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ABSTRACT

For the past sixty years, Chinese musiqians, especially pianists,
piano teachers and composers for piano, have made great efforts to
develop Chinese piano music and advance the level of Chinese piano
performance and composition. Up to the present Chinese piano music
has occupied a remarkable position in the area of piano music in the
world. The author who herself has experienced half of this period is
proud of the success of Chinese piano music and also has felt not only
interest in but, in fact, the necessity of researching the subject.

The period of the development of Chinese piano music, however,
has been comparatively short. The Chinese nation has nearly one
hundred kinds of performing arts and these together with the very
active areas of folk and operatic mﬁsic occupy a large proportion of
musical activity. In fact, becausé Western music, especially piano music,
represents only a small portion of the range of music in China,
published and unpublished research materials in this subject are very
rare. Therefore, since there are no major research publications
available on this particular subject, source materials such as small
articles published in the music magazines have been used. For further
research, the author has had to wuse personal information through
correspondence with colleagues and other distinguished musicians in
China.

The purpose of this research project is to document the
development and achievement of Chinese piano music. The Western

piano, after its introduction into China in about the eighteenth century,




did not become accepted or widely used until the beginning of the
twentieth century. After the 1919 "May Fourth Movement", and
following the introduction of modern trends in professional music
training, a number of music institutions which included piano
performance courses were established. Today in China there are about
twenty- two music institutions with piano as a speciality.

Since the first piano concert was held in Shanghai in 1930, piano
music activities have increased remarkably. Many\ Chinese pianists
have been prize winners at music competitions both in China and
abroad. Several musicians have been internationally recognized and
invited to adjudicate international competitions. The exchange of
pianists between China and other countries has been intensified.

After the first Chinese piano composition was published in 1915,
Chinese piano music, through five‘ different periods and with the
endeavours of over one hundred composers, has developed a pleasing
progression. It has also gradually formed its own specialities, and
composition methods have become more varied and fresh, nowadays
including even the twelve-tone system and atonal methods.

In chapter 3, five outstanding composers and their works are
described. In chapter 4, the famous Chinese composer Ting Shan Te is
considered. This composer may be identified as a leading innovator in
music education and cultural activities, and his compositions for piano
and other instruments are significant contributions to music general. It
may be concluded that his piano works were integral to the
development of piano composition in China.

In chapter five, the contribution of three distinguished piano
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teachers, who devoted their liveé to piano pedagogy, is assessed, as well
as the role of three outstanding musical institutions, which are shown
to have played a vital role in the development of Chinese piano music.
All cultivated a number of elite musicians and enhanced the quality of
piano teaching in their own country.

Finally, one may conclude that although the achievement of
Chinese piano performance, teaching and composition is considerable,
Chinese musicians will need to maintain their high rate of progress in

order to fulfill the great potential which exists in this field in China.




Chapter 1
THE INTRODUCTION AND DEVELOPMENT
OF THE PIANO IN CHINA

THE_INTRODUCTION OF THE PIANOQ INTO CHINA

There are two viewpoints regarding the circumstances which led to
the introduction of the piano into China. The first has been expressed by
two notable authorities, Wang Pei Yuan( :_"1'_ i%' "'@ ) and Qian Ren

Kang.( '—?-’&‘ {= Ji ) They noted a reference in the "Biography of Guo Kan

(':,1:':? ,{,‘?U )" (Volume 149 of the History of the Yuan Dynasty) that during

the seventh year of the reign of the Emperor Xiao Zhong ( % g’: | ) in
the Yuan Dynasty (i.e. 1257 AD), a general Guo Kan with the Emperor's
brother Xu Li ( }@_, :‘ﬂ‘ ) travelled into Western Asia, and from Xi Rong
(Baghdad) returned home with a keyboard instrument called "a seventy
two stringed Pipa". Wang aﬂd Qian believed this instrument was a
precursor of the piano. They also stated that another authority, Xiao you
Mei, shared this viewpoint l.

Wei Ting Ge ( :f}& ik ?’/‘7\5 ), the Head of the Research Department of
the Chinese Literature and Art Academy, has put forward a different

viewpoint 2. He indicates that the early forms of the piano are

generally recognized as being the harpsichord and clavichord, and that

1 Wang Pei Yuan and Qian Ren Kang, "Inquiry into when the piano came into China"
Music for the Masses vol.4. ( Peking : Music for the Masses Publishing House.
1981) pp.21-23. '

2 Wei Ting Ge, "When Early Form Piane and Piano Came into Our Country"_Music of
ihe people Third issue ( Peking: People Music Publishing House. 1986) p.41.
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according to the Music Dictionary edited by Wang Pei Ren ( i,ﬂ; _é_,’%‘ ),
the harpsichord was popularized during sixteenth to eighteenth century
in Europe,and the clavichord was popularized during fourteenth to
eighteenth century. Since the earliest period of these two keyboard
instruments dates from the fourteenth century, and since keyboard
instruments were exported from Europc to Western Asia and thénce to
China, a process which would have taken many years, he concludes that
the suggestion that the early forms of piano entered China in the
thirteenth century cannot be supported, and that, clearly, the "seventy
two stringed Pipa" was not an early form of keyboard instrument, either
harpsichord or clavichord.

