRMERNWBRERIELHRRS. £
EANBFERBTEH-—TNRX, FEENH
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Wis, MBEXJLEER, TEmE (RH0) M
(EAMEM) . EARTEIURE? HE,
BARBEATAN, ERXEFRUE, EERKRX—
REEBEREEN T =, BENEE, RIESHE
ANERRMEERAFTREEIFE—MER. 3
BZNERE, BIFRHMNBECHTHAREE,
IR EREEMBEX EART-PRHAKIR
2, B8 (R0) . #(R0) A+ FHME, &K
ECULR) ET—R(RRA+F) OXE, 5
ERBEFE—MIAR. XEE@X 2%, RE
EXAT, BARENAEXUREAN, — MR
HRAEXHKENE LRI, KRAMEER
THERR, PESHENARERBLDE, 5
AARTEREN, HNANRETRESETER
BHANFE, SKEZHEM T, BN ERE ST
EEV47TFRETERE, MEI (RR) M
(& zrHTT) , EREBRTRAENFERE
FRNES, (EIRETHT) B—BHERNN
Edh, MET—R BRI, EEIEE19474,
FEELZMERZENT, EREREBURHER
JRE, XFEBEIBT T, L (R8) LR
E—THENREXURMGH, ET (EHNE
#i) , ERRE (FAKXKEE) X1, BREFE
XENE, B2 NFEBNBN™Y, XMEEm
EEMEN ERE— MR HRHFNIME £
. AAERANEERIES, KRIWLEELRA
&, leR BRI, HERERMERS. HE
SHEEANEREEX, EXEXMHIZ, B3
AEREXMEFm. L LB EBEEXER
SRR IRET (19495 /D) A RMFN M. BRI
8 (FEAREZHHTT) , M REEBHER. L
MRERCEXENPESI— (FS5 M)
(1974%F), REN—&FmE, BHUE—RERI
i, 1974 EXFERRER, HE, PEERE—

ERFERN, EREARZERNFERRNES
T, NBEEHP RIS IIENRE WA ER.
B8R RS, BERINNEE,
REAB, FIURKRIINERERRE, E@AEEHTE
BN LE, BTN XERFERNELE, 7 FF
RAH, XLERHFANBZEAE, LHEFE,
RE=1+F, BIEEREENEREE BRED
BABHAENERE, WRERGEMHANEZ,
NEREFRENAZEREZN, NZEIRXFN
R, L ESAERAMENARSIRE, BEEX
ST ERRERELHF—NER? RFi. KK,
IS, NERAEML? RRFAEE, IURIHE
ZHIE, BEAHT-ERAFEMAEXREE. —
EEEFAR, R LFEEXI—BEETX2EK
N, ELBRESMAFHNCIERE TR, tbal,
MZMERINAFERIRESKFREILI=. T
V=EHNEABRUEET - (RLUBRER) 2
REAXRRHENERENEANENIER, B
SRiF. £ BE—HERM (LK) , RERRN
ATERASN (FENEERAR) . (FHlXAX
ENMBARETAEMEHEME, BR&EH _+
MEX/NAE (FHEREME) O TX=B+E
NEMAXE T HAER, EPBE/LAFEERF
—8 CELHHR) ERRIE, BRILKE, (Emit
A, BAFERENEERS /N ZERH
#, MIEEREOEMEN. RRBR—T, BIRHREEK
EAEARERIEN, TEE—RRE, MEiZ=
ERET—EHBERXN. REH, ZFBNERE
o IEMERIERY, BREMEH, ARER
ME, HREXHMENG ERRIB, HiIAA, HE
FEERZIFNIER, EEBRE(masterpiece),
BRI KR AT ZFENBZNH,
XZRKRH— e, i

ia]: EEERNNA HINEE, HEE AR,
HNBET XL KE)LBOX LR, IR EREH
BT XaKR#ILEH, ZREEMNNEIEWAOE
WIL? EAMERTELERM, HRFELUE, Af]
RERNRMEBEIE T, BEBE =5 ¢RIk
FREAMABEN, t2FKEREREEL. T
A EYouTube BAEMH BB RERHIINE R
Emo. HITITILTRXAZRIEYE, ZARE, MR
BEEXBHRZEANA, RTRAENE, —&T
EAGTEFHFNRE, BESRABEARIHE
HEERNEES, EABXELZBNRERRE
#, BERMNMNIINEMREFEERIE,. Xid
BAMKREMF2DEMERE ? XERENT
BERANMABE, BRESANELRREE—
ANMERE, B SRR TE I MR L R F B B E ? BB
BERRZZAEH, WHEFHBRA, (REB, 3
EEALLBEARARMELD? XZMEZEARMFTEN
H— LR KRI R,

REMELE: [RRMARINIL] UEHKMIIZLIZH
BERNKZHIE, MAREETEIET. HEIFE
BRRKEL, ETERRREG—HTYELHE
BA, LA ETRE,

[l R FRWL)IX B ELR ™ EERY, FAEEI—NMF
AHFA - HEKE (Joseph Brodsky), 2 HE%
A, BHRXIEME, 2ERARIRELIER, i
ATEEAN, MPREEMAI0L S INIRGEN
IRXZFR, F1996FE M, XAFEBERG, FED
N, i 3 B R BIIE “ZARCERZATE
RSN, RATEURMAEZE" , MRIR, ZARE
ERMEENRIT—1FiF, 2R Im, RATX
NNE. FHIDEHAL B ET (Brahms) H—A)1E,

iR 55— RN AR RENE, 57 +—4F,

AR RSENR RAOFAHNERSE—RMi%
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B, RABEA-EEXEH.  BTEAHR
BNZ%, SRR N, ML thESR
RNZ 5 —14F, BNMEBABEZHR? B2 M
TERKAE, XARERRAEN, tBFAR
ZEXLEENFEXRER, i—EEZHRE UM
RISk —H R, I EMRIFH DAL, IR
AUER. HRERERITRZENERZEPTIEXR
&, MERENIMKNEFE, AT EENLE
ZXRFARRE, MELNEFREIEEZXDEN
AFBREHELE /N INEREHNFRIIERID
At ZBENEATROEM, HRFROOITR
BHEZSR, TRERTARES ZINRENEN
BN, ARETH, FENEIREFRRE. &
REXFHEENRE, BPIARTBERIRREFE
BH.NTER A ANTERBENEBRERER
A, MPARNRRIFERAE LRAKTHITH
BERMEBNIE. £, \+ERUE, REKHA
BREEIRMENLET, FURBEXKNEIN, SFEEY
&, RMAEMBERORALKES, BR2EF
%, TWHAMMAZNSTHARNLS, R EH
AR5 ERIRARFERS, MEBRBEZAKEILER,

BITIROER, Bt A ERERNMAEFRRE?

ERNREERERNRE, ERPHEELE D
REY, BREEZT/NENEERBLIRNARA, MRS
ERERo X—MFHR. ZARME, X=2TIR
EL,

[BRIe &R RV WA RH, HUAREE AN, A
RARREAMIZNE, ASERIHEHET, WRK
REESH, NLBIT, tinEXE, HIMNE2ER
ZERNA, NREIMIIFX LR HREA]
FMSH], R RRARMBHE R, TERITTER, &
EHXH, IRREEN, IRKBEAM, B
AREFHRXES R, THEEXILAZHRND S,
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WARAEEXL2ZEBNEEAIRMELFEH,
T LR AFBUEN, RERIHLEIHZ
XFzhE, CEHE LRI MTE. &F
AN ERZRORMREAZERT UM, R
ZEH=ZFENHEIERR, INEHBELE RN
ER, FEARRSEE—BERELEEZE-—1NE
ENFHRXNER. I2XERZERZRENE
R, BEXR LR BAEN TR A E XA, {R
NWZERMNEPERKN, MEESEBCRE
R, RIEEECSHXE, EiHE SO EE,
BB NASHIAE, Xt AEmLE I 2R, R2
SERRIREEHE . IEENFHERERS
BEHEK, RBEAZH, FTUKENZRELEI
o MMBEXFBCHESRARDE, XHRE
2, MRRECHE, EEINRAEHRELHE
B, BERNABEEHRANRRIR R BITNFE
WEEMBNMERBEHRBEPRR, NAF—
FRFEFR—EIEREL, 8E—1P5EHME
mEAEREL, TRAEFRERE AR, RAFHEE
EeBRAE L . MRIROERAEHLS LHRS, R
MARRAESHINNFHE, IULKEREE
N8

jml: FEEE—THFaRR, BREHST, IR
BEHOANEE. A RIMHRE, BRERRR
EHBIMEEREBEPAERRIRRKE Y. IF
B X % B AE B B RN R R R B A RIFE
ANARMIBBINE EZNRZNER, RUEE
H—™MELiIEX, BXxTFEEFEZXRBernd Alois
Zimmermann, &iEE thF9—A&HIntervall und
Zeit, BEXTRIE. K. BRIk, TF—0iEdas
ist Klischee BliFE K “RELZZFREERA" , &
MR EMNBNNRZMBMRRTRK—R
KHE, HXEN—EEMRIRE, BESE

AREINERFERREFEREFERZEATEERIL
F—HRARKYE, RTNEXEFHRERR
ERERFRERE? ARG, ZBQEFREE
AEAXPTBARKEERX—REFEXFRERE
EAFRMIERRAERNZ? IRREMF2HENE
H? EMECREF—ENFEHERZTA? &K
8T RED UL RR o 535t

BB XEREN—DEZ, NIRIMET
BNz, BARABEFEYN, BIBEFENHK
REMENEDZE, XEXERERRESER. &
BEXRREERIFECRN, HARKEENE
HIRHMER R HE R T Him, FTAENEZ G2
E, BERRATERXER. KEEEERCR

ERIEMB (politically incorrect). TEHRE, B
TER—, E_HHLHEDFERM L.

23 AKX ENREZENH IR ERKE. £+
AELEBREEZE, FENENM S UEER
fr L B—& T, FERNMRERLZIRER,

BIMPERRIBRAN. AR ET &
DR, XI—mIR(HEEER, MWELT—
BFERENRE, MFPEITRENERE . &
BMNANFEEFEERSD, REER— 1M XE
MERRIRES. £ REXFRFERRELE, e
BEBRBX HESEX LHXUEX LT L
AIDERR . A AT LRYR K, BRI AR E 2
SARNDHHEHE, BREEEE N RIEEXHESZ
DIMERERN, SEAHTETEIFIXRN. &
BEAAERTSURKEERED, RALHZ
EE, gFAE, AXEERKEBINNREERR
BR, At ARERBEZ, FEIRXE-E 2R
2, BERAFOESR, BEEXZERERN, IR
EXNE INMEFEEESEPER AN THE
RBEZNIHA M, BMBERXREFEEA

HAMA, E2BRZ A, PEEZREENG
. EaNts. EIBREERAR—I1ES, A
AIT#EUE, PEZREH NN, FERE
MESHIKEARTZE, B+ ALK it
LHRBREZHNINN  XEIEIFE AT,
WAEME, PEEARAXKHNREEXGEE
A RBHIEYM (justification). BEIRREBEE
DBYF, B BEOMYF, ST mBERRAX
o 1!
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BiFaBHIR - Bk
EBERFR

HRBXZIFEXEN—MILIE, MEBIREEE,

FFHRN—EEMNEZX-—FWHFREA—RLILE
RNRERNERNZEREE, RE, HEFE
—H4AETE, RieEIEXE, EREIM—EEHIN
®, BIWEREERMNEEMRERERE, €
ARSERBNZEZREE LSZEE—IE, X
DHERREET, RBAEMZEAN FEFHR, F
EE&RREXEXD—EHRZ AR,

PEFRARKNERD, BAZIRFERENEKRE
ZFE—MERGEH, EHAZIFE—PETUEHLR
SRIZELE. RREEPABIREEX, LiBEK
REMBEILEH, FHAEREIME R
WX, BIERRMIEN— DR, BOTERZ
Z, B, BREFERY, HHOBERFE KR £,

HROVHBIMRRILIE, NizRiEEhE
B, EEZBLHEANTE. RE, HERKEZWH
EREMN S, BFEAREND. BREN. Fm,

TRIFRMOER, BHEFT, AREIZ—1TIFE
SREMLERE, MERBOFR. TRIKF. 7
REKRNERBEA KRBT ERES RS
AR EREERFENE LN — TN REKE,

ERF/EMEEML U RERANE IR EE
HLE, ROME. = REERUNVRE, 52
BEEMREILFRE, BEEERE—REER
IR, EIMIIBECSHNER, ELBERXAFR
S, BREBRIFMENEA, 8FERRA. EER
MEBEBE KUK X FR B EEER AR ERE
EANNEFRZ L EFRMERNROED, HETHEK

MNHBETRIEFEER. REFBNBEE, TEXEFER
BEMESAREEENFEFHR (BFEEAE
) EERAHSNENREENER. ZEE, &
EHHAFEIBIBIRRETNTSE, BAXD
FURZEMAX DA, ERZEZMANENHG
B, BERMNEIRK, BMXKEHBNTMEE
Bl BIIZXNHRBEEL, REFVARXLL, 1F
HR, FERMNBEEFEEHRANER, HBI1X
PEA ZHEREFBEN, ERN—PER. HiE
ERIMNNBURSFEEL Lo HAR.
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R AERE

HRER-ERE, F— MNBE—REEFEIEZMN
BER, BINZXRZEME TR BRE. [
ENEE LB BESNRZNES, XZFESAR
. WEKRE, HAIKBHIK, WEITHRLZH
fEfmo BRT AT WMRER, IENABRFREER
ZMFZ2L BROFERESERL, BITBIEEN
Bt \BEmtBEERNIS. X, 8PAERN
EHREBZMHEE (winner), FLBTKRK!

BABREEXRIRUBIELR TR, RAKLD#H
TR B wEIFENRESE, ELNERM
RIEFRBMECRERRE T ENT@ES,

B SEEZEE, EELXEMET, XERK
M—1Ned, B ESHETE, SREMER
HEESHME, IRUATRILE TR, XRE
TR, 5=, foas b, BOVXREHLK LK
BRRIRBELEURIDE T, HATUBIEEBRAVRIER,

RIARZEEWERN, HBMEEE: BEEA,

BASTHRBEBINE SREZEZEXLERF
MERZ, ERBRARNERREETELH
T &8, BINZXIRBZERRERRFFTE
FH-—BFUETHR BEFZAENESZR
BRRIRER R BERINEFSEEHHY
T, ZFBMERON, XERABEZMEIN. Xt
REMNSANER M HZNETIET-ESF
IREMISE SRR, £—. EOIGEENIRETS
EEZEE, ERFHHEREIRONERI
—HERANBER MARRAE—FER EENR
BAL, RUBLUAREFER BMNEEFRER
EASARMNE, MEEINRRIAIMES, X
BRE A ZHREHT, KEFEENME, 5
S Bl L, BRARNEHD, BERIUELZEMN
FEFAEREERNAR, —BERANESH, =
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HENREAT RN, MeENSERUELE
0, MASHSEUEMRZYTH, FIUREE
MEHEMNFNET RN, FBEENERB. FE
FOERFBLEZEBUEREBUR: FEERN
AHRELTHR. MEBEERRERAE, HEIX
ERER. RIFRER, REENAGRIANEE
KB R, EERELIER S, BEFREULRE S
BEE, —THEEENAAEITER+IESE,
XERAEZEFRINFERBIEHRERE, KE
BRRNEFRE ENE: — KEBTE, XF72
WMIRANJLREET, Z—kBBRKELEE, &
AR XU XEAEZRREME, EE—. AR
Ao YEBKXE R (Dvorak) EXEREEXES
®, 2B, A+FUE, BRHTE (Bernstein)
MBI L= (Copland) 7 HM, BN EF K
T8, 2. ZEMRAHAR, FEIZM—HE, 5
ABEFBH RIMNEERNEEENE RSP, iF
RIEFRBRN RREWFEEKRRANES T, EHAE
(Debussy) L@ M FEHE= (gamelan) IAIFA,
BEMIFREFTAEHEE=Z? 2 LI M
RBEBET, RRABRMFENSE, MBI RAKL
EMRMIIMERE L E? 7 78 (Debussy) HFEE
REGREEH—BHXEZ (gamelan), IRAX
A, NEHEZREZFABCHIINRIRE RS
. BR, REeRITH, RAMEAIIEEET,
AREBRAMR. =. ZEETR, ELHLR
R. ZEREANBRT, AFEFESHEIM. #H
BRXIEPFEDRERELENBEFHFRF? HAEX
M@mMRE, EFEERE. ARERFEBEFK
(open mind). 1§ K2,

S

ZEE-EFE
AR R E

"IN E RR AR EMRZR2015"ELEITERS, B
FUEBIMNBRURIINEEREMERREE, @
REBARRIINRERARDBRESAESEEN
RENIRE, ERITEEMIKER,

BNFEERAFTERLZENR AT SRS
Bh, BEAEEI XBUEDE & ERFEECUH
5878, fIEEEMINKBEEZ T XU BERE
Nl

"0 E PR R AR R R 28 2015 BE RN 25 0 35 AT
ERHNEEZRSTESNOAMAELEARNFE

55 DL ko

HMNEBERPSKOEREINKREL EBERF
FEE. MyFREERKELRNEEDIZESE
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o

Ni

SRARARRMNKEEKESBR2ETIESWENK
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BB, EREEKAEEET,
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Concert for Award-Winning Compositions
, & Award Presentation Ceremony .

Symposium

[ - 1K
s OVEITOOL 201 [Satinday) ~? 22 Movember 2015 [Surtaay]

o B s s o 2
1113 - Tt laal 5 '|.II'|:-\.'\-

_ SC0 Concert Ha i t L0 Cancart Hall

Civest-of-Honour, Ms Sim Ann T Guest-of Honour: Dr Liu Thai Ker
Senior Minister-of-State Farmer Chairman, National Arts Council
Ministry of Culture, Community and Youth

Ministry of Financ-
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Singapore International Competition for
Chinese Orchestral Composition 2015

Objectives of Competition

1. Promote musical creativity and explore the musical potential of Nanyang and/or Singapore
inspired Chinese orchestral works.

2. Stimulate international awareness of music of Nanyang and/or Singapore inspired Chinese
orchestral works.

3. Initiate and lead in establishing a repertoire of Nanyang and/or Singapore inspired Chinese
orchestral works.

Objective of Symposium

The Symposium is a continuation after Singapore International Competition for Chinese
Orchestral Competition where adjudicators, winning composers and other experts gather to
discuss topics related to the accomplishment of this competition and future developments of
works in the Nanyang style.

F il
&"*r
o
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Music Director’s Message

It has already been 2 years since the Singapore
International Competition for Chinese
Orchestral Composition 2015. The speeches
recorded in this book bring us right back to the
hall where the experts gathered and launched
engaging discussions.

The 2006 competition was highly impactful,
starting a ripple effect, while the 2011
competition presented a sea of boundless
possibilities with Prime Minister Lee Hsien
Loong’s generous donation. The 2015
competition sparked the further development
and progression of Nanyang-style Chinese
orchestral music, inspiring a bright future
for the genre.

A total of 129 composers participated in the
2015 competition. Out of the 188 entries of
works received, 13 works were shortlisted, with
5 of them receiving prizes.

This book compiles the post-competition
symposiums, including historical reviews and
analysis as well as the personal experiences of
the composers during the composition process.
The booklet also features forward-looking
perspectives and conclusions instrumental to

the future of Chinese orchestral music.