Wei Ting Ge's view is the more plausible, since in the Dictionary of

Music edited by Wang Pei Ren, it is mentioned that , before 1720, the form

of the clavichord was generally only nine strings and thirty five keys,
(not seventy two strings )and that the harpsichord only became popular
during the sixteenth to eighteenth century 3. This is fully supported by

the New_Grove Dictionary _of Music and Musicians 4. It must be denied

that the instrument with seventy - two strings was an early form of
piano, and therefore that the piano, or an antecedent of it, entered China
in the thirteenth century.

Further evidence about the likely period of the introduction of the
piano into China is given by Yin Fa Lu ( —Pg ;i ..%7.. ) in the article
"Matteo Ricci and the dissemination of European Religion and Music to

the East" 3 in which he quotes from volume 120 book 2 of the

3 Wang Pei Ren (ed.), Dictionar Musi¢ ( Taiwan: Whole Music Publishing House.
1980) p. 209, p. 283. '

4 Stanley Sadie (ed.), .The New Grove Dictionary of Music and Musicians. (London:
Macmillan Publishers Limited. 1980) vol. 8. p.216. vol.4.p.458.




Continuation of the FEncyclopadia of Essays ( Wei xian Tong Kao

UEn ik 5 ).

"In the 28th year of the reign Wan Li ([ ]—j‘g ) in the Ming
dynasty [ie. 1601 AD], an Italian priest Matteo Ricci (1552- 1610)
presented a portrait of Mary, a clock and an instrument to the
Emperor of the Ming dynasty Zhu Yu Jun ( % =] /:?);] )

"This instrument was five chi ( K ) [c. 1.5 meters] wide and
three chi ( £ ) [c. 1 meter] long in a wooden box. It had seventy two
metal strings. Every string had it's own key, and when the player
beat the tip of the key, a sound come out."

Another article , "The Spread of Western Music into China" by Wang
Rou ( Ff. %’,\ ) 6, also mentions that "during the Ming dynasty ( 1573-
1619), a Italian christian priest, Matteo Ricci, came to China as a
missionary. There was a Western keyboard instrument amongst his
presents to the Emperor Zhu Yu Jun. When Matieo Ricci gave the
instrument to the Emperor, he also played and sang in the Chinese
palace”.

After Matteo Riéci brought this instrument into China, there were
others who imported Western keyboard instruments. They were the
Italian priest Francesco Sambiaso in 1610 ( the 38th year of the reign of
Wan Li in the Ming Dynasty); the German priest Johann Adam Schall

von Bell in 1630 (the third year of the reign of Chong Zheng in the Ming

5 Yin Fa Lu, "Matteo Ricci and the Dissemination of European Religion and Music to
the East"_Music Research, 2nd. issue { Peking: Music Publishing House. 1982)
p.88.

6 Wang Rou, "Spread of West Music into China" _Music Research ( Peking : Music
Publishing House,1982) pp.91-93.




dynasty); and the Portuguese priest, Tomas Pereira in 1673 (11th year of
the reign of Kang Xi in the Qing dynasty) 7.

These instruments could only have been harpsichords or
clavichords, since the piano was first designed in 1711, by the Italian
Bartolomeo Cristofori 8.

In August 1842, China and England signed the "Nanking Treaty".
From that time, English businessmen became interested in the Chinese
market, and one trading company exported many pianos to China 9,

However, the piano did not become accepted and used widely in
China until the beginning of the twentieth century. After 1905, with the
establishment of missionary schools, singing in schools accompanied by
the Western piano developed; some schools offered music courses using
textbooks which included piano method, and some schools even offered

practical piano courses 10.

7 Yin Fa Lu, * Matteo Ricci and the Dissemination of European Religion and Music to
the East", in Music Research 2nd. issue (Peking: Music Publishing House. 1982)

p.89.

8 Wang Pei Ren (ed.), Rictionary of Music , (Taiwan: Whole Music Publishing House,
1980) p.388. ‘

Stanley Sadie (ed.), The Ne ve Dicti usic_and Musicians.( London:

Macmillan Publishers Limited 1980) vol.14 p. 683.

9 Fan Wen Lan, Modern History of China (Peking: People's Literature Publishing
House,1953) vol.1.p.182.

10 Qjan Yi Pin ," Piano Study in China" Music and Art 2nd. issue { Shanghai: Shanghai
Conservatorium 1988) p.10,




The development of the piano in China will be considered in six
sections:

1. Educational institutions specializing in piano;

2. Piano musical activities;

Chinese pianists who have won international piano competitions;

(3]

4. Piano music published in China;

Ln

. Foreign pianists and teachers of piano who have performed and
taught in China;

6. Piano manufacturers.

Shortly after the "May Fourth Movement” of 1919,which introduced
new ideas of science and democracy into China, professional music
training in the modern sense began. Many teachers and students
organized musical societies; the Peking University Research Association,
for example, included teaching, theory and notation of Western Music in
its activities, and also held practical piano classes. After 1920, this and
other societies gradually became substantial musical institutions,
including The Music Department of the Peking Ladies Teachers Training
College, The Music Department of the Shanghai Teacher's Training
College (1920), The Music teaching Institute of Peking University (1922),

The Music Department of Peking Art School, The Music Department of




Shanghai Art School and The Music Department of Shanghai Art
University (1926). These institutions all included a piano performance
speciality in their courses 11.