As we look towards the future while embracing
our past, we are determined to start afresh
with full confidence and use the valuable
experiences that we have accumulated all these
years to open a new and exciting chapter for
Chinese orchestral music!
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From Local to Global

Dr Liu Thai Ker — Senior Director

RSP Architects Planners & Engineers (Pte) Ltd

Dr Liu Thai-Ker, Architect-Planner, has been a Director of RSP Architects Planners & Engineers

Pte Ltd since 1992. He is the Founding Chairman of Centre for Liveable Cities since 2008. He is

also Adjunct Professor of National University of Singapore and Nanyang Technological University.

He served the Housing and Development Board from 1969 to 1989, the last 10 years as its CEO.

1989 to 1992, as CEO of Urban Redevelopment Authority, Dr Liu led the major revision of the

Singapore Concept Plan. He was the Chairman of the National Arts Council, from 1996 to

2005 and Chairman of the Singapore Tyler Print Institute, from 2000 to 2009 Dr Liu is also a

planning advisor to over 30 cities in China.

Thank you, Terence. Good morning
Maestro Yeh Tsung, Mr Choo Thiam Siew,
distinguished guests, Ladies and Gentlemen.

We gather here this morning for two main

reasomns.

One is to give awards to outstanding new
music compositions. Behind these awards,
there are three wishes. The first is to encourage
musical creativity. The second is to promote
international awareness of our composers’
works. And a third is to enhance the repertoire
of Singapore Chinese Orchestra with new
pieces, carrying the sounds of Singapore and
Nanyang.

The second key reason is that there will be

a Symposium later to serve as a platform for
discussion and research on the topic of
“Tropical music composition” and hopefully to
give inspiration to future development of music
in Singapore.

In view of these two key purposes, I thought I
should pick this opening speech of mine with
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a title, “From Local to Global”. In fact, [ am
borrowing a statement attributed to Lu Xun
(Bd) ‘BRERE A 51HHR". For if we wish for
Singapore’s arts to earn global appreciation,
we need to first reflect on who we are: our

personal selves, our own culture and our own

geography.

The two purposes for this morning are very

highly meaningful not just for music, but

also for all forms of art and design; including i3
not only music and performing arts, but also 2e
visual arts, a wide variety of design and even

architecture. Some of you may know that I am

an architect-planner and I do care about these .

issues in my works. » o

Before I go further, I like to congratulate & -

Maestro Yeh Tsung and strongly support him } ) é _

and his colleagues for setting such a tough //
. s

but lofty vision for Singapore. But then, why is
such a vision important? Let me try to share
with you some of my thoughts. ., {

On the nature of arts and design, I once heard
from a designer of BMW car, who defined
them brilliantly. He says art is something that
an artist creates for himself. And in his work, it
reflects values rooted in the geography, culture,
customs and aesthetic traditions that he lives
in. Such an aspiration by the artist is more
meaningful today than ever, in view of the fact
that the world is becoming a global village, and
there is a stronger tendency towards ‘sameness’
than we ever experienced before

in history.

But in design, the designer may create for
himself. But he also needs to take into account
the client’s wishes and skilfully incorporate
them in the design. The client’s wishes are
often motivated by profit, by the pressure

of consumerism, and by the desire to create
publicity for the project. Fortunately, there

is an increasing appreciation of the kinds of
design, which reflect local climate, culture and
lifestyle. Such a new design trend can often
both heighten the enjoyment of its users as
well as enhance profitability for the investors.
So even in design there is better hope than
before for designers to design something
reflective of regional differences at different
parts of the World.

Given the different natures of art and design,
the next thing we should think about is that
as Singapore is increasingly being recognised
as a global city, it is high time to aspire more
emphatically for our art and design to earn

global appreciation and recognition. To borrow
Lu Xun’s words again, “RERK 7 8HHE"
and if we were to create work which speaks
for ourselves, while at the same time carries
universal appeal, this is probably a very
promising way for us to earn and gain global

recognition.

There are precedents in Singapore that give

us cause to believe that this aspiration is
highly attainable. To start with, our Singapore
Chinese Orchestra is enjoying a good
reputation not only in Asia but also further
afield. Our Peranakan culture deserves to be
better recognised. I often tell people, if we are
looking for something unique in the whole
world, Peranakan culture is certainly one of
them. The Nanyang School of Art “#HE]K”
which had a great influence on the artistic
development of Singapore in the 1940s and
1950s, is another example. The plays written by
Kuo Pao Kun still appear in our theatres today.
That is a snapshot of our art scene.

Let us now look at our design scene. We said
just now that it would be wonderful if we create
designs that speak for Singapore, Southeast
Asia and Asia. In architecture, our shop houses
are something that we can be very proud of.
Although there are shop houses in Southeast
Asia, including the southern part of China, the
shophouse in each place are noticeably different
in design. Ours are different from those in
Shantou, Xiamen or in Penang. Shophouses
are good examples of again human creation
which are local and yet have universal appeal. I
am very excited by the fact that, in recent years,
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a Singapore company called “Supermama”
incorporates elements of HDB design in its
crockery products. Honestly, I never dare to
think that HDB, the Housing Development
Board design can become an inspiration for
designers. Not only that, the fashion designer
under the brand name of “Hansel” has also
used elements of HDB design in their dresses.
In the other words, there are many things
going on in Singapore and we should ride

on those success stories, and continue to
champion the artistic and design aspiration:
From Local to Global.

Now, the issue we always ask ourselves in
Singapore is that - do we believe that we are
able to create artistic and design giants in

this world? I would say yes. In the field of
architecture, in Scandinavian countries, Alvar
Aalto, Sullivan, Jorn Utzon are world famous
names. In Ireland, a country with a population
size smaller than Singapore, we have a writer
James Joyce. In Czechoslovakia, we have a
composer Dvorak. In New Zealand, we have
an opera singer Kiri Te Kanawa. There is no
reason why Singapore should not nurture

our creative giants. On the other hand, given
Singapore is a small country, there is a latent
danger of us becoming homogenous in our
thoughts. I am a believer that while we must
work hard to excel, we should be prepared

to embrace foreign talents to inject greater
diversity in our creative works. Among those

in this auditorium this morning, obviously
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Maestro Yeh Tsung is one shining example of
such foreign talents.

I am hoping that with this push of the
Nanyang School of Arts either in music, visual
arts, design or architecture, we will bring to
our own people a sense of pride, a sense of
identity, and enhance our love of our own
people, our own culture, our own land. And
hopefully, enhance our sense of patriotism.
So today, we are witnessing one more effort
to create this movement from local to global. I
wish this competition and Symposium a great
success. I hope a few decades from now, when
we honour our globally recognised artists in
this hall, we will remember this occasion.

Thank you.

The Journey of Chinese Music in Singapore

Choo Thiam Siew — CEO (till 2017)
Singapore Chinese Cultural Centre

Mr Choo was trained as a horticulturist. He
received his B. Hort. Sci degree from Lincoln
College, University of Canterbury (1973), and
his Master degree in urban forestry from
Australian National University (ANU), (1982).
He joined the then Parks and Recreation
Department (P&R) in 1976 which later was
restructured as the National Parks Board
(NParks) and he was the Deputy CEO when
he left NParks in 1996. He served as the CEO
of National Arts Council (NAC) from 1996

to 2003, followed by leading the Nanyang
Academy of Fine Arts (NAFA) as its President
from 2003 to 2014. From April 2014 to May
2017, he was the CEO of Singapore Chinese
Cultural Centre (SCCC).

Over the years, he served as Chairman or
members on various cultural organizations
and institutions. He had served as Board
member of Singapore Symphony Orchestra,
Singapore Chinese Orchestra, Singapore
School of The Arts, and two terms as Chief
Judge of UOB Painting of the Year Award.
Currently, he is the Chairman of Tote Board
Arts Fund Committee, Chairman of Broadcast,
Publications and Arts Appeal Committee
(MDA), Chairman of National Chinese Music
Competition Advisory Committee (NAC),
Co-Chair of NAC Major Grant (Theatre)
Selection Committee, Co-Chair of NAC
Cultural Medallion Award (Theatre) Selection
Committee, President of General Society

For Chinese Classical Poetry (International),
Independent Director of Composers and

Authors Society of Singapore Limited
(COMPASS), Director of Singapore Chinese
Orchestra Company Limited, Director of Ding
Yi Music Company Ltd, Director of Chou

Sing Chu Foundation, Advisor of Siong Ling
Musical Association, Advisor of Singapore
Chinese Music Federation, Member of UniSIM
Centre of Chinese Studies Advisory Committee
and Member of Singapore Press Holdings Ltd
Chinese Newspaper Division Advisory Panel.

Mr Choo is an avid lover of culture and arts,
in particular on east and west classical music,
Chinese calligraphy, Chinese classical poems,
opera and collections of artefacts. He showed
a special interest in Chinese calligraphy and
has held his first solo Chinese calligraphy
exhibition in Aug 2016.

Mr Choo has published his first Classical
Chinese poems collection in 2001, and he gives
talks and wrote articles on issues related to
horticulture, the greening of Singapore and on
arts and culture.
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The Ethnic, Local and Personal Nature of Music cum
Discussion on the achievements and development

of Nanyang music

Professor Yang Yandi — Vice-President

Shanghai Conservatory of Music

Yang Yandi, famous musicologist, music
critic and translator. Currently he is the
vice-president of Shanghai Conservatory of
Music, doctoral supervisor and professor

in musicology. Besides, he is the deputy
director of Chinese Music Theory Committee,
chairman of Chinese Western Music Society,
vice-president of Chinese Music Criticism
Society, associate chief editor of People’s
Music, vice-president of Shanghai Musician
Association, vice-president of Shanghai
Aesthetics Society and council member

of Shanghai Translator Society. Yang once
studied in England, and used to do researches
in United States and Germany. He has
written and translated extensively, including
Humanistic Interpretation of Music, Music
Explanation and Cultural Criticism, Music
in Western Civilization (Paul Henry Lang,
Chinese translation), Opera as Drama
(Joseph Kerman, Chinese translation), The
Foundations of Music History (Carl Dahlhaus,
Chinese translation), The Classical Style
(Charles Rosen, Chinese translation), etc.,
and his interests range from methodology

of musicology, western music history, music
aesthetics, opera study, music criticism

and analysis, music translation, Chinese
contemporary music criticism to the study of
music performance. Yang has been awarded
the title of “National Candidates of Talent

SCO-Symposium2015_Booklet_FA_180207-3.indd 62-63

Project”, “National Outstanding Experts”,
“New Century Talents of Educational
Ministry”, “Outstanding Experts of Cultural
Ministry”, “Shanghai Leading Experts”, and he
has won the first and second prizes in Chinese
Arts and Letter Association Criticism, also
academic awards of Shanghai Humanities and
Social Sciences Outstanding Achievements.

Chairman

Preliminary

Finals

Winner’s List

AWARD

Composition
Award 1st Prize

Composition
Award 2nd Prize

Composition
Award 31 Prize

Singaporean
Composer Award

Young Singaporean
Composer Award

Nanyang Award

The panel of adjudicators comprises:

Tsung Yeh

Gao Ping
John Sharpley
Liu Bin

Chen Yi

Chung Yiu Kwong
Ho Chee Kong
Isao Matsushita
Xu Shu Ya

Yii Kah Hoe

TITLE OF COMPOSITION

Arise, You Lion of Glory!

The Calling from the
Distant Hills

Go Across the Rainforests

Krakatoa

Bale Bengong

No Winner

Singapore International Competition for Chinese
Orchestral Composition 2015

COMPOSER

Fung Gordon Dic-Lun
(Hong Kong)

Liu Wei-Chih (Taiwan)

Kong Zhixuan (China)

Wong Kah Chun

Chew Jun An

63

8/2/18 10:30 AM



Contents

SCO-Symposium2015_Booklet_FA_180207-3.indd 65

Keynote Speech

66 The Journey of Chinese Music
in Singapore

Part 1: Sharing Session

Sharing of Composing Experience by Prize Winner

78 Wong Kah Chun

79 Fung Diclun Gordon
8o Kong Zhixuan

81 Chew Jun An

82 Liu Wei-Chih

Sharing on Prize Winner Works by Adjudicators

83 Liu Bin

84 Chen Yi

85 Ho Chee Kong
86 Xu Shuya

88 John Sharpley
90 Yii Ka Hoe

Choo Thiam Siew

Sharing on Prize Winning Works by Local Composers

91 Hoh Chung Shih

92 Dr Joyce Koh Bee Tuan
93 Dr Goh Toh Chai

94 Eric Watsons

95 Chong Kee Yong

Part 2: Thematic Presentation

97 The Ethnic, Local and Personal
Nature of Music cum Discussion on
the Achievements and Development
of Nanyang Music
My Composing Journey in Nanyang

Q&A Session

Closing Remarks

17 Professor Yang Yandi
18 Tsung Yeh
120 Patrick Lee

Professor Yang Yandi

Yii Kah Hoe

Audience, Yii Kah Hoe
Professor Yang Yandi,
Chen Yi

*
* (2

N

\ B

Keynote Speech

8/2/18 10:30 AM



The Journey of Chinese Music in Singapore

Choo Thiam Siew — CEO (till 2017)
Singapore Chinese Cultural Centre
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Ladies and Gentlemen, today my presentation
will be divided into three sections.

Firstly, [ will start off with a brief introduction
to the development of Chinese music. It is

not meant to be a history class but rather

to highlight the essence that from past till
present, Chinese music accommodates
diversity, accepts foreign ideas and assimilates
into own music. Next, we will talk about

the past and present of Chinese music in
Singapore, as well as the issues that the music
scene is facing. I will round up by coming
back to the theme of this symposium, to share
my views on new Chinese music works. Let
me state beforehand that I am not a musician
but just a music enthusiast. The Organiser
mentions clearly that I am selected to speak
as I am neither an academic in this field nor

a professional musician. I am here to share
my thoughts as an ordinary concert attendee.
Please nod if you agree with my views. You
may shake your head to disagree.

1. History

First, let us understand what Chinese music is

all about. Prior to the mid nineteenth century

the ancient music that were inherited from the
past limited in numbers, as well as music that
are composed or re-arranged by the Chinese
people based on Western musical concepts.

Then what is traditional Chinese music? It
refers to Chinese using their inherent styles
to compose music that displays distinct
morphological characteristics, which include
ancient compositions that are passed down

through generations.

These days, what is known in China as

‘min yue’ (R’ literally Nationalism) is the
abbreviation of Chinese folk music. In the
1920s and 30s, ‘min yue’ was used to refer to
music that were handed down but had gone
through some developments in modern times.
However, some others believe that ‘min yue’
should mean solo or ensemble playing of
traditional folk music with traditional Chinese
music instruments. Personally, I find this

definition too narrow.

There are many more terms, for example
‘symphonic min yue’, ‘modern min yue’,
‘contemporary music’ etc. I will not discuss
or debate any further on them. If anyone is

Chinese music) in Southeast Asia (Singapore
and Malaysia). This is a result of the great
influx of Chinese immigrants to Southeast
Asia in the early 19th century. We are known as
Chinese, as such, our music is called ‘hua yue’
(literally Chinese music).

In Hong Kong, Chinese music is called ‘zhong
yue’ (F/K), most probably due to the fact that
the music is derived from China.

Over in Taiwan, it is positioned as ‘guo yue’
(E%&) due to political reasons.

If we were to consolidate the names given to
Chinese music in the above four regions, in

the order of Hong Kong, Singapore, China and
Taiwan, the term would be ‘zhong, hua, min, guo’
(sh. £, R. E) music (literally music of China).

For the convenience of today’s discussion, we
will adopt the local terminology ‘hua yue’ as

Chinese music.

Looking at the stages of development in
culture and arts, the process of Emergence
— Development — Formation — Contradiction

— Absorption — Immersion - Variation —

history, the Central Plains had been through
invasions by five non-Han nomadic tribes, with
numerous smaller states paying tributes to

the Chinese emperors and ruling by non-Han
tribes during the Liao, Jin, Yuan and Qing
dynasties. The wall murals and painting scrolls
of Han, Tang dynasties revealed portraits

of Persians from Central Asia. Prior to Han
dynasty, folk music of minority tribes from the
four peripheral regions of China had reached
the Central Plains and was even performed in
the imperial court ceremonies. From the end
of fourth century C.E. (Southern and Northern
dynasties), music from West of China had also
made their way into the Central Plains, such
as Xiliang music (%K), Tianzhu (K2 K
ancient Indian music) and Kucha music
(f82%&K). In sixth century C.E. Sui and Tang
dynasties, hurong (#87& % Mongolian music)
was incorporated into Qingshang music

which was already popular in southern China.
Following the decline of Tang dynasty, when
the court’s music bureau or Jiao Fang (#3),
and Pear Garden (3! Li Yuan) academy were
disbanded, the imperial musicians integrated
into the society and influenced folk music of
the time. One point worth noting is the impact
the minority’s hu music created on the literary

:
(1840), Chinese music refers to traditional interested to know more, you may search Z Innovation — Inheritance holds true at all times  scene, where shi (classical poetries) evolved
Chinese music, but after the Opium War, the online insightful comments on this topic from ; (2 and in all countries. In this era, we rarely into ci (verses) comprising long and short lines
/' o . . . . . . .
Chinese people began to learn about Western well-known maestro and musicologists such as . @ find traditional Chinese music from the Xia, (this itself can be another topic). In terms of

music techniques and theory to compose
music, and integrated Western musical
instruments in their compositions, as well as
performances of Chinese music. Today, the
so-called Chinese music broadly refers to both
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Wang Fu Jian (EEE), Liu Xi Jin (X$5:2), Zhu
Jian Er (k& H), Jin Zhao Jun (£Jk%9), Sun
Wen Yan (#)\3¢3%) and Luo Yi Feng (B Z ).
‘Min yue’, as known in mainland China, is

commonly known as ‘hua yue’ (4£5k literally

Shang, Zhou dynasties or ‘ya yue’ (literally
elegant, graceful music) that was highly valued
by Confucius in the Zhou period. All that

is left is a small quantity of gugin (zither)

and percussion music. In the long course of

music instruments, one that best represents a
fusion between the minority and Han music
culture is the huqin (#8%). During Qing
dynasty, the Anhui opera troupes arrived at
Beijing, bringing about the maturity of Jingju
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(32Al). A loud and sonorous jinghu (7X#A) was
created to accompany the Jingju performance.
Similarly, changes took place to adapt to
different purposes, for example banhu (##R)
for Bangzi opera, gaohu (S#f) for Cantonese
opera, and erxian (Z5%) for Teochew opera.

On the other hand, the pipa was imported into
the Central Plains during the Southern and
Northern dynasties from India through Kucha
(present day Xinjiang Kuqa). The yangqin
originated from Persian of Arabia (present day
Iran), and arrived on China soils in late Ming
dynasty. These foreign music instruments were
handed down and went through development
over the long period of time. Since then, they
have become main instruments of traditional
Chinese music. During Emperor Kangxi’s
reign, numbered musical notation, staff
notation and Western music theory were
introduced to China, however, it was not until
the end of the nineteenth century that they
became popular.

In 1920, the Shanghai ‘da tong yue hui’ (t
@ AEERSE Datong Music Club of Shanghai)
carried out experiments in combining
ancient music performances with Chinese
music ensemble playing, upon which they
proposed a new concept of Chinese orchestral
configuration comprising wind, bowed,
plucked string and percussion instruments
— said to be the predecessor of present day
Chinese orchestra. I shall not repeat on the
Chinese music development for the several
past decades as the experts here know it well.
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The reason why I have spent much time
providing an overview of the development of
Chinese music is to emphasize the fact that
assimilation and integration of foreign music
has always been present in the long course of
Chinese music history. In fact, the changes and
multivariate complications in Chinese music
are shared in traditional Chinese ink painting.
Figure painting by Gu Kaizhi (Ffi|g ) in Wei,
Jin, the Southern and Northern dynasties, Wu
Daozi’s (R&F) landscape painting in Tang
dynasty, bird and flower painting of Yuan and
Ming dynasties, the Lingnan and Shanghai
styles during the Qing dynasty to Republican
period, creative ink painting of the present days
- all these are evidences of the vitality, fusion
and assimilation of Chinese arts.

Let us now talk about Singapore’s Chinese

music scene.

2. The origin and development of
Singapore Chinese music

From the colonial days, Singapore’s cultural
groups and activities were started and run
painstakingly by the people. Amongst the
Chinese community, resources for organisation
were provided by clan groups, schools and
music clubs.

In the 1950s, Chinese orchestras in Singapore
were very few. According to Goh Ek Meng’s
publication, ‘A brief History of Singapore
Chinese music development, {ZFTINFER K E
$#&) , he mentioned that “Singapore’s Chinese

music development began with just a few

community orchestras.”

Right after Singapore’s independence in

1965, the nation experienced a tough time.
Through the efforts of the National Theatre
Trust Committee, the government formed the
National Theatre Choir and Chinese Orchestra.
In 1968, the People’s Association Chinese
Orchestra was set up by People’s Association
(PA), and subsequently in 1974, progressed to a
professional track, making it the first full-time
Chinese orchestra outside of China, as it shows
a sign of dawn for the Singapore Chinese music
scene. To date, this batch of Chinese music
pioneers are still active in the music scene.

In 1973, the Radio Television Singapore
founded a Chinese Orchestra and thereupon
re-named it Singapore Broadcasting
Corporation (SBC) Chinese Orchestra. In
those days, the SBC Chinese Orchestra and PA
Chinese Orchestra were the two pillars as they
were the best orchestras in Singapore, thus
setting the foundation for Singapore’s Chinese
music development. In 1993, the SBC Chinese
Orchestra was renamed as City Chinese
Orchestra.

In the mid-1980s, we started to receive foreign
professional musicians mainly from China

in our shore. A number of these musicians
were hired by People’s Association Chinese
Orchestra and some set up their own Chinese
music school to play an active role in the
Chinese music scene. The local Chinese

music pioneers had worked hard and elevated
the local Chinese music level to a new height
within a short time. In 1992, the People’s
Association Chinese Orchestra was renamed
Singapore Chinese Orchestra (SCO). In 1996,
the Singapore Chinese Orchestra Company
Limited was officially formed to manage

the reformed national Singapore Chinese
orchestra. The Singapore Conference Hall
was set aside by the government as home for
SCO, where administrative support, rehearsal
and performance venue and resources were
provided. 90% of the Orchestra’s operating
expenses are borne by the government. Mr
Piao Dongsheng, the former president of
Chinese Nationalities Orchestra Society
(CNOS) once said during an interview in
2009, “Singapore’s population is less than 5
million, it is not even comparable to a city in
China. However, taking in consideration the
population density of people learning Chinese
music, it has the highest penetration rate
compared to the Chinese region of China,
Hong Kong and Taiwan; the standard is not
bad and it is improving every year.”

Looking back, the Chinese orchestras in
Singapore had a difficult start. Whether it was
groups or individuals, the pioneer generation
in the Singapore’s Chinese music scene had
faced challenges such as insufficient funding,
resources, venues, instruments and teaching
staff. They were self-taught as there were no
teachers. Without composers and music scores,
the musicians depended on repeated listening
of records or cassette tapes to transcribe the
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music. They searched their paths as they
moved forward in search of the art of Chinese
music and laid a solid foundation that propels
the exponential growth in local Chinese music.

3. Current situation
3.1 Educational institutions and civilian groups

Currently, the Singapore Chinese music scene
is made up of two clusters, the educational
institutions and the civic groups.

In educational institutions, music is only an
elective subject. The Ministry of Education
encourages all schools to roll out a myriad

of co-curricular arts activities within their
means and Chinese orchestra is well-received.
Whether it is primary, secondary schools

or tertiary institutions, Chinese orchestra

is popular and there is even non-Chinese
participation in some schools. In terms of
academic education for Chinese music, only
Nanyang Academy of Fine Arts (NAFA)

and Singapore Raffles Music College offer
diploma and degree programmes. The School
of Young Talents under NAFA also conducts
a ‘Gifted young Chinese instrumentalists
course’ on weekends. There are individual
musicians or performers who conduct private
classes. Professional Chinese musicians and
teachers are estimated at 150 people (including
musicians from the Singapore Chinese
Orchestra).

There are approximately 10,000 students

SCO-Symposium2015_Booklet_FA_180207-3.indd 70-71

learning Chinese music at the moment
(professional or non-professional). About 25 to
30 of them are pursuing degree programmes
in Chinese music both locally and overseas.

As for civic Chinese music groups, there are
the Singapore Chinese Music Federation and
Chinese orchestras formed by school alumni,
community clubs, clan associations as well as
private schools, and ensembles set up by young
music graduates from both local and overseas.
Talents are aplenty in these groups and they are
active. There are about 150 Chinese orchestras
and ensembles (including those from schools
and communities) and 30 of them are active. In
the past year (2014-2015), there were 250 to 300
Chinese music performances, SCO alone had
delivered 100 shows.

3.2 Talent grooming

Schools would normally engage sectional
instructors to train students collectively. Many
students would also take up lessons with private
instructors to raise their performing standards.

The National Arts Council of Singapore
organises a biennial National Chinese Music
Competition to seek out and encourage
emerging young Chinese music talents. The
Ministry of Education also holds biennial
Inter-school Chinese Orchestra Competitions.
The National University of Singapore, Nanyang
Academy of Fine Arts and Shangyin Music
School conduct graded Chinese instrumental
examinations every year. In addition, individual

music groups would organise smaller scale
Chinese music competitions. All these play a
role in the promotion, propagation and raising
of standard in Chinese music.

3.3 Younger audience, higher level of
appreciation

Taking the example of SCO, they showcase 115
concerts every year, with an average house of
82% for ticketed concerts, more than 25,000
ticketed attendance, and almost 35,000
attendees at free admission activities. (Source:
Singapore Chinese Orchestra Company
Limited 2013/2014 Annual Report)

SCO’s concerts have a fairly young audience,
with about half of them under 25 years old.

3.4 More frequent international cultural
exchanges due to economic globalisation

SCO and other Chinese orchestras have
travelled abroad for exchange programmes,
participated in competitions and been winning
awards. Outstanding foreign musicians,
conductors and orchestras have also been
invited to perform in Singapore. All these have
helped to raise our standard in Chinese music.
For example, SCO made history in 2009 as
the first Chinese orchestra to be invited to
perform at the Edinburgh Festival opening
week. In 2010, SCO participated in the
Singapour Festivarts in France. The Orchestra
has also performed at the Shanghai Spring
International Music Festival in 2014. All these

overseas concerts have raised the profile of
SCO in the international music circle.

4. Current inadequacy

4.1 A lack of formal undergraduate
education system

We have Chinese orchestras in schools across
Singapore, however, professional Chinese
music degree and diploma programmes are
only available at Nanyang Academy of Fine
Arts (NAFA) and Singapore Raffles Music
College. In particular, over the past decade,
NAFA has groomed a considerable number of
young Chinese music talents. On the contrary,
the School of the Arts Singapore (SOTA),
Lasalle College of the Arts and the Yong

Siew Toh Music Conservatory do not conduct
any Chinese music courses. Members of the
acclaimed Ding Yi Music Company and many
other upcoming Chinese musicians who begin
to appear on the international arena are all
graduates of NAFA.

There is no doubt that Chinese music has
been popularised and widely promoted in
Singapore, but to what depth? Dr. Tay Teow
Kiat, Singapore’s senior and well-respected
Chinese music doyen once asked, what is the
objective of Chinese music education? Beyond
achieving skilfulness in their techniques,

are the students’ cultural accomplishments
and musicianship at equally high standards?
Dr. Tay believes that there needs to be long
term planning in order that Chinese music
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development can be sustained. In particular,
education is a long yet meticulous process and
culture nurturing does not show instant result.
When one’s performing skill reaches a certain
level, the understanding of theory is necessary
for one to progress to the next phase, and
therefore academic research is essential.

Dr. Tay did his PhD in music at the Beijing
Normal University at the ripe age of sixty-two.
Such relentless pursuit makes him a role model.

4.2 A deficiency in research on Chinese music
academic and theoretical aspects

To my knowledge, the publication ‘A

brief history of Singapore Chinese music
development’ by Goh Ek Meng is the only
Singapore publication on Chinese music.

In December 2013, the Singapore Chinese
Music Federation set up its Academic/
Education Research unit, hoping to propel the
academic research development on Chinese
music in Singapore, so as to make up for the
deficiency in this field. My greater hope is for
the Federation to produce a publication on the
historical developments of Singapore’s Chinese
music. We need to know the successes and
failures of the past in order to plan for the
future.

Another important area which is neglected is
on the discussion, research and publication
of Chinese music. Taiwanese music educator,
Hsu Hsang-Houei wrote in his book, Finding
the source of Chinese Music: In all forms of
the arts, academic or culture, there exists two
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aspects theory and practice and of research and
development. Musicology and music theory
belongs to the former, while composing and
performing relate to the latter. The two aspects
are inseparable, hence if one lacks a solid
foundation in research work, it would be quite
impossible to make significant achievements
in its promotion.” This is yet another big topic,
and I shall stop at this point for today.

4.3 Insufficient talents in Composing and
Conducting

A count on the number of Singapore-born
and foreign Chinese music composers, as
well as qualified and trained conductors
amounts to slightly more than ten, which
reflects a significant insufficiency. Amongst
them, only a handful are academically trained
in composition in China and Taiwan. The
rest of them are younger composers trained
in Western music composition. To a greater
extent, they lack understanding in Chinese
culture, and the mastery of Chinese musical
instruments is not enough.

5. Prospect

5.1 How to groom musicians, composers,
conductors and arts administrators who
are younger and of high calibre?

In the past, civic groups initiated interests
in local Chinese music. Today, we require
the support of government policy in order
to attain sustainable development. Through

education, efforts are made to nurture local
young musicians, composers, conductors and
arts administrators, supported by policies and
funding. Being a multi-racial society, while
providing universal education, we should not
emphasise too much on individual ethnic
cultures. However, at tertiary level, since there
is a Chinese Studies faculty, it is hoped that
much more emphasis could also be placed

on Chinese music in Music programme.
Currently, the syllabus for Chinese music at
NAFA is still very much based on Western
music’s history, theory and composition. The
students’ knowledge in Chinese music is
limited to the mastery of skills and techniques.
Their understanding of Chinese culture,
aesthetic theories, the multi-facets of Chinese
music as well as historical development is very
low. At best, there are only a couple of lessons
on folk songs and contemporary music history.
As NAFA collaborates with Royal College

of Music of the United Kingdom to offer its
Music degree programme, its syllabus does
not contain any Chinese music element. I
understand that, NAFA is looking at increasing
the weightage of Chinese cultural courses in
the new academic year in 2016, but this move
is still barely sufficient. This obstacle could not
be resolved by NAFA alone. Though it is a
tough start, we have to persevere.

5.2 How could we consolidate our current
achievements and continue to develop and
advance, shape a platform, share resources
and reach greater heights?

Beyond performance and composing
competitions, graded examinations,

concerts, and auditions for orchestras and
conservatories, how else could we achieve a
breakthrough? How could we integrate the
nation-wide Chinese music resources to form
a more comprehensive system to develop our
local music? With leaders such as Singapore
Chinese Orchestra and Singapore Chinese
Music Federation, in what ways can they
integrate the support given by the government
for traditional arts to collaborate with fellow
music groups, associations, private institutions
and artists, so as to take our local Chinese
music to high levels? Furthermore, how can
we make Chinese music more refined yet
accessible to the general public, attractive to
the younger generations, go international and
become an influential music genre?

Following the rise of China, the international
community has become much more
enthusiastic in the learning of Chinese
language and garnered deeper interests in
Chinese culture and arts. The China Cultural
Centre in Singapore has opened recently and
our Singapore Chinese Cultural Centre will
start operation in 2017. The Singapore Chinese
Orchestra has also taken over the management
of the Singapore Youth Chinese Orchestra
from the Ministry of Education. Now seems to
be the best time for Singapore’s Chinese music
scene, where all the conditions are favourable.
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5.3 Starting anew - building and developing
Singapore-style Chinese music

Over the years, Music Director of SCO,
Maestro Tsung Yeh has been instrumental

in developing a Nanyang style in Chinese
music. Under his training, SCO has become

a distinctive orchestra that delivers a clear
timbre, accurate intonation, transparent
musical texture and good blend of East and
West. However, what is Nanyang styled
Chinese music? Is it limited to the choice

of repertoire, instruments, scale, or a more
complex way of musical presentation? Over
the past two hundred years, immigrants to
Southeast Asia came mainly from China’s
southern coast - Hokkien, Cantonese, Teochew,
Hakka and Hainanese. They brought with
them folk music and local operas, which are
vastly different from the music and opera
from central and northern China. Singapore
is an ethnic and cultural crossroad of the
region. Apart from the immigrants’ culture,
there is also cultural legacy left behind by the
then colonial government (British, Dutch,
Spanish and Portuguese). The climate, species,
landscape, scenery, culture, religions and
musical styles are very different from the
Central Plains. During the 1950s and 6o0s, the
Singapore art scene brought about a new wave
of “Nanyang Art”, however, after half a century,
the art circle has yet to reach a consensus on
the definition of “Nanyang style”. “Nanyang
style” Chinese music is a very new concept.
Our music fraternity would need much more
discussions on it, so as to be clear minded to
further strengthen our positioning.
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6. Conclusion

Throughout history, from Zhang Qian’s

mission to the west regions during the Western

Han dynasty about 200 BCE to the invasion of

China by western powers in the 19th century,

Chinese people had initial encounters with

western culture and the Chinese music has

gone through evolvement during these periods.

Western music was formally accepted in early

20th century, and over the past fifty years,

Chinese music experienced a difficult process:

self-isolation, negation, imitation, exploration,

‘follow the herd’ mentality to the eventual

soul-searching, exploring, application and

attempt. Xue tang yue ge (& &) or “school

songs” were modeled after Western and

Japanese songs and the Chinese orchestra

was a copy of the western orchestral system.

Improvements were made to Chinese id
music instruments, where tones were
enhanced,versatility and ranges broadened.
All these developments have enriched the
expressiveness of Chinese music, but some .

v
&"*r' &
¥ -
b

7.4

instruments (cello, double bass, timpani, snare .

developments have also caused concerns in
the music scene, for instance, western music
instruments are being brought into the
Chinese orchestra and making them main

'
. 2 4
drum, tubular bells and celesta), suo-na (i) (mh
replacing the horn, using erhu (Z#g) to perform e ¢
Paganini’s violin pieces, ruan () to play guitar *ﬁ {

concerto. The Chinese orchestra is utilised to
perform transcriptions and arrangements of
famous western music, like Bizet’s “Carmen”
and “Larlésienne”. Chinese songs, when sung

with western bel canto style, sound rounded

and heavy and lack brisk pronunciation, to the
extent that it is not recognizable as a Chinese
song. Are these transformations to be pursued
by Chinese music in the long run? This should
be worth pondering.

It is often mentioned that we should “make the
past serve the present and foreign things serve
China (Chinese)”. However, in the first place,
we have to define what is foreign and what is
Chinese. In my understanding, foreign things
are skill and means, while Chinese refers to
their content and spirit. Piano tune “Shepherd
boy’s bamboo flute” (¥ Z58H) and works
using western compositional techniques and
instrumentation such as “Yellow River” piano
concerto (& AMEEhZ=h), “Butterfly Lovers”
violin concerto (Z2#1/\EZEHZ=M), modern
revolutionary Beijing opera “Sha Jia Bang”
(=), “The taking of Tiger Mountain”
(BEXEELL) are successful works, as they have
effectively applied the uniqueness of western
instruments to deliver cultural connotations
and characteristics that we are familiar with. In
the 1960s, Cantonese music in Hong Kong had
cleverly used the violin, saxophone, and tango
rhythm to compose many dance ditties (tunes
made famous by singers including Chung Wan
Shan ($h1L) , Tsui Miu Chi (2£)%), Sin Kim
Lai (#£8IfF), Fong Yim Fun (##25). Classic
Cantonese traditional opera arias like Princess
Changping (“Di Nu Hua” #%7¢) and The
June snow — Ten embroidered sachets (“Shi Xiu
Xiang Nang” +45§%& %) also blended western
musical instruments and rhythms. This
fusion, suitably introduced, is widely accepted

by the masses. Wang Fujian once said, “Any
sound, if utilised appropriately, can move
hearts.” On the other hand, as our Chinese
music instruments do not have a brass section
like the western orchestra, having a Chinese
orchestra perform a Western symphony would
sound unnatural and lack the magnificence
and majestic effect. Perhaps musicians

could choose compositional methods and
structures by taking reference from various
Chinese musical forms and genres such as
percussion, bowed string, Jiangnan sizhu,
wind and percussion, single movement or
divertimento? What about reconsidering

the orchestral configuration according to
unique characteristics of the instruments?
For example, giving more prominence to
plucked string and percussion sections, which
are not present in a Western orchestra. In
view of the two factors mentioned, I wish

to say that our local young composers of
today are knowledgeable and have gained
wide exposure, however it is a pity that their
knowledge in Chinese culture is far behind
their understanding of western culture. They
possess excellent compositional knowledge
and techniques but their understanding of
Chinese musical style as well as instrumental
characteristics, timbre and potential is far
lacking. As such, some compositions are harsh
to our ears and seem to be misfits.

The fact is, our ancestors had formed music
ensembles way back in ancient times. In

the era of bells and drums, plucked string
instrument like the zither and reed wind
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instrument were accompanied by bells, chimes  consider its relation with our ethnic cultural P °
and drums, so as to render a solemn and traditions.” — Wang Guangqi a rt 1 °

majestic effect. In the subsequent song and ° °

dance pieces, Han music embraced elements “Supposing an ethnic culture is unable to S h a rl n g S ess I o n
from foreign ethnic music, where “yue- develop continuously, losing its ability to absorb

fu” music of Han and Tang dynasties had new vitality and engage in endless innovation,

more than ten performers singing to music it will not be able to maintain its glory. True

accompaniment. These were seen on wall tradition is not only reminiscent of the days

murals and hand-scrolls that were passed down  that had gone by but it still lives in our heart,

from previous generations. Other musical as we are fully aware of its presence in our

elements that contain abundant Chinese lives.” — Hsu Tsang-houei

music compositional ingredients are folk

music (“haozi” chant, “tian ge” field songs, Thank you to all.

“san ge” hill songs, “xin tian you” folk tune

from Shannxi, and “xiao diao” ditty), different References:

types of localised ensembles like Xi'an drum Zhong Guo Chuan Tong Yin Yue Gai Lun

music, Fujian Nanyin, Chaozhou xuan yue, (FEESE REIL) edited by Wang Yao Hua,

Guangdong ditty, Jiangnan sizhu and religious  Lin Ya Xiong and website sources

(Buddhist, Taoist) music. In this modern era,

it is necessary for us to grasp the know-how Ci Pu Ge Lu Yuan Lun (GEIiE&ERIE)

of inheriting the cultural heritage from our by Xu Xinyi
ancestors, combine it with the melting pot of

opportunities from western culture, absorb and

adopt the various styles and vibrancy offered

by this era, so as to restore the glory of Chinese

music as characterised by assimilation,

integration, multi-faceted and colourful during

Tang Dynasty.