In addition, after the Russian October Revolution in 1918, many
Russians moved into the North of China and settled at Harbin city, where
a group of Russian musicians established a music school. Later ,the
Japanese occupied part of Northern China and established a music school
in Dairen and a music department at Tope University. These three
institutions provided for piano teaching and performance !2.

In November 1927, the National Conservatorium of Music was
established in Shanghai. It offered training in piano, violin and music
theory.

Today, in China there are eight conservatoria of music which
include a piano department.

They are:

The Central Conservatorium of Music in Peking,

The Shanghai Conservatorium of Music in Shanghai,

The Tientsin Conservatorium of Music in Tientsin,

The Shenyang Conservatorium of Music in Shenyang,

The Szechuan Conservatorium of Music in Chengtu,

The Xian Conservatorium of Music in Xian,

The Wuhan Conservatorium of Music in Wubhan,

The Xing Hai Conservatorium of Music in Kwangchow.

11 |pid. |
12 Research advice received from Fan Yuan Jie, Lecturer in piano at the Shenyang
Conservatorium of Music (November1987).
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There are also eight Arts Colleges which include a piano speciality.

These are:

The Shantung Arts College,

The Yunnan Arts College,

The Nanking Art College,

The Tielin Arts College,

The Inner Mongolian Arts College,

The Kwangsi Arts College,

The Anhwei Arts College,

The Military Arts College.

Other institutions with a piano speciality are the Kweichow Arts
school, and the Shansi Arts School, the eight middle Schools of Music
attached to the eight Conservatoria of Music, and the two primary schools
of Music attached to the Central Conservatorium and the Shanghai
Conservatorium.

The Shanghai Conservatorium of Music, originally called the
National Conservatorium, was the'ﬁrst to be established in 1927, followed
by the Peking Central, Tientsin, Shenyang, Szechuan and Xian
Conservatoria of Music which were established during the 1950's and
60's. The Xinghai and Wuhan Conservatoria of Music were established in
1985 13,

In addition, since the Liberation of China in 1949, many Childrens'
Palaces and Peoples’ Amateur Cultural Clubs have become established in
most cities in China, with most of them providing various levels of piano

training and performance.

13 written correspondence from Shan Ren Chao, Head of the Director's Office of the
Shanghai Conservatorium of Music (February 1988).




11

2 Piano_ Musical Activities in Chin

In May 1930, the first piano concert by students of the National
Conservatorium of Music was held at the American Women's Club in
Shanghai. This concert, at which Ting Shan Te ( };_ 4%;\ ) and Li Cui
Zhen ( 7_%,“ }}g 2] ) gave piano solos and duets, can be recognized as one of
the earliest piano performances in China.

In April 1934, the Russian pianist and composer A. N. Tcherepnin
came to Shanghai and gave piano recitals of his own compositions. On
21st of April, he sent a letter to the Director of the National
Conservatorium of Music suggesting that a competition for Chinese piano
compositions be arranged. In November 1934, the first such competition
was held, the adjudicators being both Chinese and Russian musicians,
Hsiao Yiu Mei ( :—%ﬁ ji 'ﬂ-ﬁ_— ), Huang Zi ( %: f;—:j ), Zakharov, Aksakoff
and Tcherepnin. "Buffalo Boy's Flute" by He Lu 'fing ( 7%'—57\ é—'jg 3T ) won the
first prize; "Buffalo's Joy" by Lao Zhi Cheng ( % Z 8% ), "Variation in C
Major" by Yu Bian Min (’é’g‘ﬂi_ &, ), "Lullaby" by Jiang Ding Xia (fli’f:k )
and "Prelude” by Chen Tian He ( '\3?1 = EE Jwon second prizes 14,

In the period between the establishment of the New China in 1949
and the Cultural Revolution in 1966, piano activities markedly increased.
In 1952, the composer He Lu Ting and the pianist Zhou Guang Ren
( fgj ,%' 4=- ) took part in the International Festival " Prague Spring" in

Hungary. In February 1956, the Polish People's Republic presented to

China some music for the piano including some of Chopin's manuscripts,

14 |nformation obtained by Ching Yu from the archives of the Shanghai Conservatorium
of Music October1987.
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one of the most notable being the "Revolutionary Etude". During 1957
and 1958, the famous Russian pianists’Richtcr, Yanporsky, Kravtshenko
and the Polish pianist Czerny-Stefanska visited China to give concerts
and master classes. Chinese musicians also began to be invited to
adjudicate at international competitions: Ting Shan Te was an adjudicator
at the Sixth International Chop{n Piano Competition in 1960, and at the
1964 Queen Elizabeth International Piano Competition in Belgium; He Lu
Ting was an adjudicator of the Second Tchaikovsky International
Competition (1962) in Moscow 15,