Finally, I would like to conclude with two
quotes from two music educators.

“We should learn the superiority and merits of
the modern West”, but “in particular when we
have accepted and implemented Western music
to a certain high point, we should eventually
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Wong Kah Chun —

Singaporean Composer Award Winner

Hi, my name is Wong Kah Chun and I come
from Singapore. I am very pleased and thrilled
to have this opportunity to be awarded the
Singapore Composer Award. This means

a lot to me and thank you once again to

the jury and the orchestra and maestro for
believing in this composition. Krakatoa was
first conceived as a work for wind orchestra,

so it was commissioned by The Philharmonic
Winds in Singapore for their 1oth anniversary
celebration in 2010. With this work, I was
heavily influenced by Indonesian sounds and
sounds from this region; a few section which
are highly programmatic. So I would be very
honest to say I have taken a lot of inspirations
from film music. I grew up in the 1990s and
2000s watching movies and have been very
inspired by the sound tracks from The Lord

of the Rings, Star Wars and Jurassic Park.
Basically, music which has a real orchestra
backing a film. So with Krakatoa, I wanted to
evoke images of different stages - before and
after the volcanic eruption. This, of course,
meant a lot to me, because after this strong
eruption, the volcanic ash travelled in the
atmosphere all the way to Europe. That sort

of forms the inspiration, the basis for Edvard
Munch’s The Scream. And so in this piece of
music, there are a few main sections: it starts
off with a kind of introduction or prologue, this
prologue comes back at the very end as a form
of coda. There is a section that begins and ends
with bangdi (#8#) and xind (¥7H) respectively
offstage. It is meant to be inspired by slendro
of Javanese gamelan, which depicts very idyllic
village life. In the middle section, it gets a little
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bit chaotic, you hear sirens, screams from the
suona (offstage suona (W) playing on reeds);
everything ends with a giant hammer blow,
inspired by Mahler No. 6 Symphony; I am a
big fan of it. Then it goes back to the village
tune but in a completely different character,
more like lament or a prayer. This is really

my first composition for Chinese Orchestra.

I have grown up in the wind orchestra medium
in Singapore and then I moved on and right
now I have a dream career in conducting
western orchestras. So writing music for
Chinese orchestra is really something very
new to me but something that I cherish

very much. I would just say I have been very
inspired by the sound of the Singapore Chinese
Orchestra which I grew up with and attended
countless concerts. I hope you have enjoyed the
composition and hope to see you soon.

Thank you.

Fung Dic-lun Gordon —

Composition Award 1st Prize Winner

First of all, I would like to give my gratitude

to SCO. In fact, my award belongs to every
musician from this orchestra and under the
baton of maestro Yeh and fabulous performance
by Ms. Yu Jia. Ms Yu and I communicated over
the phone in September, sharing with me her
thoughts on the pipa part. Her professionalism
brought this pipa solo part to life, and I am
thankful to everyone. So let me talk about the
musical materials. As you may know, I am
from Hong Kong; I started learning erhu (Z#A)
at the age of twelve. When I was in secondary
school’s Chinese orchestra, there were not
enough Chinese orchestra players. As an erhu
player, I self-taught myself all the instruments.
So I have performed with all instruments
except yangqin (#%%%) and that was how I learnt
every Chinese instrument by myself. Then I
extended my interest in Chinese music into
other music because I always find that ethnic
music is a treasure to all of us. If you dig more
into the ethnic music, you could find a lot of
useful materials, useful aesthetics. Then I

also investigated into Japanese music and one
particular instrument is the satsuma biwa (=
EEEEES). The satsuma biwa has very rich timbre.
However, as a youth from Hong Kong, the
satsuma biwa is so remote to me. I started to
wonder what Chinese instrument could have
such versatility. The answer is none other than
our very own traditional pipa (E&). [ used a lot
of time to investigate the traditional pipa tones;
because in Chinese music it is very unlikely to
have some traditional tones that could last for
ten minutes long. However, in Chinese pipa
tones, we have a lot of repertoires that have this
length and they use some very special kind of
Chinese composition techniques to compose
the materials. Likewise in Jiangnan sizhu (I
#417), there is laoliuban (E75#x) as the mother
tone in Chinese music. In fact in many Chinese

music, this kind of tone is used to derive some
new materials. The use of pre-existing material
to compose new music is in Chinese music
itself. This kind of composition technique also
existed in the Renaissance period. Why am I so
fond of using Cantonese music as my materials?
My parents are Cantonese, and by default I am a
Cantonese too. The characteristic of Cantonese
tune is it is very natural and spontaneous. The
melody is very smooth but not easy to adopt it
to other use. For example, Bela Bartok’s music
had Bulgarian and Hungarian elements, very
dance-like because of the nature of Hungarian
folk songs. In Cantonese music, everything is
smooth and like a very long melody. So how
should I work with Cantonese melody? The
best way for me is to analyse what happens in
the Cantonese tune. The tune I used for my
composition Arise, Lion of Glory! is called Singsi
(literally Awaking of the Lion/Lion Dance (B
¥} . From my analysis of Singsi tune, I found a
lot of useful intervals, some useful syncopation
rhythms, so I take the opportunity to make use
of some of them to create my composition motif
throughout my entire work. I think the way to
use Cantonese music is quite limitless. Apart
from Cantonese tunes (/" Z=/)\i), there are also
Cantonese Operas (EEl) and Nanyin (fF%).
These are unique sounds of Cantonese. How
should we make good use of these Cantonese
music tunes? It has to be investigated by all of
us. [ wish that SCO would grow by leaps and
bounds. Under the direction of Maestro Yeh,
we have seen many new works composed in
the Nanyang style. In these works, we see the
importance of aesthetics, which reflect the roots
and cultural influences of every composer. I
believe SCO and Maestro Yeh have strived their
best to promote the Nanyang style and I wish
them all the best in their future to promote this
kind of aesthetics. Thanks very much.
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Kong Zhixuan —

Composition Award 3rd Prize Winner

Hello everyone! I participate in this
competition with my work Go Across the
Rainforests. While composing this piece,

I have learnt about folk music in the Southeast
Asia region and took my inspiration from

two elements, the first is the application of

a rhythmic pattern from the kroncong, and
the second is an influence from the gamelan
ensemble. My exposure to the Chinese
orchestra started early as I have been learning
the Chinese flute since young. After my
undergraduate studies, I worked with the
Nanjing Chinese Orchestra as a dizi player.
Being a musician, the many rehearsals which
I have been through provided me with a

good grasp of the Chinese orchestral sound.
While composing this piece, I considered a
few questions. My first question is regarding
orchestral texture. We have been familiar with
Chinese music of the 20th century, most of
them are homophonic — a single melody with
chordal accompaniment and a bass line. In
terms of musical form, [ wish to establish
multiple dimensions in my composition, for
instance complicated clashes and interweaving
of rhythms, as well as richer counterpoints

in melodies. Secondly, how can one achieve

a balance between music audibility and
contemporary approach? While listening and
learning about gamelan music, I realise some
similarities with music of Minimalism. In
utilising the gamelan element, I have adopted
some Minimalist compositional techniques
into my music like repetitive cycle, polyrhythm
and dynamic harmonic variation. Thirdly,
how to manifest musical connotation? My
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music attempts to describe nature’s impacts
on human spirit. Earth is the only planet that
supports our survival — the insignificance of
human in contrast to the greatness of nature.
I have made used of tone painting to create
atmosphere and moods. There are a few
aspects: dark night, thunderstorm, human’s
joy and anxiety. By adding in more nervous
and hurried sound effects in Allegro section,
it symbolises nature’s warnings to human
beings, reminding us of the balance and
harmony between man and nature. The above
are some of my ideas for my composition.
Thank you!

Chew Jun An —

Singaporean Composer Award Winner

Hi, I am Chew Jun An. When I first conceived
this piece, Bale Bengong, I have this realisation
quite long time ago that gamelan music is
actually extremely textural, the music serves
like wallpaper embellishing the subject matter
in dance, narratives and song in Indonesian
music artistic tradition. With that, I thought
what if T have a Chinese orchestra piece that

is completely textural and does not gravitate
towards any one single subject matter or
single motivic structural design. The piece is
actually built upon layers and layers of sound
and how instruments go in and out of different
textures using different techniques. Like the
cellos doing sul ponticello (ponticelli), some
air sounds with random fingerings in the
woodwinds with flutter tonguing and slap
pizzicati in the pluck string instruments.

All these techniques are there to serve the
ensemble. It actually got me thinking after

Mr Choo’s presentation, regarding the role that
western instruments play inside our Chinese
music repertoire. I did have this thought when
I was conceiving this piece as well, how do you
fit all these instruments to serve our purpose?
I envisage this piece as writing for an
ensemble, an ensemble that serves the artistic
sensibility in my understanding of what
Nanyang music or Singapore music can be or
how can I envision it to sound. Once again,
the idea of highly texture piece; all these
instruments are never written to accentuate
any uniqueness but the purpose of each
instrument is to serve the ensemble. A slightly

different approach in woodwinds section where

I used a lot more guanzi (&) over the whole
range, also I used the beidi yinguan (f{X &)

the double bass guanzi. To kind of ‘massage’
the sound a little to present in one consistent
instrumentation or a large ensemble instead
of different sections so it is not a sectional
piece but a piece for Chinese orchestra. It is
focused in that way for the sound I am trying
to achieve. The material of the piece is built
upon a modified Pelog scale. I actually kind
of sublimate the Pelog scale in such a way to
have distinctive intervals like the augmented
4th. To make it not so literal, I am representing
elements of Nanyang music but in a way to
have tools or the elements/ingredients for
me to express my artistic sensibilities in

this unique style known as Nanyang music.
Structurally, it is basically in a ternary form,
but the Recapitulation of the final section

is actually coming off from the idea of how
gamelan music self-generate some of its own
motivic ideas by displacing linear material so
the whole recapitulation is actually the start
of the piece (with sections of instruments)
displaced by four bars and how the music
generates new counterpoint, (and a) new
harmonic design in that way. I am very happy
to be here to share this with all of you.
Thank you very much.
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Liu Wei-Chih —

Composition Award 2nd Prize Winner

I would like to say that I am actually a
composer who is not extremely particular
about nationalism or regionalism. I aspire

for “individualism”. In this competition,

the theme is set as ‘Nanyang style Chinese
music’. I find it interesting that the Hakka
community is part of ‘Nanyang’, and I picked
the old Hakka folk songs as the most obvious
yet most fundamental pitch element. This

is the second of my pure arts composition

that utilizes a very obvious ethnic colour in
pitch construction. The first piece had only
made use of traditional ancient ballad from
Taiwan’s Tao (Yami) aboriginal tribe. I do not
use these materials to develop the pitches

in a traditional manner, but rather infusing
my own compositional skills. I care about

the sound effects that are created by timbres
interacting with each other. Though I mention
that this piece utilizes Hakka elements (which
is recognizable in my music), you will be able
to hear colourful sounds - a goal that I try to
achieve. Whilst ethnic elements had been
used, this is just a referential type of music and
music instrument; my aesthetic conception is
still pretty much on a personal level. The piece
is entitled The Calling from the Distant Hills,
and it can be interpreted in two layers. The
first is that of ethnic element, which I feel is of
humanities (Hakka element). Most of the time
the element appears in the form of duets, or
even trios. The reason is because the old folk
songs originated from the mountains,

and subsequently they are sung as dialogues,
hence I had wanted to relive those moments
using instruments. This would, however,

82

SCO-Symposium2015_Booklet_FA_180207-3.indd 82-83

involves timbres, which I feel is something
close to nature, as absolute pitches may be
minimal in nature. When we listen to the
sounds of the sea, wind or any kind of natural
sounds, there may not be absolute melodies,
but you may be able to feel them. I hope that by
using instruments, I would be able to remake
such experiences, and get back to the root of
timbre. In the earlier speeches, there were
frequent mentions of the cultural aspect, which
I see as a rather large huge topic for discussion.
What is Chinese music? What is its role in our
time? It may not be easy to find the answer, as
we often define culture after a period of time
and not immediately. I believe we have much
more in development and I am glad to be part
of it. Thank you.

Sharing on Prize Winning Works

by Adjudicators

Liu Bin — Preliminary Round Adjudicator

I have been an adjudicator for the past few
Nanyang music composition competitions. I
believe (and even some musicians share this
view) that there is improvement in every round
of competition, though not a lot, we have seen
a better grasp of compositional techniques and
understanding of the Nanyang style, yet more
could be done. Let me share my thoughts.

In a recent exchange with Mr Luo Wei Lun,
both of us expressed high respect for Rimsky-
Korsakov’s school of thought, in which we
believed that our compositions should be
presented in a simpler manner and yet content-
rich. It is not advisable to use complicated
approaches to deliver minimal content

and worse, a composition that cannot be
understood. I feel that our composers should
spend time building rapport with the orchestra,
so as to be more mindful of the musicians’
feelings. If a composition were to make the
musicians very tensed throughout, then it
would leave little thinking space for them.

In general, it seems that the compositions are
still lacking in Nanyang or Chinese styles, or
even fast pieces in particular. The Nanyang
characteristic presented are mainly Indonesian
style and more of a meditative mode. Music
works relating to life enjoyment and lifestyle
are a little lacking. I have resided in Singapore
for more than twenty years, and I feel that
Nanyang style should be an idyllic lifestyle.
While trying to comprehend music or listen to
folk music of this region, we can sense their
lives are not that hectic as compared to how the
Chinese work. ‘Relaxed’ is probably a kind word
to describe, whereas ‘idle’ is a mean word. From
the compositions that we have received, I feel
that composers are using western techniques

and western ways of thinking to depict Nanyang
style, as such, the music works tend to sound
more intense and the laid-back feel is missing.

In the next competition, I hope our composers
could spend more time to understand the
Nanyang theme. In each season of the
competition, we have seen improvements, and if
this trend could continue to thrive and become a
‘Nanyang music school’, that would be amazing.

Another point I wish our young composers
could think about is to write music that is
playable. In Southeast Asia, Singapore Chinese
Orchestra (SCO) is the only professional
Chinese Orchestra. In Malaysia, there are a few
amateur ones but their standards are not any
higher than those in Singapore. I started off as
a composer too and I studied Music Analysis

in France. I have stayed in Singapore for more
than twenty years and I did a MBA at the
National University of Singapore, hence I place
much emphasis on this market. Currently,

my company undertakes teaching projects in
schools. I am a conductor myself and I can feel
the impact of our composition works in our
society. If a professional orchestra like SCO

is unable to sight read your compositions and
play on the go, then I do not suppose any other
Chinese orchestras in the region would be able
to perform the piece within six months. Even if
your Nanyang style composition were to win an
award but no other orchestras could perform
the work except SCO, then I doubt the value of
your work. I hope our composers could really
put in efforts to compose music that could be
recognised in history as a branch of Nanyang
(Chinese) music school. I have come to the end
of my sharing. Thank you.
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Chen Yi - Finals Adjudicator

Actually, I am deeply moved at this competition.
Maestro Yeh has shown so much boldness and
effectiveness in managing this project, and

I believe the support given by every level in

the organisation is very crucial. We have seen
considerable progress over the past ten years,
which we have heard from Dr Liu Thai Ker and
Mr Choo Thiam Siew, and such impressive
results are attributed to good leadership and
cultural developments in Singapore. In addition,
combining the team’s perseverance and its
efficiency, the results achieved in the ten-plus
years are gratifying. I could have imagined if

it was ten years ago, we would not have been
able to perform thirteen complex music pieces
in one morning. In fact, Mr Liu Bin was saying
that it was rather impossible but SCO did it.

I believe human effort is the decisive factor.
With available support, directions from leaders
and ground implementation, a high level of
performance could be achieved in a matter of
time.

The most important ingredient for success is
to have vision, why is it so? As I was listening
to the winners’ sharing, I find that the two
paths they have chosen are effective ones. (1)
Exploring what is our local music and (2) How
do we reach the global stage? Every composer
has his or her own idea, evaluation and
endeavour. When I listened to Fung Dic-lun’s
composition, I can see that on top of western
orchestration, there is an in-depth systematic
research of Chinese traditional folk music,
where he utilised all the pipa fingering, even
the variation form with segmental structure
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of folk music in his composition. It is a path
of exploration unique to Dic-lun. Second prize
entry, The Calling from the Distant Hills by
Liu Wei-Chih is another exploration option.
Liu had his viewpoint on timbres and that
inspired his imagination. There might not be
earlier examples to follow but he found a new
approach in writing for the SCO, thus creating
a sound that matched his imagination. This is
another personalised composition which I am
happy to see. Possibilities are open for how far
or how deep these two paths may go, or even
integrate.

Like what is said, our future development will
depend on how we work in this ‘living’ culture.
[ believe the support and involvement from
various parties are inseparable, including the
Singapore government, cultural institutions

to the Singapore Chinese Orchestra. This
competition is a good model that we composers

.

and institutions from overseas have much to
learn. Thank you.

‘o

Ho Chee Kong - Finals Adjudicator

Good morning! I think I have been here for
this competition for quite some time. My
involvement with SCO and the competition has
been tightly connected from the beginning.

I agree with the judges that each time the
competition is held, we get to see new works,
new interpretations and understanding of what
the Nanyang style is about. However, on Dr Liu’s
point on having an idyllic life in Nanyang, this
does not happen often in Singapore, especially
for those of you who are now in the university in
which next week being the examination week,
there is no way that we can relax.

Having said that, I have to bring back some

of the ideas of the Nanyang style which more

or less come from the paintings of the earlier
days, where the pictures are scenes of the kind
of lifestyle then, the things connected to the
place and the way we lived. In that sense, I could
make a very provocative counter argument to the
idea of what Nanyang style is. Perhaps, some of
the elements of the Nanyang style are not in the
instrumental colours or timbres. Maybe there
are some elements that are more definitive. If
you look at the painting of the Nanyang style,
they are more defined. You can see pictures

of figures, structures, trees, vegetation and the
kinds of things they do. If that is the inspiration,
how would you represent that in music? If
everything connected to Nanyang style were
about timbre and colours, and rhythm for that
matter, what about melodic motifs?

There are a lot of interpretations about Nanyang
music and I think we are still gathering this
kind of collection of pieces and interpretations.
I think that is a good thing because if we are
too fixed on certain ideas, for example, if we
think of a western approach to contemporary
music, this may not sit very well with some

of my colleagues. We are now talking about

the interpretation of timbre and expansion

of harmonies, but in the same token, going
back to melodic motifs, developing the music
motivically within a piece itself is not a bad idea
either. In fact, I will say it is very difficult to do
so because it is harder to work with a theme
and make it work in the piece. For example, our
winners have used the idea of motifs and try to
blend them into the music itself, and they find
that it is not so easy. However, they have done so
in their own ways and I like to see more of that.