During this period, before the Cultural Revolution, a number of
young Chinese pianists won several International competitions 16, At
the same time domestic piano activities were beginning to flourish, as
may be seen from ‘the number of piano competitions held in various
parts of - China. In 1957, Peking City held a piano competition for
children, at which ten year old Shi Shu Cheng ( & ’J‘}Z’i '5';355(‘ ) won first
prize. Later, The Central Conservatorium of Music held two piano
competitions in Peking; the wiﬂners were Yang Jun ( 7‘}(%3 dji_ ) and Yin
Shi Zhen ( f?s'k ﬁé‘%} @ ). In 1959, Shanghai Conservatorium of Music held
a piano competition for chinese piano compositions, in which "Toccata"
by Ting Shan Te was the compulsory test-piece for every competitor; the
first-prize winner was Lin Ling ( H’\ .JL‘/-%& ).

Since the end of the Cultural Revolution in 1976, piano music
activities have again developed vigorously, and piano competitions have.
become c‘ommon place. In 1980, Shanghai City invited the nine major

cities in China to participate in a piano competition aptly named the

15 Ibid,
18 gee below pp. 15-17.
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"Nine Cities Piano Competition". The first "Pearl River" piano competition
was held in Kwangchow in 1983, and the second in Peking in 1985, In
1987, Shenyang City held a piano competition whose repertoire was
exclusively Chinese compositions, and in the same year Wuhan city held
a piano competition inviting participants from a number of provincial
cities. In order to encourage more children to learn to play the piano,
many competitions were aimed specifically at young participants: in
1984, a piano competition for children from Hong Kong, Kwangchow and
Macao cities was held in Kwangchow;. in the following year, the first
"Xing Hai" piano competition for children, with over three hundred
competitors, took place in Peking; the second, with over five hundred
competitors, was held in 1987; a piano competition for children with over
one thousand competitors was held in Shanghai in 1986 17,

In November 1987, the "Shanghai International Composition and
Performance Competition of Piano Music in Chinese Character” was held
in Shanghai. In the 'short composition' section, the work entitled "Tai Ji"
(X XB_ ) by Zhao Xiao Shen ( 5 €% S ) won the first prize, while "Xia Si"
( i .) by Shi Zheng Bo (& iE 3 ) and "Bao Na Feng Qing ( kR ] ﬁé )
by Xia Liang ( % FL ) won joint second prize. No first prize was awarded
in the 'longer composition' section, but Lin Pin Jing ( 7“: r:fo SEI ), a citizen
of the United States of America, received second prize for the work "Chun
Xiao" (%» B;% ). Four pianists, Chi Shi Guang ( ”ﬁ 1 'Bb ), Kong Xiang
Dong (L 4% ), Bian Meng ( BE  ).and QuanJiHao ( AT E 3% )

won performance prizes at this competition 18,

17 information obtained by Chin Ching Yu from the archives of the Shanghai
Conservatorium of Music October1987.
18 Newspaper " Xin Min Wan Bao", Shanghai, 17 November 1987, p.2.
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Since the end of the Cultural Revolution, the international activities
of well known Chinese pianist\s have again flourished: in 1980, the
Director of the Piano Department in the Central Conservatorium of
Music, Zhou Guang Ren  ( @ % N ) visited America for six months to
give performances and lectures. At the same time, the honorafy Snow
Professorship at the University of Missouri (Snow foundation) was
bestowed on her, and she was invited to adjudicate at the Sixth Van
Cliburn International Piano Competition, and the Chile International
Piano Competition. In September 1984, Ting Shan Te visited Great Britain
as an adjudicator of the Leeds International Piano Competition, and in
1985 and 1988 respectively, Li Min Duo (éﬁ0 -/-1,\%-; )and Li Ming Qiang
( %_,,‘-“ /‘Z 5{% ) were adjudicators at the Sydney International Piano
Competition.

In July 1985, the Chinese Ministry of Culture commissioned the
Central Conservatorium of Music to hold a conference on piano
pedagogy, in which ninet»y-seven piano teachers from twenty-one
institutions throughout China participated. This conference included
valuable discussions on improving the quality of teaching and the rate
of progress of students; it also enabled participants to exchange teaching
materials and ideas.

There is therefore extensive evidence that  enthusiasm for piano
music has developed greatly in China, and will continue to flourish and

increase.

3. Chinese_Pianists who have won International Piano Competitions

Pianists who have been trained in China have reached a high level
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of performance, and have competed successfully with the best pianists in
the world. Furthermore, since the end of the Cultural Revolution,
musical exchanges between China and other countries have increased,
and have contributed to the heightening of standards of Chinese
pianists.

Many Chinese pianists since the establishment of New China have
been prize winners at international competitions. Their successes are
indicated in the following extensive, but by no means exhaustive,

chronological list:

1951. Zhou Guang Ren ( f—é} % A= ): bronze medal, "Third World
Festival Of Youth" Piano Competition, East Germany.

1953. Fu Tsong ( 1’ ‘?’j. :H\‘:’ ): third prize, "Fourth World Festival of
Youth" Piano Competition, Bucharest.

4

1955. Fu Tsong: third prize; Li Rui Xing ( & =%, % ) and Gu Zhi
Hong ( gp R JIE, ): fifth prizes at "The Fifth International
Chopin Piano Competition”, Warsaw.

1956. Liu Shi Kun ( &\J E—’i— L?b ): third prize, "Liszt International
Piano Competition"”, Budapest.

1957. Li Ming Qiang ( § A §§\ ): third prize, "Third Smetana
International Piano Competition"”, Prague.

1958. Liu Shi Kun: second prize, "Tchaikovsky International Piano
Competition", Moscow.

1958. Li Ming Qiang: first prize, "First Georges Enesco

International Piano Competition", Bucharest.

1958. Gu Shen Yin ( )ﬁlé é EE, ): second prize for the piano section




1959.

1960.

1961.

1961.

1962.

1964.

1980.

1981.

1982.

1983.

1985.

16
at "The Geneva International Musical Competition”, Geneva.
Yin Cheng Zhong ( F% & Z ) gold medal in the piano
competition, "Seventh World Festival of Youth", Austria.
Li Ming Qiang: fourth prize, "Sixth Chopin International
Piano Competition"”, Warsaw.
Hdng Teng ( ;:ﬁ;« ﬁ% ): third prize, "Second Georges Enesco
International Piano Competition”, Bucharest.
LiQiFang ( 4 # F ) silver medal,"Eighth World Festival
of Youth" piano competition, , Helsinki.
Yin Cheng Zhong: second prize, "Second Tchaikovsky
International Piano Competition”, Moscow,
LiQi( % zE ) fourth prize, "Third George Enesco Piano
Competition”, Bucharest.
Liu Yi Fan ( 501 {7 R, )won a special prize for the "Scherzo",
"Tenth Chopin International Competition”, Warsaw.
Li Jian ( i “_E_ ): second grand prize, "Marguerite Long-
Jacques Thibauld International Piano and Violin
Competition", Paris.
Jiang Tian( 31 -k ): first prize, "American Piano Competition",
Los Angeles.
Liao Chong ( f?:;i 7“417 ): second prize, "Tenth Palma D'Oro
International Piano Competition", Italy.
Du Ning Wu ( *‘L ’5" f}h ): first prize, "Third Sydney

International Piano competition",Sydney.
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1987. Kong Xiang Dong ( AL 7% ¥ ) fourth prize, "Ninth Paloma
O'Shea International Piano Competition”, Santander,

Spain.19.

We can expect to see many more excellent chinese pianists on the

international stage in the future.

4. Piano Music Published in_ China since 1949

Piano music published in China since 1949 may be divided into five
categories:
1. Music for Children,
2. Music for Teaching,
3. Compositions based on Chinese Folk Music,
4. General Chinésc Compositions for Piano,

5. Classic Works published in China.

These categories identify to some extent the special
circumstances of piano music publication in China. Firstly, in order to
spread the popularity of the instrument, considerable effort was put into
publications aimed at children, and pedagogical materials (Categories 1
and 2). Secondly, as China has a deep cultural background of folk music,
many piano compositions clearly relate to that tradition, and special

categories of pieces based on the materials of Chinese folk music can be

19 Information provided by Chin Ching Yu who personally examined the historical
records of the Shanghai Conservatorium June 1988.
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identified ; the works listed in Category 3 have explicitly expressed
connections with folk music, while those in Category 4 are less directly
related to particular traditional pieces, but nevertheless still incorporate
the general style of melody, tonality and form found in Chinese folk
music. Lastly, it was clearly desirable to make available to Chinese
students, teachers and performers the rich and extensive Western
repertoire for the piano; since there were difficulties in obtaining
enough music of this kind from foreign sources, Chinese publishers
were obliged to issue their own editions of a number of standard piano
compositions (Category 35).

Appendices A to E contain representative lists of the  piano music
published after the Liberation of China (1949), arranged according to
these categories 20,

From the chronological ordering of each list, it is apparent that
there exists a ten-year gap from about 1966 to about 1976, during which
time no piano music was published in China, as a result of the Cultural
Revolution. After this period, the increasing number of publications
shows that piano teaching and performance continued with renewed
vigour.

Most of these publications are used for teaching and performance
purposes in  Conservatoria of Music, Art Colleges, Peoples' Cultural Clubs
and Children's Palaces in China. Some of these piano works are often
included as main programme components in concerts and piano
competitions in China.

The increasing range and number of piano compositions published

20 |nformation obtained by Chin Ching Yu from the Shanghai Conservatorium Library
November 1987.
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indicate the rapidly growing interest in piano playing in China.