More of the young composers are trying to
think through all the elements of music and not
just to pick on a certain kind of instrumental
colour of the orchestra to make it represent the
Nanyang style. Nanyang style is very broad and
if you press me now to give a definite answer,

I would probably give a three hour lecture that
could cover many areas. But I will say that it

is our way of life over here. The kind of music
that we are exposed to, the kind of things we
go through, the food that we eat, the things we
experience, the smells and others. While all
these are part of our experiences. I would not
recommend that for the next SCO Nanyang
composition competition, we should have all the
composers come here to stay for six months to
experience Singapore. But I do feel that being
around in this region, having experienced the
lifestyle over here, can and will give you some
sense of how life is about, perhaps some sort
of understanding of the Nanyang experience.

Lastly, I hope that composers will continue to
explore further, how to bring out their own
creativity, and at the same time to experience
what life is around here to help them in their
composition for the next competition. Thank
you very much.
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Xu Shuya - Finals Adjudicator

Hi everyone! I wish to build on what Professor
Yang has spoken earlier.

Firstly, I would like to thank the Singapore
Chinese Orchestra and Maestro Yeh, as [ am
finally here in Singapore as the Adjudicator.
If you still recall, I was listed as one of the
Adjudicators in the programme booklet in
2o11. However, I could not make it for that
competition and did not have the opportunity
to apologise to all. I take this opportunity to
express my sincere apology for my absence
then. Five years ago, [ was then President

of Shanghai Conservatory of Music. The
management duties prevented me from
coming. Now that I have already stepped
down from the position, I would like to share
some personal experiences regarding music
composition.

I have seen many types of compositions in
this competition, where each work reflected
the young composers’ perspectives towards
Chinese music composition. I personally
feel that every composer should have their
own compositional styles and pursue their
own areas of interest, for example being very
localised, ethnic or be very globalised.

I have studied, worked and lived in France for
twenty-one years and I returned to China to
work at the Shanghai Conservatory of Music
since 2009. I have noticed a change within
me; when [ listen to compositions by young
composers, I no longer think of my personal
liking but more from an objective perspective.
What is an objective perspective? Let us

look at the following three award-winning
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pieces: Arise, Lion of Glory!, Go Across the
Rainforests and Krakatoa. The music language
is comparatively more traditional, closer to
Chinese music and Chinese orchestral setting.
Another group of compositions like The
Calling from the Distant Hills, Bale Bengong
spot a different musical language. I find them
interesting when I looked at the scores, and
what intrigues me is that the composers wrote
uniquely for Chinese music in terms of rhythm,
organisation and instrumentation. Driven by
curiosity, I wanted to listen to the compositions.
Let the instrument speak for itself, so that one
could understand Chinese music. On the whole,
the result is one of openness, and inclusiveness
is present in the interpretation of Chinese
orchestral music and its future development.

In fact, there could be co-existence of different
musical languages. For example, during the
times of Mozart and Beethoven, there were

two different types of music, but today, every
composer in Europe, America and Asia has
their own way of thinking.

On this ground, I encourage all composers,
including those who participated in this
competition, to compose with greater
inspirations beyond factors such as ethnic,

local language and Nanyang issues. It is true
that inspiration does not come about every day.
Previously, when I was leading the Conservatory,
I was too pre-occupied by lots of administrative
matters during the day and even at night when
I went back, I could hardly compose anything
in a year. It does not mean one has to be in
haven to be able to compose but you may need
to stay away from some worldly matters in
order to find some inspirations.
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In the pursuit of arts, there are certain things
which would not materialise or are temporarily
unrealisable, but we need to rely on the
creativity of artists to provide the language for
people to find their hope, achieve humanity or
be recognised ethnically or as a nation which
has positive meaning. If one is able to achieve
this level, then it has already surpassed the

use of language. This is why I believe the two
compositional styles can co-exist and continue
to develop. We may not know if there would be
a day when the two styles would merge but that
is a future issue.

The main thing now is for every composer

to be sincere about his or her own works

and continue to move on, and this should be
the future development. All composers are
unique and write with personalities, but a
competition is a cruel game and it requires a
final decision to pick the eventual winners,
hence some awards has only one prize while
others have only three. We are just unable to
include everyone. I believe it is through our
mutual understanding of those compositions
that the works reach the finals. You have
given the Adjudicator team an opportunity

to see so many different compositions. There
are still many people out there trying to
understand this society and its culture so that
they can write their music and walk their own
path. Finally, I wish to congratulate all the
contestants and best wishes for their future
endeavours in composing. Thank you.
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John Sharpley — Preliminary Round Adjudicator

Congratulations Maestro Yeh and the Singapore
Chinese Orchestra on the accomplishment of
this international composition competition.
The international submissions have been
impressive. This is indeed a contribution to

the Chinese orchestra’s repertoire.

Here are some personal reflections regarding
this competition.

First of all, it was a great joy to experience
these scores for the preliminary round of

the international competition. It was even
overwhelming. I must confess though that
after all the adjudication my mind felt like a
potato. Nevertheless, it was very exhilarating
because I felt that we were bearing witness to
an evolving entity, the Chinese orchestra. Just
as in Beethoven’s time, the Western symphony
orchestra was an emerging entity that was
growing collectively and was awesomely new.
There were many thousands of compositions to
emerge, of which we know only a few today. But
those myriads of compositions were absolutely
necessary to the making of this phenomenon
called the Western symphony orchestra.

I believe an orchestra is an organism, an
entity. And, it needs nourishing!

It is remarkable and important that Maestro
Yeh and the Singapore Chinese Orchestra are
such pioneers of something that is profoundly
humanistic. There is much discussion about
Nanyang, about East and West, but I will also
like to think about humanity as a whole. And
not only humanity but also that which connects
us to the planet and to the stars.
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It is certainly not easy to write convincingly

and effectively for an orchestra. There is a vast
amount of craft that must first prevail. The
presence or lack of craft is the first thing that
can be observed in a score. The factors of craft
and structure allow for a clear-cut means of
adjudication. It is, on the other hand, the factors
of artistry, imagination, originality and sincerity
allow a work to stand out. However, when
comparing works that amply exhibit solid craft,
artistry, imagination, originality and sincerity,
it is very difficult, if not sometimes futile, to
select a first prize. How to say, once at a high
artistic level, that one creative outpouring is
better than another? Why do need to have a first
place anyway? I think society is asking that but
we live in a world that is always looking for a
number one or number two but I think we do
not need that. I believe that everybody who got
into this final round is already a winner and is
to be recognized for having something original
and sincere to communicate. They are able to
channel from themselves and bring that to the
orchestra. The players themselves can feel it and
they can channel it. Ultimately, it comes to you,
to the listeners. This is interconnectivity!

After all, we are one with the universe.
Nevertheless, each of us has this idea that we
are an individual with a singular mind and
would think; “I am sitting in a seat”, “I am an
individual listening to this”. But simultaneously,
we are also a collective consciousness. We live
and struggle with this duality of the individual
and the collective. And what is an orchestra if
not a collective consciousness made up of highly
skilled individuals? The above duality is innate.

And often forms the core of musical tension /
energy. What does this mean to each and every
player, to the conductor and to the audience?
Most importantly, what does this mean to

the composer? Possibilities are potentially
boundless.

Consider also how our world, inner and outer,
would seem to be so very troubled. What could
possibly bring us together into a more peaceful
existence? Music can unite us, transmigrating
across cultures and languages, people and
ideas? Just imagine that all humans were to
collectively create music right now. What would
be the nature of this music? What would be
this collaboration? Its musicality? For me,

the orchestra is about expanding collective
consciousness. Consequently, one must ask why
do we bring these people together to make an
orchestra? What is the erhu player saying? What
is the dizi player saying? What are they saying
together? It is not the instruments, nor the notes
on the page but human interconnectivity that
animates an orchestra in a meaningful way.
Commercialism and entertainment may have
their entrenched place in this world but is there
not much much much more to be explored?
And, this other dimension to be explored is the
nature and the purpose of art.

Thank you
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Yii Kah Hoe — Finals Adjudicator

I am happy to see that the Nanyang themed
SICCOC has reached its third year, however,
we still have no conclusion as to what makes
Nanyang music; in fact it is rather difficult

to derive an answer. Personally, I do not see

the need to. Nanyang culture is not only for
people born and raised in this region. Someone
who is foreign to this region can also explore
this culture, and I believe both instances are
important. Nanyang has its unique island
culture where immigrants migrated to the
tropics at different period of time. As the island
nations do not have their own core culture, the
different cultures brought in by immigrants
co-existed. I feel that Nanyang culture can

be very diverse and there is no need to have a
clear definition. Since you still have a free day
in Singapore, I would like to recommend all
young composers to have a taste of our local
popular dish rojak.

Thank you.
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Sharing on Prizewinning Works

by Local Composers

Hoh Chung Shih

I am so happy and honoured to be here again
for the competition. Over all these years,

I have been quite actively involved in SCO
through their research. So when someone
mentioned earlier about understanding the
region, lifestyles which reflect how we live
and how that links into the music, I believe
SCO has already done a lot in this area too - to
imbue that spirit of music making. Listening
to yesterday’s concert, it was actually very
inspiring, but I personally feel perhaps there
is still a lot of work that can be done, especially
in terms of rethinking what the Chinese
orchestra can be.

This morning, we heard talks on how the
history and genesis of the Chinese Orchestra
(as an ensemble). Last night as I was listening
to the orchestra and looking at how new

media has influenced our lives in the last few
decades, I was wondering whether the Chinese
orchestra (or indeed the western orchestra in
that sense) was actually a social media itself.

If we could think of the orchestra as a social
media, what is the kind of relationship between
musicians and the audience?

Earlier, someone talked about the role of
Chinese music and its place on the global
stage. What does this mean for the scene? We
have seen the evolution of new media over the
past years and I feel that it need not be just a

means to simply expanding the capabilities of
the role and reach of the Chinese Orchestra,
but if we think about these aspects from the
perspectives of social aspects, a lot of work
remains to be done by composers.

Rather than think of music as an end-product
- that is, music that is performed and recorded
quickly which makes it a commodity; music
remains an art that is composed and rehearsed
somewhat distant from its audience. Perhaps
we should think of a larger picture where the
Chinese Orchestra is its own link between
composers and audiences throughout the
inception, composition and preparation of a
piece, thereby shaping and defining its role in
our culture and interactions with each other.
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Dr Joyce Koh Bee Tuan

Thank you for having me on board. It is such
a pleasure to hear five wonderful, very exciting
pieces I would like to offer my comments from
the perspectives of composer and observer. I
particularly like the first piece. Fantastic work
from the young gentleman from Taiwan. I love
the way you spoke about finding a personal
language. You have used the elements of Hakka
which you probably feel at ease with, but in

a detached way which made it an interesting
piece. I think we composers look at materials
at one level, and at another level, we find our
individualised approach in order to bring it

out and integrate into our language. This
echoes Dr Chen Yi and Dr Xu Shuya when
they talked about imagination. The piece for
me is exciting in a way that it is not only about
instrumental colours that the composer went
for, but how he has integrated the sonic colours
into the material layer. The second piece was
Kah Chun’s. I like both the second and fourth
pieces, how a melodically driven idea has been
transcribed using multiple colours. Because
the melodic elements were derivatives, the
ears become more drawn to the technique of
transcription than the design of the music. The
third piece has blocks of sounds cutting each
other in exciting fashion. Though I was thirsty
for a larger formal trajectory. You had lots of
promise in there. The fifth piece is one that

I absolutely adore. It is idiomatically written
for the orchestra. You shared this morning
your insight into the analysis process and the
integration of material and personal language.
I think you have got it something there. Itis a
strong composition.

The five pieces give me for my personal journey,
things to think about and deal with elements.
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Elements which perhaps have not been so

close to my heart. I am a Singaporean who

had grown up here for eighteen years before

I left for another eighteen year. I have lived

half my life abroad. I share with Prof Xu, the

predicament of what it means to return ‘home’

- the place of origin - and how things or places

which you had once held dear now appear

differently. I must confess that the idea of

writing Chinese music or Asian music is quite

far from my educational journey. It is difficult

to navigate between the thing that represents

you, and the thing that you have internalised.

This brings us to the topic of Nanyang - what

is the Nanyang element? I am now teaching

at the Nanyang Academy of Fine Arts and the

big question we bear is ‘what is the Nanyang

Style?’ I have been back to Singapore for 10

years now. Looking back, if T had to define the

Nanyang Style, it refers to a painting movement

of Chinese artists-migrants who had arrived in

Southeast Asia and since then developed a new 'S
style of expression, as Prof Ho had mentioned e
earlier. Essentially, for me, what lies behind,

is innovation - how one is able to extrapolate
elements of the times, applies an approach or a
technique even it had been learnt, and between L 4
the two, create something new. It is this

innovative spirit that I identify with, rather than

as a style. I echo very much the composer from }
Taiwan, Mr Liu as well as Prof Xu that it is the

composer, the artist who has to find that voice.

The voice, as long as it is sincere and honest,

will express an experience that is truly original,
encompassing the diversities and cultural

influences of a place. In the vein of Dr Liu’s

analogy, it is as much local as towards global.

Thank you.

Dr Goh Toh Chai

Thank you. I like to congratulate SCO for their
efforts to promote compositions. And also
given reading sessions which is very important
for composers. In fact, a lot of composers that
compose for the Chinese Orchestra, some of
them wrote it for the first time, there is really
no opportunity in that sense to learn the craft.
I think from the educator point of view, there
should be more opportunity for a smaller
scale reading session, maybe with smaller
ensemble or a plucked string ensemble and
that could be done not only with SCO but with
the different schools that have very established
Chinese orchestras in Singapore and other
musical group like Dingyi Music Company.
These are the groups that can also provide
platform for young composers to have the
piece read; it need not be difficult but at least
they have an understanding of orchestration
and instrumentation. That is on the part of
practical aspect.

The other aspect is the cultural awareness

and ethno musicological research technique. I
think the technique is important. How do you
go about finding out about this piece of music?
What is a Joget, what is Inang, the different
dance forms of Malay music? How do we even
go about doing research about this music?
Finding the essence of the music and use it in
our composition. There should be also a way
which the students are taught to do research
and find out more about folk music in this
region. We have so much wealth of music from
this area which is not just tapping on gamelan,
there is so much like Yii Kah Hoe has

mentioned, there were so many immigrants
from Portuguese, where our Eurasian
community have their music from Kristang
language as well. So all these different style of
music need to do research. You need to have
in-depth understanding before using it in

the composition, so that it is appropriate and
makes sense. I feel that education is important
and our students will gather more exposures
and opportunities to learn the craft from the
orchestration point of view, composition point
of view and research area as well. Thank you.
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Eric Watson

I guess I do in many ways deem myself as
being Singaporean. I love the food for instance
and that I is surely good sign for Singaporean?
I quite like the climate and I enjoy places
outside of the city centre. I am from the UK
and that is my culture background, here was no
Chinese influence in my younger upbringing,
no Southeast Asian influence either except
some stories from the war, which was rather
unfortunate. So I have a different view point of
how music is on Singapore.

I'd like to talk a little bit on emerging traditions
because normally speaking in history, when
someone starts giving labels or comments,
you look back and you say, “Now I can see

this happened”. Give it a label and you can

say this was a trend that at a time it was

an emerging tradition. We have in the last
decade been through a really splendid music
entrepreneurship kind of turned up on its head,
by producing the label “Nanyang” and trying to
work both backward and forward at the same
time with that label. So to talk about Nanyang
music or indeed talk about Singapore music,

I have to say I feel that we are all too young as
yet in Singapore to be able to talk about that.

We cannot talk about Singaporean music in
great depth at the moment because the depth
is not there yet. It is still to a certain extent a
shallow stream. It has to grow, it has to become
bigger and we need more years for this to be
accomplished. How are we having to do that?

What we have seen begun to establish here
is though in fact some sort of tradition, I do
not know how that tradition will proceed, I
have no idea. I have seen three competitions
and let me tell you, they were three very
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different competitions with three very different
outcomes each time. So can we say that they
were all ‘Nanyang Music’ or perhaps the ‘spirit’
of Nanyang.

That brings me to the next point which is
what do you think we will recall as the
Nanyang spirit in the future? That was one

of the principle questions I asked myself when
I was asked to compose.

Probably, all composers at some point will
wonder what am I writing for? What am I
writing about? What is this? And so I come back
to the music entrepreneurship again, of a slightly
different kind, which forced a creativity because
whether forced or voluntary this was a searching
for something, a looking outwards, in part
because I came to Singapore to earn a living.
But that itself often induces a creativity which
can become really quite compelling in the end.

For me as a composer, I would like to try

to inculcate that kind of searching spirit or
curiosity which then becomes creativity.
Perhaps, fifty years in the future we will look
back and say this is actually a golden age, they
call the Nanyang.

Is this particular example, what we now call
the Nanyang ~ I really cannot say, I mean I am
doing it but I do not want to give it a particular
label. But the spirit, the impulse I understand
very well and I embrace it. And I really like to
thrust this spirit into the world and say this is
the spirit that we need to be looking forward
to and trying to inculcate. From this, itis a
fountain of youth if you like, of creativity.
Evolving traditions, they all start from this
kind of wealth spring. Thank you.

Chong Kee Yong

Good morning! I totally agree with what the
previous presenters and my fellow colleagues
have shared. I think Dr Joyce Koh has done

an accurate analysis of this competition.
Between colleagues, we have also reflected on
the problem of pursuing and exploring the
Nanyang style. I think this is an important
topic that is still developing. I am very grateful
to Maestro Yeh and SCO for “taking me in” as a
member of their composer team, which to me,
is equivalent to inviting us to explore the issue
on Nanyang style. This is a fantastic platform
as composers get to showcase their individual
music style and we have a ‘willing party’ to
perform our works. If it had not been SCO and
no invitation was extended by Maestro Yeh, all
these would not have happened, so I believe the
orchestra plays a significant role in the process.
More importantly, SCO has given us another
important opportunity — folk songs collection
trips. We have been to Malacca to see Peranakan
culture, and we get a better understanding of the
local music culture. We also went to Quanzhou
to collect Nanyin (F&) and Hakka folk songs. I
have always shared my suggestion of including
folk songs collection trips in our teaching system
with Dr Goh, fellow colleagues and even with
Mr Choo, NAFA’s former Principal; however,
this may not be feasible as it does not comply
with education regulations. Personally, I have
curated a few musical activities and music
festivals. Like what Maestro Yeh did, we formed
a collective that is not institution-specific. We
went to the countryside to collect materials and
we could make use of these resources in our
compositions. During the course, we respect
and carry forward the traditions. Whether or
not it is in Nanyang or Asia, these materials
form part of our exciting cultural heritage.

In Singapore, many old cultures are fading
away, and when they completely disappear,

you would only see them in the museums. So
if living cultures are not collected now, they
may not re-appear in time to come. Take the
example of dialects - Hakka, Hokkien, Teochew
- if the dialects are not spoken at home, it will
just become part of your memory and is a
language only your grandma speaks. If you
had attempted to experience the language

or food and then tried including that flavour
in your music, you might not be able to use

it appropriately, as you could only quote. If
that scenario arises, you do not even need to
be in Singapore to compose the music, as all
you need to do is to go to the library and find
the audio visual. However, as a composer, if
you have real personal experiences, say, you
master the Hakka dialect very well, it would
perhaps help you stretch your composing skill.
I remember Mr Chong Wen-Chung once said,
“You need to have an all-rounded experience
in art to be the “complete” person, and your
music language needs to be honest and real.
No matter which style you adopt, at least the
music is sincere and touches your audience.” I
think this is a crucial issue to us as composers.
We need to know what we are writing and, for
who? Are we composing simply for ourselves or
pursuing our artistic concept where Nanyang
spirit may exist? If you just extract resources
from the internet without personal experience,
then I find it superficial as it lacks the hands-
on feel. All composers should have first-hand
experience of the cultural phenomenon. I
suggest everyone to find opportunity to join
Maestro Yeh and fellow colleagues to collect folk
songs at the countryside. This is something I
really wish to see. Thank you.
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The Ethnic, Local and Personal Nature of Music cum
Discussion on the Achievements and Development

of Nanyang Music

Professor Yang Yandi — Vice-President

Shanghai Conservatory of Music

Good afternoon! Thank you for the
introduction by Maestro Yeh Tsung. [ am

very honoured and pleased to accept the
invitation to give a keynote speech at this
Symposium. Frankly, I am not qualified

to talk about “Nanyang style”, however, as

this is an “assigned topic” by Maestro Yeh,

I will do a brief coverage. This is my first

visit to Singapore, and I am very impressed.
“Nanyang” is not a familiar term to me; I

have given some thoughts on how to approach
today’s topic. I shall start by discussing macro
theory and historical issues, as well as Western
music, as that is my specialisation, which I am
more familiar with. I will then compare works
between Western and China’s composers

and conclude the presentation with a brief
discussion on “Nanyang style”.

I had initially thought of doing a generalisation
on my topic but I changed my mind and
decided to begin the presentation by
uncovering the phenomenon of the pursuit of
“nationalism” in music composition. Through
theories and histories, we will summarise

the reasons for nationalistic aspirations

and its success during the course of music
development around the world. In fact the
theme for this Symposium is “nationalism”,
so how does one pursue nationalistic appeal
in music? I will like to give an analysis on

it. During the earlier discussions in the day,
many had spoken about the application of
localised elements in their compositions. Why
do we do so and what is the value in it? I will
discuss in greater details later. On this basis

and incorporating the observations I gathered
from the past few days of the competition, I
shall also talk about “Nanyang style” music,
its formation and its future, and highlight
some issues for further considerations. I wish
to express my appreciation to Maestro Yeh
and the SCO team for sending me resources.
Due to time constraint, I may not be able to
use all the materials but will select some for
discussion.

Firstly let me state my stand. I fully agree
with Taiwanese composer, Liu Wei-Chih, who
mentioned that artistic individuality is key to
music composition. In my opinion, no matter
how a composer includes local elements to
highlight “nationalism” in his or her music,
the music should be a manifestation of the
composer’s artistic individuality, which will be
interpreted by the listener. Paradoxically, what
seems contradictory may in fact be reality. It is
only through distinctive personal perspective
and style that the true meaning of nationalism
in artistic creation could be highlighted. This
view might differ from that of the American
composer, but I wish to emphasize that only
through individuality could we highlight
nationalism. My presentation is divided into
the following sections. (1) “Nationalism” in
music; (2) A historical review on nationalism —
a western perspective from nineteenth century
till today; (3) Chinese composers’ works

— exploration on selected composers from
China; (4) Prospect of “Nanyang style” and (5)
Conclusion.
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1. “Nationalism” in music — a macro historical
perspective

What appears as “ethnicity” in music is
actually “nationalism” instead of “ethnic” in
English. The notion of “nationalism” emerges
as it is closely associated with modernity in
humanities and social sciences. There has
been lots of discussion about modernity in

this field. The concept of modernity stems
from the perspective that human societies,
while in the process of cultural division,

were originally traditional. However, after

the Renaissance and Enlightenment periods,
societies gradually progressed to the modernity
period. In the Western world, modernity is also
known as “contemporary”. Generally speaking,
when learning Western history, the period
after Renaissance is regarded as modern,

thus, we hear these terms contemporary and
modern history. Some prominent features of

a modern society are that of rationality and
disenchantment by means of eradicating
superstitions. To a certain extent, traditional
societies were controlled by traditional practices
without rational thinking. Since the beginning
of Renaissance and Enlightenment periods,
rational and bureaucracy existed in each field,
thus forming the “modernity” phenomenon

in our modern society. To illustrate how

the notion of “nationalism” in music has a
connection to “modernity” of our society, let us
look back in history. During the Renaissance
period, Europe experienced the religious
revolution between 14th to 16th century and
till the Enlightenment period in the 18th
century. During this period, an important
phenomenon emerged. In the Middle Ages or
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Medieval period, the entire Western culture

is unified — adopting Latin language as the
official as well as religious language. Everyone
shared a common language and there was

no clear definition of nation and nationality.
From a religious perspective, this is a “grand
unification” of (the Christian) churches, with
Latin language used everywhere. Following
the emergence of Renaissance and religious
revolution, the unification culture was
gradually eroded by vernacular languages.
Western languages including English, French,
German, Russian and Italian as we know
today, were dialects of different places then.
Western culture is a relatively young one,
unlike our Chinese culture. Once the Latin
language unification was broken, all regions
started to use their own local languages to
build their respective cultures. Hence the

rise of the “nationalism” concept was closely
linked to the process of Latin unification
giving way to the vernacular movement. The
languages of English, French and Italian were
established earlier while German language
came later. These linguistic divisions had a
direct connection to the adoption of “localised
languages” in political and religion languages.
France became a powerful nation after the 17th
century, and its prosperity was significant in
helping to raise awareness of nationalism. Each
country has its unique language system, and
these nations began to pay attention to their
own cultures. Countries like France, Germany,
Britain, Italy and Russia (at a later stage) had
this awareness. A massive development was
formed when smaller nations followed suit.
Countries gained independence, had their own
language and culture traditions and began to

have political aspirations. I have looked into
history and understand that Singapore had

also gone through this movement and gained
independence in 1965. Why independence? It is
for the fulfilment of nationalistic and political
aspirations. The 20th century is a surging
time, where nationalism was widespread
globally and a common political and cultural
agenda. What I have just shared is a macro
view of the political and cultural phenomenon.

Now, let us consider “nationalism” in

culture, art and music. They echo the above
phenomenon. The aspirations for political
and cultural independence brought about

the emphasis of “nationalism” in music and
art. This was evident in musically-strong
European countries that we are familiar of,
including Italy, France and Germany, of
which I would like to highlight Germany.
When learning music in China, knowing
“German and Austrian music” is a necessity.
This music genre had become influential
after the 18th century, however, in our course
of learning, there was little (and not enough)
emphasis on “German and Austrian music”
being highly nationalistic. From Beethoven
to Weber, Wagner to Brahms — they were
highly motivated by “nationalism”. It is this
motivation that drove Hitler to the extreme. To
the Germans, “German and Austrian music” is
a great sense of national identity to them, and
this was applicable to Wagner and Brahms as
well. In Western music, “nationalism” was a
highly-pursued ideology.

We have to ask then: why is nationalism so
important in music? Of what value? These

areas are linked to our topic today. I have
thought of the following three points but it may
not be comprehensive.

-

In arts and culture, the concept of
modernity has its logical consequences.
Values of independence, equality and
democracy that we uphold are concepts

of modernity. Translated into arts, the
values are expressed through the idea

of “nationalism”. The reason is because
every nation or ethnic group strives for

its own independence, equality, as well

as to showcase its uniqueness and gain a
foothold in the world, hence it is important
to exemplify ones’ own set of values

in arts and culture. In the first place,
“nationalism” is a modern concept, and it is
a logical consequence for modernity in arts
and culture.

2. In the history of music, its development
is accompanied by the constant expansion
in territories and resources. Embracing
“nationalism” had its benefits as it could
attract new blood and grow cultural
contexts, thus enriching the expressiveness
of music. Moreover, interaction between
different nations and ethnic groups
would have had positive influences on
the traditions of music. Hence in music,
“nationalism” is a plus point, and is worth
pursuing.

3. As far as musical style is concerned, how
could one enhance his or her artistic

individuality? It could be achieved by way of
nationalistic aspirations. Why do composers
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write music? Very importantly, it is to find
that “personal voice”, but how? Through
nationalistic avenues so as to nourish and
put one’s ability to good use.

I suppose the above reasons answered the
question of why nationalism had a positive
impact on music development, which
inspired so many nations, including those
in Europe. In short:

« The pursuit for modernity;

« An expansion of resources in music
development;

« A more effective display of artistic
individuality.

All these above aspects are interconnected.

2. Nationalism in music: Vernacular element
and the compositional applications since
19th century

Since “nationalism” is of positive values, how
do we find it in music? We have to refer back
to history. How is “nationalism” displayed in
music? It lies in how one composes. This is

a question all composers, including those in
this competition, would have to ask. How can
one tell that the music belongs to a particular
nation? The answer is clear: through the
application of “nationalistic”, “vernacular”, and
“folk” musical elements, no matter what music
interval or timbre. It is a search for “national
character”, where “vernacular” and “folk”
elements, being original and unpolluted, are
superior in nature and hold intrinsic values.
Everywhere in the world, music is closely
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related to local customs and practices, and
brings forth sonority and features such as
modes and rhythmic patterns unique to the
people. It is a valuable form of cultural “DNA”.
“Vernacular” elements are one such DNA that
has a potential to be further developed into
something new. When vernacular materials
are utilised in music, it would seem to have
embodied a national character, but things

are not so simple. The compositional process
is highly complicated, so how should one

go about synchronising folk and vernacular
elements with the requirements of “high art”?
Each region would have its own unique set

of folk elements and music (with different
pitches, rhythms or timbre etc.), but new
compositions should be able to assimilate into
the traditions of art music. We have to admit
that art music in this case is that of Western
art music.

Western art music has a long history. From
gth century Gregorian chant that contained
the first Western musical notations, it would
have been thousands of years now. Although
art music was constantly influenced by folk
elements, it was not the case in history, as far
as actual circumstances and practices were
concerned.

Between the periods of Renaissance and
Baroque, was folk music incorporated into

art music? The answer is yes, but perhaps
when you listen to music of those times,

folk music or vernacular elements were not
obvious as they were hidden within sacred
music (main musical genre of the Renaissance
and Baroque periods, such as Messiahs and

motets). In parody mass of the Renaissance
period, folk songs of those times were used

in Messiahs, albeit in a transformed manner.
For instance, hiding folk music elements in
cantus firmus. The listener would not be aware
of folk elements in a vocal part or melody,

or motifs taken from folk music; instead, it
was used as a foundation. In the Baroque
period, folk music was utilised in the prelude
of chorales and in variations. Many of those
chorales contained camouflaged folk songs
from Germany. Things were a little different
in the Classical period. In my translation of
Charles Rosen’s work The Classical Style,

it was mentioned that during the Age of
Enlightenment (sometime in mid and late

18th century), high art and folk elements

share a special relationship, where both were
dependent of each other, especially evident in
Haydn’s late symphonies or string quartets, as
well as Mozart’s opera Die Zauberfléte (The
Magic Flute). The interaction between the
learned style (in the form of counterpoint) and
folk elements was complementary. Citing the
example of Hadyn’s symphonies, many of the
symphonies’ last movements had melodic lines
that resembled folk music, but in the form of
themes. It was necessary for the symphony’s
last movement to have such folk-like touches,
thereafter further developing the music using
counterpoint techniques. In this case, learned
style technique and folk music or folk materials
complimented each other. Giving folk elements
artistic treatment was characteristic of the
Classical period.

The use of folk elements in the 1gth century
became much more complicated. Let me
summarise my observations:

I.

The rise of exoticism, which was
non-existent initially. Following the
expansion of colonial powers in the

19th century (including British colonial
rule in Singapore), Westerners began to
eye the Eastern and African countries.
Encountering folk musical elements of
these countries or regions, they took them
back and incorporated into the Western
compositions. However the utilisation

of folk materials in such manners was
more for effects. In Chinese, “exotic”

is translated as “foreign manners and
customs” or “foreign atmosphere”. Things
said to be exotic are not authentic, as they
are borrowed for superficial decorations
and unreal. For example, in 19th century,
there was a huge amount of Western operas
adopting Orientalism. Edward Said, an
influential scholar in China at the moment,
specifically suggested that “Orientalism” is
about Westerners looking at the East with

a distorted view. The intention was not to
display Orientalism but rather to show off
exoticism. Citing the example of Verdi’s
Aida, was he in the East before? No. He
wrote about Egypt, but he had never been
to Egypt, and would never have understood,
but the use of the minor 2nd interval was
borrowed from Arabic elements, and that

is a typical ‘exotic’ example. In the Scene

2 of Act 1, where a mysterious pre-war
ritual was carried out, Verdi composed in a
pseudo-Egyptian style. It was professionally
written, and expressed local colours of
Egypt. Also, exotic uses could be found

in Puccini’s Turandot, Madama Butterfly
(which was based in Japan) etc. It was
merely a display of effects and colours,
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rather than describing local customs and
practices through thorough understanding.

Having in-depth appreciation of local
elements and accurately reflecting

them in works. It was present in 19th
century’s nationalism movement, and

one outstanding example is Russian’s
Mussorgsky, who possessed unique
perspectives about the world and the arts.
His most significant composition, political
opera Boris Godunov, was a true reflection
of the Russian society, regardless of social
status, whether it was the Czar or the
beggar. In my opinion, we do not have
sufficient knowledge of Mussorgksy. In
China, if we were to mention Russia,

most of the people would have heard of
Tchaikovsky or Rachmaninoff, but not
Mussorgsky. In fact, Mussorgsky was the
most “Russian” in his works among all,
and was put on par with Russian novelist
Dostoyevsky, though he did not complete as
many influential works like Dostoyevsky.
Most people would have known him
because of his composition Pictures at an
Exhibition. Let me at this point share an
interesting example. Mussorgsky was good
at capturing the Russian tone (of course, I
do not know Russian). He had ever written
a song cycle, The Nursery, to describe the
children of Russia. In his artistic point of
view, he felt that arts should be realistic and
a reflection of life experiences. One of the
songs, The Beetle, narrated the children’s
excitement when they saw the beetles. If I
had not told you that the songs were written
by Mussorgsky in the 19th century, you
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would have thought that it was a modern
work of the 20th century. Mussorgsky

had a strong sense of modernism, as he
would go to the extreme of extracting the
nuances of the Russian language, and this
is the true spirit of nationalistic music,
displaying the Russian essence. Notice

that this is not about being exotic. He

was a Russian who spent his whole life in
Russia, was passionate about his people
and culture, and expressed his love for his
country through his music. Other Czech
composers like Smetana or Dvorak (Dumky
Trio Op. 90, I) were able to combine

Czech folk dance elements with Western
compositional techniques, and did so very
well (Grieg’s Norway flavours). Music of
these composers had far exceeded exoticism
and went deep into the core of national
character.

In the 20th century, major changes took place
in the musical language. The breakdown

of tonality brought about the emancipation
of dissonance as well as the development

of all kinds of elements including rhythms
and timbre. Folk elements created new
possibilities for language construction,

and folk music provided 20th century
composers with a possibility in exploring a
new language, just like this Chinese music
composition competition. One outstanding
and unsurpassable representative was Béla
Bartok from Hungary. Bartok embarked on
extensive field trips to research on and notate
folk music. Although he was Hungarian, his
research was not limited to his home country.
He covered countries of Eastern Europe,

including Bolivia, Romania, Albania, and
mastered the essence of the most authentic
‘peasant music’, thus creating a new language
that is unique in terms of mode, rhythm and
phrasings (syntax). On the other hand, he
assimilated techniques such as polyphony
and motifs from Bach and Beethoven, yet

the result was of modern feel and highest in
artistic achievement. To date, there was no
other composer who could do better than him
in transforming folk music elements into high
art. Let me quote an example — perhaps not his
early adaptations of folk songs (one should be
aware that Bartok’s most mature works were
not in folk music arrangements, but rather in
compositions that exhibit his own flavours).
For example, his later and more matured work
Divertimento, though not often performed, is
an excellent work (composed some time in the
1940s). It is definitely not folk music but an
original composition by Bartok. Pay attention
to its mode and rhythms. This is not exotic
music, but when we hear his music, we would
feel it being Hungarian, even though we may
not have been to Hungary. Yet it belonged to a
unique Bartok style.

Other composers who are nationalistic in a
smaller way are:

« Aaron Copland from USA (middle period)
« Manuel de Falla from Spain

« Villa-Lobos from Brazil

» Piazzolla from Argentina

For example, in Copland’s Billy the Kid — Street
in a Frontier Town, one could find instances
of bitonality, polytonality, ‘wrong-note’

technique, and American flavours, which only
Americans could write. The use of folk music
in contemporary context (including techniques
of bitonality and ‘wrong-note’) was modern,
and did not sound awkward. He was able to see
the potential of constructing new music from
folk music, and it was an achievement.

In retrospect, the role of nationalism in
Western art music was weakened in the

1950s and 6os. For example, upon the rise

of serialism, aleatoric (or chance) music or
experimentalism, nationalism was placed in
the background. However, composers from
the East (Asia) such as Chen Yi have, since the
1980s and 1990s, been showing their Asian
aspirations in the West, which can be seen as a
revival of nationalism.

3. The exploration and orientation of Chinese
(China) composers

It has always been complicated talking about
music of China since the beginning of 20th
century. This morning, Mr Choo delivered a
wonderful speech which I am fully agreeable.
The history of original compositions in
China began only in the 20th century (more
specifically, non-traditional ones that were
written by composers). It was difficult to
pinpoint any China composer before the 20th
century. The notion of composition was a
Western concept, which was different from
literature or visual art. In China we had a
splendid tradition in literature, for instance
from Qu Yuan’s Li Sao (Sorrow at Parting),
Tang poems, Song Ci (a form of poetry in Song
Dynasty), Yuan Qu (poems in Yuan Dynasty),
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as well as painting and calligraphy. Music in
the past was mostly of folk traditions, and not
written by composers. From 2oth century
onwards, Chinese (China) composers began to
emerge on the historical stage which is a sign
of the rise of modernism in China. A century
since“PEMXZRAT” (the spread of Western
influences to the East), we are now able to sum
up the past. Lately I have been pushing for a
project at the Shanghai Conservatory of Music,
and it is entitled “Piano in China: a Hundred
years in Retrospect”. Composing for the piano
in China has just reached its centennial; the
first piano composition was by Zhao Yuan Ren.
Objectively speaking, it was a feat, but not
without its problems and challenges. Along
the process of music development in China,
there were frequent disturbances like the
Sino-Japanese war, unstable political conditions,
and the Cultural Revolution that caused
retrogression.

Since the 20th century, what is the core
mission of composers in China? To inculcate
‘nationalism’, which is the biggest issue.

How do composers make use of music to
create a uniquely Chinese voice? This has
always been a big question. It is also the same
question faced by 19th century nationalistic
movements in countries including Russia,
Eastern Europe, USA and Latin America.
However, the problem is even more acute in
China, as there is a huge gap between cultures
of the East and West. How does one mitigate
the differences between Chinese traditional
and folk elements with “imported” Western
techniques and perspectives? It has been the
biggest bugbear for composers and the music
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fraternity in China. Once again, let me state

my observations. Based on different periods

of time, we could divide them into paths and

stages:

1. “Using Western principles in Chinese
applications”. Western learning for moral
principles (or essence), Chinese learning
for practical application (or utility). This is
a saying amongst the academia. Treating
Chinese materials with traditional Western
methods is an important route since
the 1970s and 8os. In this morning’s
discussion, we talked about modern works
that were based on or utilised traditional
ideas, and one representative work was
Mu Tong Duan Di (The Cowherd’s Flute)
by Mr He Luting, former principal of
Shanghai Conservatory of Music. The
piano is a Western instrument, and the
piece was written in ternary form that
included harmonic method and some
contrapuntal techniques. The techniques
used were Western, but the element chosen
was Chinese. Other examples include Yao
Zu Wu Qu (Dance of the Yao Tribe) by Liu
Tieshan and Mao Yuan, as well as many
other piano works (adapted from folk songs
or variations).