5. Foreign Pianists and Teachers of Piano who have Performed and

Taught in China

After the National Conservatorium of Music was established, a
number of pianists came to Shanghai to teach, especially during the
period 1927-1949. These included B.Zakharoff, A.Tcherepnin, B.Lazareff,
I.Shevtzoff, S.Aksakoff, Mrs. E.Levitin, Mrs. E.Valesby and
Mrs.Z.Pribitkova from Russia, and M.Paci from Italy.

After the Liberation in 1949, other Russian pianists visited China
and taught Chinese students: Kravishenko, Yanporsky, Apazha, Tudova,
Sudahova, Tadulya, Fanbuk, Sherov and Richter.

Since the end of the Cultural Revolution, many pianists from
America, Europe and Asia have also visited China, giving master classes,
lectures and performances in major centres to Chinese musicians. Some
notable visits include:

In 1979: N. Lee. Sze (U.S.4), F. Tsong (U. K).

In 1980: W.Fleischmann (Austria), G.I.Wang (Austria), Fu Lik

Chien (U.S.A), B.H.backowska (Poland), H. Xann
(Austria), Yu Chan Yee (U. K),J. Exier (Poland), B
Oberacher (U.S.A).

In 1981: W. Nelson (U.S.A), I. Eden (Poland), B. Oberacker (U.S.A),

E. Lester (U.S.A), A. Fauro (U.S.A).
In 1982: F. Page (N. Z), D. Parkhouse (U.K), A. Montecino (U.S.A),

Ming. Tcherepnin (U.S.A), M. B. Jones (U.S.A).
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In 1983: G. Martigny (France), S. Faigen (U.S.A),W. Browning
(U.S.A), J. Jensen (U.S.A), W. Race (U.S.A).

In 1984: J. Banowetz (U.S.A), G. Kirkpatrick (U.S.A), Tomiko
Moriwaki (Japan), Lin Chiu Ling (U.S.A), J. Holtzman
(Canada) G.Volokhine (Switzerland), H. P§tersen
(Denmark), P. Gill ( UK), F. Moyer (U.S.A), K.Taylor (U.X).

In 1985: C. Peiner (Canada), V. Eynden (Belgium), L. Spizien
(U.S.A), S. Seguin (U.S.A), R. Firkusny (U.S.A), O. Marsh
(U.8.A), Chow Ching Lie (France), P. C. Pollei (U.S.A), J.
Bloch(U.S.A), R.Stevenson (U.K), Tateno Zumi (Japan).

In 1986, R. Mckee ( U.S.A), W. Schultz ( Canada), K. Baver
(W.Germany), M. L. Kwok ( Canada), A. Sirken ( U.S.A), R.
Hobcroft ( Australia), J. Lin (Singapore).

In 1987, Lee Kum Sing ( Canada), C.Jordan ( Austria) 21,

6. Piano Manufacturers

Before the Liberation in 1949, there were some small piano

L " "

manufacturers in Shanghai, named Moutrie", Strauss", Robeson".
Their manufacturing equipment was very simple and crude, and their
main function was to assemble instruments from parts imported from
other countries, primarily Canada and Austria.

Since the Liberation, five piano factories have been established

and administered by the Light Industry Ministry.

21 \nformation provided by Chin Ching Yu who personally examined the historical
records of the Shanghai Conservatorium June 1988.
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Three were founded the 1950's: the Peking Piano Factory(brand
name "Xing Hai"),the Shanghai Piano Factory (brand names "Shanghai",
"Hero" and "Nie Er"), and t};e Kwangchow Piano Factory (brand name
"Pearl River").

The other two - the Yingkow Piano Factory (brand name "Dong Fang
Hong") and the Ningbo Piano Factory - were established during 1980's.

The total output of these five manufacturers is approximately 3000
instruments per year.

Recently quite a number new piano factories have been established.
These are: the Soochow, the Nantong, and the Huang Guo Shu piano
Factories, and a second Shanghai Piano Factory 22,

Following the gradual increase in the number of piano
manufacturers, pianos produced in China are no longer only made for
the nation itself, but are also exported to other countries, including
Australia.

The increasing demand for pianos has contributed to notable
improvements in the quality of the instruments and has led to
substantial increases in the number of Chinese pianos in production.

Most pianos made in China are upright models. Though not yet
suitable for major concert performances, their quality is good enough
for general teaching purposes and domestic use. While attempts have
been made to produce concert grand pianos - and some are still being
made - such instruments, although well crafted, are not completely
successful as concert pianos, as the tone is often not sufficiently varied

or rich enough, and the action of the keyboard not sufficiently flexible

22 Written correspondence from Jin Cheng Han, in charge of instruments and musical
equipment at the Shanghai Conservatorium of Music November 1987,
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or sensitive. It will be necessary for more research to be undertaken to
raise the standard of piano manufacturing tvo the highest international
levels.

Although the piano only arrived in China relatively recently, it can
be secen that piano music and activity have developed quickly and

become most popular throughout China.
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Chapter 2

THE DEVELOPMENT OF CHINESE PIANO
COMPOSITION

Since China has fifty-four distinctive national cultures of long
standing, and since the piano, a western instrument, developed
substantially over hundreds of years, Chinese piano music emerged as an
cxchange and fusion of both Chinese and Western cultures.

The history of development of Chinese piano composition can be
roughly divided into five periods:

1. from the introduction of the piano into China until the late 1920's;

2. the 1930's and 1940's;

3. from the Liberation in 1949 to 1966;

4. from 1966 to 1976 (the period of the Cultural Revolution); and

5. from the end of the Cultural Revolution to the present time.

Each of these periods will be discussed in detail in the following

sections.

1. The Period from the Introduction of the Piano into China
until the late 1920's.

As the piano was not generally introduced into China until this
century, all Chinese compositions for piano may be regarded as
relatively recent.

Most textbooks of Chinese musical history mention that the earliest
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Chinese piano piece was composed in the 1920's. Lately, however, Yu Yu
Zi ( ’é‘Tj T _72:?, ), a teacher at the Central Conservatorium of Music,
discovered in the Peking Library a piano piece entitled "March of Peace”
in the first issue of the monthly magazine Science, established by
Chinese students in America and published in Shanghai. The "March of
Peace" was composed by Zhao Yuan Lun ( ﬁ X A ) in 1914, at the
time when the First World War was about to break out. Zhao, who was
against the war and loved peace, wrote it in America, where he was
studying. He said in his autobiography that the music was completely
Western in style, with typical ternary form, and using the major/minor
tonal system with the  traditional Western harmonic relationships such
as perfect cadences.23

At this time Western music was beginning to spread into China, but
Chinese professional music composition was only in the embryonic stage
and the "new" Chinese music was only ai ihe level of "Schooi Songs”. In
this context "March of Peace”, although an imitative work, was a
valuable contribution, and an important beginning for Chinese piano
compaosition.

In 1921, "Sawing the Vat" by Li Rong Chou ( 2 % E ) was
published in the first issue of Music Magazine, followed later by "Er
Cheng" ( 1F »®X, ), (untranslatable) by Zhao Yuan Lun ( ﬁ 7 A& ) in
the fourth issue, and "Nailing the Vat" by Shen Yang Tian (X ATp &8 )
in the twelfth issue. In 1923, Xiao You Mei ( ;":ﬁ =8 73}@. ) composed "New

Music for Dance with Multi-coloured Feathered Dresses” . This work was

23 Qian Yuan, Music Composition, (Shanghai: Shanghai Literature and Art Publishing
House. April 1987) p.16.
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re-arranged by Xiao from a piece of Chinese Palace Music of the
Tong ( B ) dynasty with the same title. Wang Shu He (  E B 40 ),a
teacher at the Central Conservatorium of Music, commented in the
Central Conservatorium's magazine that this was the first piano work to
incorporate a Chinese national historical theme, and that Xiao You Mei
consciously emphasized the national style of the original music in the
melody and harmony of this piano work24,

The compositions in this early period were mostly short and simple.
The method of composition was only on the level of learning from,
imitating, and even copying Western music. Some of the compositions
were Chinese tunes blended with traditional Western harmonies; in a few
of them, even the melody was under the influence of Western music.

During this period, musicians also began to write piano
accompaniments for songs. It may be noted that in the piano
accompaniment of the song "Memories of Spring”, the composer, Huang
Zhi ( '%: &= ), used major triad chords with an added sixth, resulting
in the interaction of traditional Western harmony with Eastern colour.
This special chord was an early result of attempts to find elements of

Western  harmony suited to indigenous Chinese styles.
2. The Period from the early 1930's to the Ilate 1940's.

In the next two decades Chinese piano composition developed
significantly. 1930 saw the publication of "Lullaby" by Jiang Ding Xian

( 5‘3; }:\;.L /(.LL\ ) and "Buffalo's Joy" by Lao Chi Chcng ( %. ,%;, ‘;;—EX; ), in

24 Wang Shu He, "Establishment and Development of Modern Professional Music”, The
Central_Conservatorium of Music Magazine first issue ( Peking: The Central

Conservatorium of Music, 1980)




26

which the composers broke out of the limitations of Western traditional
harmonic theory and bravely used chords of overlapping fourths, or of

overlapping fourths and fifths, as well as parallel motion of seconds,

thirds or fifths. These methods were very creative for that time in China.
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written by He Lu Ting ( T-;% é'% 57 ) in 1934. This was a significant work
in the history of Chinese piano composition because it gave a successful
answer to a number of questions facing Chinese musicians who espoused
the new Western music theory and performance art: Can traditional
Chinese music be combined with Western music theory? and can Chinese
style music be written for Western instruments like the piano? "Buffalo
Boy's Flute" successfully demonstrated that piano music combining
Western music theory with Chinese traditional style could be written; it
further demonstrated that it was necessary to absorb and digest Western
music theory in terms of Chinese cultural taste. Its effect was simple,
bright and beautiful, and permeated by Chinese national poetry and
temperament.