2. Persist on (traditional) vernacular
characteristics, but embracing some
Western thoughts and concepts, in other
words, it is about Chinese learning for
moral principles (or essence), Western
learning for practical application (or utility),
mainly adopting authentic materials in
China. To a large extent, musical works for
Chinese instruments (huayue, or minyue

in China) are along this path, as China had
its own collection of musical instruments.
Liu Tian Hua was a representative in this
movement, who composed mainly for the
erhu. His works, including Guang Ming
Xing (Song of a Bright Future) are mainly
in major tonality, and the mode is Western,
which is a significant characteristic in
erhu music. Modern Chinese orchestra

is organised in a similar manner. The
so-called Peng Xiu Wen model since the
1950s, though still controversial (and we
saw differing views from the adjudicators
today), was a copy or adaptation of the
Western orchestra, and this is a process

of “using Chinese principles in Western
applications”.

Since China’s economic reform and
opening-up, there have been large
amounts of elements showing ‘East-meets-
West’ combinations, also interpreted

as modernism or ‘post-modernism’.
Dissonance in sounds and all sorts of
modern techniques presented us with new
concepts and inspired our compositional
process. In my observation, I feel that

we are no longer in struggle with the
superficial application of ‘East-meets-West’,
nor are we accepting “China style” using
shallow sound effects. It is more about

an in-depth and profound exploration

of “Chinese-ness”. (In the Singaporean
context, the question lies in “what makes
it Singaporean-ness” or “Nanyang style”,
and seeking the answers on an intellectual
level). In this case, it is important for
modern techniques and folk elements to

create synergy. In view of the 30 years after
China’s economic reform and opening-

up, I would like to give two examples. The
first example is a phenomenon after the
1990s, where a solo Chinese instrument
played with an orchestra, in other words,

a mixed setting. The former President of
Shanghai Conservatory of Music, the late
Professor Yang Li Qing (1942-2013) is a
distinctive example, having composed a
work entitled Huang Mo Mu Se (Twilight
of the Desert) for China National
Symphony Orchestra. The erhu solo

part was distinctly Chinese in character,
especially with techniques such as ku giang
(weeping), hua yin, (portamento), rou xian
(vibrato), though the orchestral writing
was largely of modern in style. Professor
Yang was known to compose works of

rich colours. This composition has been
frequently performed, and recognized as a
representative of the genre. Huang Mo Mu
Se is somewhat tragic in its nature. Itis a
pioneer piece in its own rights. The solo
tune on the trumpet was set to a Chinese
tone, and one could see the synthesis of
western compositional techniques with
Chinese traditional tones. Another example
is a composition by Chen Qi Gang (b. 1953),
written for 17 string instruments, entitled
Léloignement (Zou Xi Kou or Going to
West Gate). I had a very deep impression
of the piece. As you may know, Zou Xi

Kou is a famous folk song from Shaanxi.
Chen treated it in a complicated way, but
turned out to be very nice. The timbre was
exquisitely written and endearing. There

is a climax in the middle of the piece, and

105

8/2/18 10:30 AM



106

the music ends lightweight, using colourful
string techniques. It is a composition that
utilised the modern technique of textural
modulation, while giving those Chinese
musical elements a unique twist. It is a fine
example of displaying the China spirit via
“East meets West” techniques. We could
clearly see the aspirations of a Chinese
composer.

4. The possibilities and future of
Nanyang style

In the West, we have seen that there is a huge
wave of pursuing Nationalism in art music,
and composers from China explored the
grounds too. Turning our attention to the
Nanyang style, what are the possibilities and
its future? I am in no position to discuss the
question of “Nanyang” being a culture or
geographical concept. I believe each of you
would have your own perspectives. Many of
us, including the panel members, spoke about
it, and I am sure we are gradually coming to
a consensus on its definition. It is something
that is growing and developing continuously,
something that is open in concept. I am sure
there are local specialities and characteristics
present in Nanyang music. As the Chinese
saying goes, “the unique features of a local
environment always give special characteristics
to its inhabitants”, and it applies to music too.
As long as communities exist, living habits
would develop. The foundation of a “style” or
local flavour is based on sounds related to the
atmosphere, geography and climate, as well
as influences from languages used and daily
activities. In fact, the discussion of a “style”
is a complex one. Let me quote two examples.
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1. Law Wai Lun — information provided by
SCO. According to my understanding,
this composition was done by a senior
composer in Singapore. It was highly
professional, and one could see the amount
of training involved. He participated in the
past two composition competitions. Let us
listen to an excerpt from his work, Zheng
He — Admiral of the Seven Seas. I feel
there is a distinct Nanyang flavour in this
composition. The compositional techniques
are traditional, including his harmonic
language and tonal yet moving melodies.

2. Yii Kah Hoe — I did not know him before
coming here. The unique musical language
in his composition captured my attention.
Initially I was not aware of the meaning
of the piece, but Mr Yii explained that
“bayang” meant shadow puppetry. There
was a lot of talking, mainly in Bahasa
Melayu, and I could not understand, so I
had to ask Mr Yii. In the middle section,
there were somte totally new tone colours
and pitches, including some high-pitched
gongs that did not appear at other parts
of the piece. The last bit of the piece was
quite interesting too, with changes to the
acoustics. Pardon my ignorance, but I have
never heard of such music before. There
was a strong display of local colours, and
could only exist in a particular geographic
location.

Singapore International Competition for Chinese
Orchestral Composition 2015

We have reaped some rewards in this
competition. In terms of “Nanyang style”,

we feel that the young composers were clear-
minded in their pursuits, including pitch,
rhythm, timbre and structure. For instance,

1st prize winner Fung Diclun Gordon’s
composition, Arise, Lion of Glory!, consisted
of a complete process of the Lion Dance. Not
only does it make use of techniques but also a
narrative. As written in the programme notes,
there are twelve sections, which tapped on the
potentialities of the pipa solo and the orchestra.

In the other works like The Calling from the
Distant Hills, Go Across the Rainforests,

and Bale Bengong, I feel that they are more
textural in writing and more avant-garde, but
at the same time able to adopt a “Nanyang”

set of modes and scales. Note that in this
competition, we did not give out the “Nanyang
Style Award”. We heard from the composer of
Krakatoa that the piece was inspired by a story
of the region, and the musical elements are
local too. The listening experience was indeed
Nanyang in flavour, and the structure (tension
and climax) was appropriate. The orchestra
voted for this work, and it speaks volumes of
the idiomatic writing.

Let us look at this theoretical question of - what
is “style”? In this case, we are talking about the
Nanyang style. The truth is the adjudicators
and the composers present today are cautious
in their discussion of the subject, more
accurately, we are talking about the “Nanyang
experience” or “Nanyang spirit”. Achieving

a “style” is the highest level in arts creation.
What is the highest goal in arts creation? That
is to create style, more specifically, a personal
style that becomes a model. Certainly, there is
also collective consciousness, but I believe that

a personal style is the most distinct. There are
higher expectations in the formation of a style.
Hereby I make my preliminary conclusion:

1. Unique methods of expressions,
observations of the world and views in life.
Not all composers are able to compose in
all kinds of style, however great composers
like Mozart and Beethoven were able to. For
instance, Edvard Grieg is not as a great a
composer as Mozart or Beethoven, however
he composed music that displayed distinct
Scandinavian flavours. One could just feel
the “coldness” in his music, which is rather
unique of his style. Some would prefer
the pathetic feel in Tchaikovsky’s music,
or in Chopin’s. Also, it is necessary for an
artist to be equipped with skills to observe
the world and to hold views in life, both
important yet difficult to achieve.

2. A musical language that is individualised
and having a style of one’s own. I believe it
is an on-going pursuit of every composer,
but yet again, a challenging one.

3. Having a substantial quantity of
compositions. A handful of compositions
would not build up a style, even if they were
interesting or appealing to the markets.

A style can only be developed with a
significant amount of works.

4. An ecology grows within the music
compositions, forming a so-called “world”
that is multifaceted. Composers who
displayed such independence include
Bartok and Sibelius. The determining
factor lies in the artists’ (composers’)
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original ideas and creativity. No matter
how “vernacular” elements are used

to express “nationalism”, having gone
through the process of creativity and
acceptance, the final result should be

a display of individualism in style.
Paradoxically, the only way to achieve and
attain “nationalism” in creations lies in
one having unique points of view and
personal style. Between individualism and
nationalism, I am keen to see how one
could attain nationalism with individualism
and not the reverse, because we understand
Poland’s national characteristics through
Chopin, and Russia through Mussorgsky,
Tchaikovsky and Shostakovich. We

hope that in the pursuit for national
characteristic, there will eventually be
Chinese music that is individualistic in
style. Composers like Wang Xi Lin, Cheng
Qi Gang, Tan Dun, Qu Xiao Song and
Chen Yi are good examples.

Through theoretical and historical discussions
of nationalism, vernacularism, individualism,
we have renewed our understanding of the
scientific principles and artistic problems
behind these core topics. Artistic creations,
including music composition, are highly
complicated and extremely difficult. In order
to achieve success, the following factors are
necessary:

1. Appropriate cultural environments — we
may feel that the timing is right at the
moment as China’s power in the world is
rising in terms political, economic and

108

SCO-Symposium2015_Booklet_FA_180207-3.indd 108-109

social factors. How then does culture
follow up? Is there an appropriate cultural
atmosphere?

2. A healthy system — Maestro Yeh is creating
this system, which secures the mechanism
by way of competition;

3. Rich artistic resources and traditional
support — including Nanyang, where
rich local customs and practices are in
abundance;

4. Talents of artists — talent does not refer
to the techniques used, but rather the
sensitivity, understanding and ability to
express one’s views of the world, in life,
and in the arts

A style is developed when the above factors
come together, and it is not an easy task.

Lastly, I would like to state that music Ve
compositions of China and the Chinese people
of the 20th century have already left an imprint
in history. At the turn of the new millennium,
and in line with the diversification process &
and integration of the world economy, the

opportunities and possibilities given to China

and Chinese music will surely be more and }
greater. Through hard work of China (or of

Chinese descendent) composers, the distinctive

quality of China (Chinese) music will be

manifested on the international stage.

Thank you.

My Composing Journey in Nanyang

Yii Kah Hoe — Composer Winner of Singapore International Competition
for Chinese Orchestral Composition 2016

Thank you everyone. Prof Yang has given an
extensive summary on the principles and I
benefitted greatly from it. In my presentation
today, I wish to talk about my exploratory
journey as a composer. I considered myself
fortunate as I was brought into the composer
team by Maestro Yeh after winning this
competition in 2006. Since then, we have gone
on many trips to collect folk songs. Here, I hope
to share my experiences gathered from those
trips to Indonesia, Borneo, Kuching, Sabah
and Malacca, together with Maestro Yeh. Of
all these trips, the folk songs collection trip to
Indonesia left the deepest impression, where

I consolidated my thoughts on “gamelan” and
"wayang kulit” music. “Wayang kulit” literally
means shadow puppet theatre. I am drawn to
wayang kulit because of two characteristics: (1)
Its distinct “gongan” structure that is of cyclic
recurrence; (2) before the start of a wayang
kulit, there is a blessing religious rituals called
“buka panggung” to adhere to. My music work
in 2006 was inspired by this ritual. In our
recent trip to Kelantan, Malaysia, Maestro Yeh
and I met a wayang kulit master, Pak Chu.

We provided him with a script on-site, and
right away Pak Chu created the characters as
per the script and eventually put up a show. It
goes to show how versatile folk arts is, where
music performance and storytelling can be
spontaneous and improvised. Let us now watch
a short clip on wayang kulit. This is a wayang
kulit from Kelantan of Malaysia.

In 2008, together with Maestro Yeh, Eric
Watson and some members of the composer
team, we went to a location near Solo, Indonesia
on another folk songs collection trip.

I was not satisfied after that trip, so I went on
to Bali to watch the different types of wayang
kulit shows there. What you have just seen are
three types of wayang kulit from difference
places (Kelantan, a location near Solo and Bali)
and each of them are stylistically different.

I am deeply influenced by the wayang kulit
from Kelantan and have mentioned the two
reasons above and the distinct “gongan” music
structure. There is also cyclic recurrence

in “gamelan” and it is known as “colotomic
structure”. Before any concert or performance,
there will also be an ancient religion ritual. Here
is another video clip, recorded by Maestro Yeh
and the SCO composer team members during
the trip to Sumedang District in Indonesia.

The music performance began in the night and
continued till dawn of the next day, with incense
burning in a small room. We left by 3am as we
were unable to endure any longer. What made
this performance attractive? In the Southeast
Asian regions, such mystical ancient religious
ceremonies are part of the local people’s way of
life. Would you regard this as music or dance?
Perhaps not, as this is just part of their culture.
In Malaysia, before the staging of wayang kulit,
a “buka panggung” ceremony will be carried
out. As the locals believe spirits would disturb
the performance, such performance-like rituals
are necessary to purify the stage. The above two
ceremonies have manifested in my compositions,
for example, my award-winning work “Buka
Panggung” and ensemble work “Opening the
stage”. I have arranged for three dance troupes
to interpret the stage purification ceremony.
Through the use of one common music work,
three different perspectives could be derived
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from the Chinese, Malay and Indian dance
troupes. Let us take a look at the video clip.

Next, I would like to introduce the musical
instruments used in the Kelantan wayang kulit.
There are three types of drums, gedumbak,
gendang and gedug. Each type of drums is
played in pairs. There is gedumbak anak (child)
and gedumbak ibu (Mother); gedang ibu and
gedang anak; gedug ibu and gedug anak etc.
The Malay suona (i) or serunai also come

in pairs, serunai anak and serunai ibu. Other
instruments included canang ibu and canang
anak; kesi ibu and kesi anak; tawak ibu and
tawak anak. Why is there a binary division in
these instruments? Interestingly, this binary
division in Malay folk music creates a “ding-
Dong-ding-Dong” musical effect. The “canang”,
which resembles the gong, works in a pair (a
big and small one) and are played continuously
throughout the performance; this binary
division produces the “gongan” music structure.

« A “gongan” cyclic recurrence structure
has 8 basic beats.

« (d) represents canang anak, (D) represents
canang ibu; (g) is tawak anak gong tone;

(G) is tawak ibu.

« The 8th beat is tawak ibu (G) and that
completes a cycle. Beat 4 (g) in this cycle is
produced by the tawak anak. Once this cyclic
structure is established, it will continue
without change. [Visual]

The cyclic structure is further sub-divided into

fourths by sounding on beats, 2, 4 and 8. Finally,
the canang anak (d) and undamped kesi will
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subdivide the cycle into the smallest segments,
into eighths, by sounding on beats, 1, 3, 5 and 7.

The gongan music structure and binary division
have aroused my interest in the “Nanyang
style” musical elements and to adopt them into
Chinese orchestral settings. My first reason for
doing so is that the the gongan is predicated
on a 2-level stress unit which is realized by

the two pitches of the canang. In my music
compositions, I have used the piano and oboe
to simulate the gongan structure.

The piano is a prepared piano, playing it by
plucking the strings. The binary division
structure runs throughout the entire music
composition, and subsequently develops into
a polyphonic stratification structure.

As far as Malay drumming methods are
concerned, there are three types: Cah (C) , Ting
(T), Doh (D). The Malay musicians would
usually play this rhythmic pattern: T C C CT D
CT D and in a binary division structure.

It is different from the interlocking music
structure in northern Bali.

All in all, the wayang kulit’s gongan structure,
binary division and Bali’s gamelan interlocking
structure have influenced my music, as can be
seen in my award winning composition “Buka
Panggung”.

Individual music instruments do not play the
entire melody but the lines are swapped and
overlapped in a dovetaling manner.

Another example is that of “Bayang”, where I
integrated the local ancient religion practices

— burning of ritual items on stage and stage
entrance — into my music concept. Before

the completion of the ceremony, musical
instruments should not be tuned. This practice
was also applied into my composition. The
concert master would not allow the musicians
to tune their instruments. Only when the
“ceremony” is completed, the conductor would
stand to signal the tuning of instruments. The
music begins without a definite rhythm, but
gradually progresses with an obvious rhythmic
pulse. The entire music work is based on the
binary division structure. In wayang kulit,
tempo is usually constant. However, I have
attempted to make changes in the tempi and
pitch in my composition. The entire music
piece is played in 20 minutes.

My music work may have sounded modern
but all the elements are adapted from the local
people. I have invented many more variations
from this type of “ding-Dong-ding-Dong”
interlocking structure.

At this point, let me conclude that what I have
shared today is based on my many years of
experience in folk music collecting, as well as

a summary of theories. My perspectives may
not represent yours, but it is meant as a form of
reference. On the other hand, my composing
journey in Nanyang has also been influenced by
the Nanyang painting style.

Here is a painting by Mr Liu Kang, who was
a pioneer Nanyang style artist. This painting

depicted a group of Indian musicians. Mr Liu
had drawn on local sources and brought out
the Nanyang style through lines and colours,
which was a challenge. The other Nanyang
artist whom I admire greatly is Mr Chen Wen
Hsi. Using an East-meets-West approach, he
combined Chinese brush painting skills with
Western painting principles (dots, lines and
planes). Born in China, he found his success in
the Nanyang region (or Southeast Asia), and by
the time he migrated to Singapore it was already
the year 1948.

Are we able to apply the Nanyang visual art
aesthetic standards when evaluating music
works composed in this region? Or should we
use the China evaluation method for non-art?
Or to follow the “Six laws of Chinese brush
painting” by Xie He of Southern Qi (of Southern
dynasties)? We could consider these options
though we may not use them.

In different parts of Nanyang, ancient religion
beliefs exist. As I have a personal liking in these
elements, I include the mystical ‘flavours’ in my
compositions. This is an artwork by my teacher,
Mr Zhong Zheng Shan, who is Chen Wen Hsi’s
student. Currently, he has art museums in both
Beijing and Yunan, China. With this, I have
come to an end to my presentation. Thank you.
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Questions & Answers

Audience: I wish to ask Mr Yii, your research
is in musical temperament, what is your
intention and purpose of travelling to
Indonesia? What did you gain from the trips?

Yii Kah Hoe: I did ethnic musicology as my
undergraduate degree under the tutelage

of Prof. Luo Yifeng, a China academic
specialising in Southeast Asian culture. When
I first started my undergraduate studies, I had
an interest in ethnic music culture, so I did
not think of continuing as a composer then. By
the time I returned to Malaysia in 1997, I have
gathered a large collection of visual and audio
recordings on ethnic music of this region.

I could have made use of these materials to
publish a book in 2006, however, I did not
have funds then. Coincidentally, Singapore
Chinese Orchestra (SCO) organised the
inaugural Singapore International Competition
for Chinese Orchestral Competition with a
theme on Nanyang, and it triggered me to
consider using the resources on hand for my
music composition. My folk music collection
trips to Indonesia began only after winning
the award and it was a mission ‘assigned

by’ Maestro Yeh. Maestro believes that we
should be on the ground to understand what
local music is and not to compose by sheer
imagination. So, we, a group of composers,
went on folk music collection trips in this
region before we started composing. It is

a mission, but at the same time due to my
passion in gamelan, wayang kulit and folk
music, I am able to make use of these music
forms in my compositions. Thank you.

Audience: My question is for Prof Yang Yandi.
I am a home-grown Singaporean. When I
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listen to local radio music programmes, I feel
that in a Westerner’s view, Chinese music
compositions are limited. It seems The Yellow
River Concerto {EAIMZ=Eh) and The Butterfly
Lovers {2#) are the only two works. What
could be the problems that the Chinese music
scene is facing? Could it be said that prior to
the 1980s, there were no local compositions in
China and Singapore?

Yang Yandi: First, I wish to correct this
question. It has nothing to do with Westerners.
In fact, these two music works have such

high exposure and are so widely performed

in the Chinese world that we do not think
twice in naming them and it results in this
misinterpretation. You may wonder how this
could have happened? Ever since the reform
and opening up of China’s economy, Dr. Chen
Yi and fellow composers of her generation have
been residing in the Netherlands, Germany
and United States of America, and Western
musicians would not have such a preconceived
opinion. As such, there is a need for us to

do some soul-searching. These two music
compositions marked a specific period in time.
In commemoration of the fiftieth anniversary
of Butterfly Lovers composition, I published an
article entitled Butterfly Lovers — Fiftieth year
in Wen Hui Bao {3CCiR) (Wen Hui Daily), for
the purpose of reflecting on this phenomenon.
The reason why this work is extremely popular
and widely known is because it has a unique
historical and cultural background. In the

late 1950s, China was a relatively closed
society with no links with Western countries
at all, except for some external contacts with

]
b

the former Soviet Union and a few eastern &%

European countries. Contemporary musical

-

language was unable to penetrate into China.
However in 1947, Chinese composer Sang
Tong had already composed atonal music
pieces - Night Scene (ye jing {&5) ) for violin
and piano and In that Place, Far Far Away for
piano solo (zai na yao yuan de di fang {7£#B
BRI FT) ). The above works were a blend
of atonalism and Chinese ethnic music. In
that Place, Far Far Away is a remarkable piano
work, even now when we listen to it; we do not
feel it antiquated. Notice that it was in 1947,
and China was already in connection with

the rest of the world then. However, due to
political reasons, the connection was severed
subsequently. Hence, The Butterfly Lovers
was composed under specific historical and
cultural contexts. On the other hand, The
Yellow River Concerto was an adaptation from
the original The Yellow River Cantata ( (&
SAAEME) ) during the Cultural Revolution,
which was yet another composition of chaotic
times. These two compositions were produced
when China isolated itself from the world.
Both music pieces adopted the traditional
lingo (Chinese), thus they were naturally more
recognisable, moreover the mellifluous tunes
contributed to their higher exposure rates,
compared to other music compositions. I feel
that there is a need for the Chinese music
circle to drop the notion that The Butterfly
Lovers and Yellow River Concerto are the only
Chinese music compositions. There were also
other outstanding compositions prior to the
Cultural Revolution or pre-liberation period
(before 1949), like I have mentioned, Sang
Tong’s In that Place, Far Far Away. Another
example is a work by composer Huang An
Lun, Overture and Dance written during the
Cultural Revolution in 1974, and this piece is

yet another work that stood the test of time.
Ever since the opening up of China, there

are many more outstanding composers like
Yang Liqing and Chen Qigang whom I have
mentioned in my speech. However, their
works are not widely performed. There are
also problems like lack of publicity, promotion
and research for these excellent music works,
making it difficult for others to identify

them. Especially so for pedagogy in China,
the efforts to promote and research these
outstanding music works in the academic
fields are not forthcoming. In the three decades
of China’s reform, our music compositions
have flourished, but no one published writings
on these compositions, and such music works
are not systematically introduced in our
teaching. Pedagogy is of utmost importance in
music conservatories, hence we should have a
systematic approach in teaching contemporary
Chinese music composition, knowing what has
happened over the past three decades. What
are the works written for Western orchestras,
Chinese orchestras, voices and piano? There

is confusion, therefore we need to sort out

the data, which is why we have centennial
retrospectives. It is worth noting that over

the past century, we have accumulated a rich
collection of high quality works. In my opinion,
composer Wang San Li had set the highest
standard. After China’s reform, Wang wrote
Impressions of Higashiyama (Dong Shan Kui
Yi Hua Yi {ZRLLUEEER) ), a splendid piano
piece inspired by paintings of Japanese painter
Kaii Higashiyama. Another of his composition
is Other Mountains (Ta Shan Ji (fLLIEE) ),

an interesting piano suite using Chinese
pentatonic scale (Gong Shang Jue Zhi Yu &
EIAECH). A Prelude and Fugue is written
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for each mode, hence five sets of them, very
much like Bach’s The Well-tempered Clavier.
One of the movements is entitled “The Song

of Earth” (Ni Tu De Ge (BLRYERY ). It is

a sorrowful work with Northern Shaanxi
flavour. Relatively simple to play, the work has
incorporated the Baroque basso continuo and
minor second intervalic steps. We all know that
the Western fugue is supposed to be structured
and rhythmically strong, however this fugue

of three voices by Wang was written in a free
flowing and song-like manner. This piano
music work is very well-composed but it is

not frequently performed, so awareness of the
piece is low. I believe there are many wonderful
works and even masterpieces around, but

the problem lies in the lack of a proper
management mechanism. Thank you.

Audience: In line with the above discussion,

I feel a sense of regret. We spent so much
time presenting this Symposium and the
composers have so much efforts in their
compositions. Eventually how much have

we achieved in influencing the society? Ever
since the emergence of internet and social
media, an individual’s attention span has
become so much shorter. Speed, excitement
and sensational news intrigue them; a three-
minute music work may seem too long and
uninteresting. We have been talking about
adapting local elements into our compositions,
however, I am disappointed that our works
have yet to reach out to the common folks. The
audience here today are by and large in the
same circle. I wonder if anyone has any idea
how we could more effectively promote our
works to the communities? I wish to add on

to Professor Yang’s point on teaching: who is
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to decide what pieces to be included into the
syllabus? It may limit artistic freedom after all.
If T were choose composer A and you were to
pick composer B, would that mean composer A
is more representative than the latter? It seems
to be a more critical issue for artists.

Yii Kah Hoe: From a composer’s perspective,
I would rather concentrate on composing and

not to be distracted by too many considerations.

As long as my compositions get performed
by musicians, I will leave the publicity to a
specialist team to handle.

Yang Yandi: [ feel this is a rather harsh reality.
It reminds me of a famous Russian poet,
Joseph Brodsky. He was once jailed in Russia
but later exiled by the Soviet Union. He went to
New York, won the Nobel Prize for Literature
when he was in his forties and passed away
in 1996. He once said “he wrote to please not
his contemporaries but his predecessors”.
Literally, he believed in writing as well as his
predecessors. Brodsky was an extremist and
highly individualistic so you do not have to
agree with his words. I remember another
quote from Johannes Brahms. He took an
arduous twenty-one years to complete his first
symphony. He once wrote to his friend saying,
“You don’t know what it’s like to always hear
that giant behind me”. The “giant” is none
other than Beethoven who had set such high
benchmark in his compositions. Brahms felt
that he must also produce a comparably high
quality work before it could be showcased.
This was his commitment to art, or it could
be religiously driven. This is another extreme

personal belief example. A

The isolation between contemporary music
and its audience is a big issue not only in
Singapore or China but also in the Western
countries. It seems there is dwindling interest
in contemporary music compositions; in fact
the classical music scene also faces the same
situation, except that classical music listeners
go for music of the Romantic period and not
contemporary works. I feel that the current
scenario is not at its worst as compared to the
1950s and Gos. It was then an era of avant
garde music that had gone to the extreme and I
do not find them appealing personally. Moving
into the 1970s and 8os, the situation improved
with the revival of tonality, emergence of
neo-Romanticism and Minimalism, there
were more ways to express humanity and
emotions. We are now in a modern, diverse
society with lots of eye-catching attractions
like movie watching. What makes someone
want to listen to your music composition and
forgo the opportunity of going for a movie? I
believe what it all boils down to the quality of
your music, something special that a movie or
novel cannot provide. This is a rigorous test to
composers and artists.

Chen Yi: I believe what has been discussed so
far is a matter of one’s effort. If no one wants
to contribute to the music composition scene,
there will be no progression. Let me share
some examples in the United States. There
are many music institutions in the US with
dedicated teaching staff and management who
actively put forward programmes and lobby
for support. If there had been no pro-active
involvement and engagement, there would
not have been new music organizations such

as New Music USA, American Composers
Forum, ASCAP, BMI, and available grants
from other foundations for commissioned
works. Beyond gaining support from the
society, the fraternity needs to roll out some
plans and actions. As a student specialising
in performance in a conservatory, you

will need to deliver three to four required
recitals. During each concert, everyone

needs to perform a composition by a living
composer; as far as I know this is a standard
requirement in most conservatories in the
U.S. The composition students come from
many parts of the world. They would certainly
choose to compose with materials that they
like most and closest to their own cultures,
styles and standards. There are bound to be
compatriots coming from their countries too.
Compositions by living composers will have to
be performed eventually, so finding the right
people to appreciate their talent is critical. As
a composer, it is important to find a common
language with your audience. If you had
composed some music but always keeping
them in the drawer, then there would be no
way for people to know you as a composer. We
encourage our students to showcase all their
compositions. From the point they enter as
freshmen till they finish their doctorate degree,
every completed piece is being performed.
They can start off performing or reading on
campus, thereafter moving on to competitions
and public performances. If your composition
is not performed in the society, it means the
society has not recognised you as a composer;
hence, practice is essential.
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Audience: My name is Wang Ruiqi, I am one
of the finalists in this competition. I have a
question for Prof Yang Yandi. I agree with your
concluding point that to achieve and attain
“nationalism” in creations lies in one having
unique points of view and personal style. I

can see that you have done in-depth research
and had profound knowledge in the topic

of “nationalism”. Currently, I am doing my
doctorate thesis on German composer Bernd
Alois Zimmermann. I have read his book
“Intervall und Zeit” which talks about style,
school and “nationalism”, and there is a phrase
“das ist Klischee” which translates as “this is
cliché” in English. I have been networking
with my classmates and teachers in Europe
and composers from United States for a period
of time, and it seems only China as a nation

or Chinese is emphasizing on “nationalism”.

I wonder if it is an emphasis placed by the
composers or musicologists. Did it cross your
mind why this mindset of “nationalism”

is so prevalent in China or in the Chinese
community? Is there any particular reason for
this or Chinese are not confident? I would like
to hear your view on this. Thank you.

Yang Yandi: This is indeed a tough question
but you have pinpointed the core of this
issue, which shows that you really have
overseas education experience. In Germany,
“nationalism” is a sensitive issue as this

has some association with their previous
ideological background. It is an extremely
risky topic to discuss and it was “nationalism”
that pushed the Nazis to the extreme, thus,
even after World War II and post-Nazi era,
this is still a taboo topic in Germany. It is
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also politically incorrect to discuss politics in
Germany. However, the opposite is true in
China. During twentieth century, nationalism
was the driving force that propelled China’s
socio-cultural, economic and political
developments forward. After the defeat

in the Opium war in nineteenth century,
China’s society suffered a drastic decline.
Bullied by the Great Powers, it bottomed out
during the late Qing dynasty. When a nation
has gone through immense suffering, it is
natural for it to go through a psychological
rebound. After a century-long of difficult
exploration, China is on the road of national
rejuvenation and nationalism is the ideology
that supports the country in progressing. It is
comprehensible why China has put such great
emphasis on nationalism be it in political,
social and cultural aspects. I believe the
Chinese government will continue to push
for patriotism, nationalism as core values for
the nation. This scenario will not happen in *‘;_‘
Western countries and I believe nationalism ki<
would not be their nation’s driving force as

it is a dangerous subject, in particular for

Germany and Japan. You feel puzzled over /™y
why nationalism is such a ‘hot topic’ in China. L 4
The reason lies in how China ‘was forced’ %
into modernism which was a very tough

journey during the end of nineteenth and }
early twentieth century. Having thrived as an
ancient, traditional society for the past two
thousand years, China suffered shocks when

Western powers launched the Opium war o

and other attacks. To unite the population,

it is justifiable for China to emphasize on *
nationalism now and to have discussion on

it, as it correlates with a nation’s pride and

confidence. Thank you.

Closing Remarks

Professor Yang Yandi — Vice-President

Shanghai Conservatory of Music

I must say this Symposium is really exciting
as I have the opportunity to network with
composers and young people working in

the music industry and more importantly to
discuss a serious and important artistic issue
together. No doubt, our backgrounds and
living environments are relatively different,
like I have always stayed in China, Dr Chen
Yi resides in United States and Maestro Yeh is
in Singapore, however, once we begin to talk
about artistic matters, we find that we share
the same concern and it proves we are Chinese
after all. (China) Chinese composers and
musicians are gathered here to look at some
common creative issues — discussing future
directions of Chinese music, more specifically
the Nanyang style and the way for a unique
system like the Singapore Chinese Orchestra
to move forward in this pluralistic society.

It has been a rewarding experience to be at
this Symposium. When Maestro Yeh gave me
the “assigned topic” and invited me to give a
presentation at the Symposium, it made me
re-think about all the issues mentioned above.
Firstly, I would like to express my gratitude.
Next, I wish to congratulate the Organiser

on the success of this Competition and
Symposium, which is a truly high standard
event that has surpassed my expectation.
Before this trip here, I have already heard

of SCO’s good track record in management,
strong musicianship and repertoires. I have
listened to the recordings sent to me earlier,
whether it is composition entries, standards of
adjudicators, and winning results, I feel that
they represent the highest standard of Chinese
music in China at the present moment, and

in the case of Singapore, the best of Nanyang
style music. I believe this Competition cum
Symposium and SCO will achieve greater
success in the years to come. Thirdly, [ am glad
to have seen so many young composers, some
of them making their first attempt to compose
for the Chinese orchestra and having delivered
such impressive results. On hearing their
composing journey, I feel optimistic about the
future. Moreover, the continuing efforts and
support from the government, civic groups,
foundations and SCO’s Chairman and his
team in promoting Chinese music have given
me great inspirations. Though we may, at the
moment, have reservations about the concept
of Nanyang style, the positioning and future
development of China/Chinese composers,

[ wish to see concerted efforts by members

of the Chinese music circle, both local and
regional levels, in pushing our music to greater
heights. With a common interest, consensus
and attention given by so many parties, even if
we do not have a common response to the issue
eventually, the Chinese music scene should
continue to move towards a broad and inclusive
direction. I believe we will have a flourishing
future ahead. Thank you.



Tsung Yeh — Music Director
Singapore Chinese Orchestra

Let me share some thoughts. Firstly, after
going through three consecutive competitions,
we have seen a big leap of improvement this
round, in terms of depth, broadness and
standard, which is really heartening. It is a big
gain to SCO to receive so many good works.
Apart from the five winning works, all the
works shortlisted for the finals are wonderful
compositions too. There will be opportunities
for the winning entries to be performed,

and we are also in discussion to showcase

the other shortlisted compositions, so we are
happy to say that every composer is a winner.
Congratulations everyone!

Compared to the previous competition,

there are a few significant improvements. (1)
Creativity and scope — moving away from basic
imitation, we have seen some attempts to digest
and refine local elements in the compositions
this round. Whether or not the refinements
are good enough is another question, the
point is we have progressed and the stride is
long. (2) Diversification — This year’s entries
possess more distinct personalities and are
musically more vibrant. (3) Orchestration —

In the past, musicians would often frown at
problems including ‘unplayable’ sounds, or
pitches out of playable ranges. The occurrence
of such issues are fewer this time and it means
composers have had a better grasp of the
Chinese instruments. Moreover, many of the
compositions are very effective and we need
not ‘wait for a century’ for them to appear.
Amongst our Board of Directors, there are
some who are not from the arts circle but
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they have given their thumbs up to the music
works, one of whom is our Chairman who has
given his sincere compliments. This is not an
easy feat. This time around, we enjoy fruits

of labour in the form of more positive results.
Earlier, we have also discussed how we could
do better in the future and here is a quick
recap. (1) To strengthen creativity and depth —
as a composer, the eventual goal is to convey an
intended message or an emotion and not just a
technique. In terms of musical style, the piece
should be developed through various means.
When composing Nanyang style music, it is
important to note that we are not writing for
the sake of the style, but rather how we express
ourselves through that particular style. In his
speech, Professor Yang made his emphasis

on this point too and there is room for
improvement. (2) Orchestration — We may have
seen significant improvements in this area,
however, there are still some cases of writing
Chinese music in a Western perspective.

For example, looking at the gaohu and erhu
lines, we can identify that it is written with

the violin in mind. A violin’s bow is separate
from the violin whereas huqin’s bow is locked
between two strings, thus, we have noticed
many examples modelled based on Western
music. Avoid complicating matters. Complex
textures may not always be musically effective.
In fact doing the reverse would be better, that
is to utilise simple textures to communicate
complicated musical effects. Also, it is not
recommended to compose a piece that is
extremely difficult to play, as we would rather
have a simple piece that sounds rich. I hope

our young composers could ponder over my
points. Looking ahead on our Nanyang journey,
we need: (1) long term planning — it takes a
long time to develop a culture, as it is unlike
tossing a few coins into a vending machine
and a can of soft drink pops out readily; it may
take one or two generations to form. In the
yester-years when Dvorak said United States
needed its own music, it took another forty

to fifty years before Bernstein and Copland
wrote true American music. Thus, we need
long term planning. (2) Carry out in-depth
research — We cannot say a mere superficial
understanding is sufficient to build the
Nanyang spirit. There is no doubt that we have
seen some improvements in this competition,
but more research needs to be done before we
fix a style. Let me share an example, Debussy
was a big fan of gamelan but did you notice it
in his music? It was not obvious because he
had internalised it. How? During the Paris
Universal Exposition, Debussy first heard of
gamelan music, and he was so mesmerised by
the heavenly sound that he felt he had found a
language for Impressionist music. It is worth
our effort to research deeper into Debussy’s
insight. (3) Freedom in the development of
different forms and styles in music — be broad-
minded, be tolerant towards nondescripts or
ambiguity as we will never know if that is
another big idea in the making. Lastly, I hope
everyone keeps an open mind. Thank you.
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Patrick Lee Kwok Kie — Chairman
Singapore Chinese Orchestra

Good afternoon, Ladies and Gentlemen!

The Singapore International Competition

for Chinese Orchestral Composition has

come to an end. Firstly, let us give a round of
applause to all the participants. At the same
time, on behalf of SCO, I would like to express
our sincere gratitude to all composers and
guests for their support. This competition has
been very rewarding and we look forward to
developing these materials in the future.

We are deeply thankful for the kind support
and sponsorship from our Prime Minister

Mr Lee Hsien Loong. Through this competition,
PM Lee hopes to inspire greater creativity and
inclusiveness in the Chinese music circle to
develop a Chinese orchestra that is culturally
pluralistic.

I would like to thank the Organising
Committee, adjudicators, musicians and all
support staff who made this event a success.
More importantly, I have to thank the keynote
speakers: Dr Liu Thai Ker, Mr Choo Thiam
Siew, Prof Yang Yandi and Mr Yii Kai Hoe and
of course, our Maestro Yeh too, for sharing
their interesting thoughts and guidance. It has
strengthened the Nanyang spirit of Chinese
Orchestra.
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Today, we have consolidated theories and
practices of the past and present and also
explored the future directions. Chinese music
has a bright future, though the journey may
be long and arduous.

I hereby declare the completion of Singapore
International Competition for Chinese
Orchestral Composition 2015 and Symposium.
Once again, I thank everyone’s participation,
and I wish all the overseas delegates a safe
journey home.
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