In 1934 this work won the "Competition for Chinese Piano
Compositions" which had been proposed by the Russian musician A. N.
Tcherepnin. Subsequently - Tcherepnin introduced the piece to Europe,
where it was well received; publication in Japan ensured a wider
audience, and "Buffalo Boy's Flute" became well-known both at home and
abroad?3,

The existence of the "Competition for Ch‘inese Piano Compositions"
encouraged composers of piano music in terms of both quantity and
quality of composition; as a result, the texture, harmony, style and
method of composition all reached new levels. The success of "Buffalo
Boy's Flute" showed that piano music incorporating Chinese style had
begun to mature, and to be accepted internationally. "Lullaby" and

"Evening Party" were other excellent works by He Lu Ting, who can be

25 Information obtained from the archives of the Shanghai Conservatorium of Music

by Chin Ching Yu. A further analysis of this work may be found in Chapter 3.
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recognized as the most important composer of Chinese piano music in the

1930's.
In the 1940's, other composers began to contribute to this genre.

A4

Ting Shan Te ( ] & 1%,

Z ) wrote the suite "Spring Trip", and "Three

Preludes"; his "Variations on a Theme of a Chinese Folk-song"” was the
first set of variations to use a folk-song theme in China and is recognized
even now as an excellent composition.

As an example of compositions which explored a Chinese
polyphonic modal style, "At the Far-away Place”, written in 1947 by Sang
Tong ( i’f—}’!‘- *,51 ) should be noted. Here the composer completely avoided the
traditional Western functional harmonic system, and wused dissonant

harmony effects throughout the piece.
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During the 1930's and 40's, piano composition occupied only a small
place in Chinese modern music; since that time, however, it has become

a significant component of contemporary music in China.

3. The Period from the Liberation in 1949 to 1966.

The establishment of New China in 1949 brought new life and hope
to Chinese people. Existing music institutions were developed, and
several new omnes established; piano teaching, performance and
composition flourished, and many young composers emerged. The
richness of Chinese piano composition was now beginning to take shape.

The first work stamped with the “"imprint" of New China was the
"Children's Suite - Merry Holiday", composed by Ting Shan Te in 1953. It
expresses both the happiness of children on holiday and the vigour of
people with new hope after the establishment of New China.

The "First Sinkiang Dance” by Ting Shan Te (1950) took particular
scenes of the Sinkiang people as its subject. The special colour of its
modal structure, and the use of dissonant notes and compound rhythms,
draw a moving picture of life in the r’lorth—western border areas. The
"Second Sinkiang Dance" was composed in 1955; in this piece the use of
particular rhythms and chords of overlapping major and minor thirds
on the tonic express the ‘heroic and unyielding character of the

Sinkiang people.
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The rich and colourful lives and characteristics of different races
are depicted in "Seven Piano Pieces on Themes from East Mongolian
Folk-songs", composed by Sang Tong in 1952 20 | and in the suite "Fair"

. . —&# N i'i‘- : .
by Jiang Zu Xing. ( :{_:3. re=N 7%, ). These two works were awarded third
prize in the competition for music composition at the "World Festival of
Youth" in 1957.

At this time, many pieces in which composers worthily researched
numerous diverse aspects of Chinese style were contributed to the
repertoire. These  include: "Piano pieces of Kwangtung Music" by Chen

Pei Xun ( T+ B ), "Picture for Ba Zhu" by Huang Hu Wei ( & 75, &5 ),

& N

"Fifty Short Piano Pieces on Folk-songs” by Li Yin Hai ( ﬁ fy‘i ;Eé: )

"Variations” by Liu Zhuang ( =6| % ), "Second Sonatina" by Luo Zhong

‘5 " . - . .
Rong ( %’ t ‘%@. ), "Evening of the Torch Festival by Liao Shen Jin
( @ Bt §. ) "Prelude No.1" by Zhu Jian Er ( & F. ), "Blue Flower"

by Wang Li San ( . - = ), "Lantern Dance" by Zhuang Chun

ey

26 See Chapter 3 for a detailed discussion of this work.
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s

“ "_%:‘_ 4%, ), "Sinkiang Fantasy" by Deng Er Bo ( X P & ‘H%l ), and many
others.

Only a few years after the Liberation, the quantity and quality of
Chinese piano compositions far surpassed that of earlier years. Had the
development continued to follow this trend, great progress, even a leap
forward, might have been expected in the 1960's. However, after 1957,
political upheavals occurred continuously and the life of the Chinese
people often became unstable. During this period the quantity of p‘iano
composition was apparently reduced, as all musical activity diminished.
Nevertheless some compositions were produced and received with warm
acclaim. These included:"Selections from the Dance drama 'Beauty - of
Fish™ by Du Ming Xing ( 5,’&.\1 2 nor ) "Capriccio” by Sang Tong ( ﬁ *):b] ),
"Fantasy: Guerilla Forces of Hong Lake" by Qi Wei ( %g éfi ), "Happy Luo
Su" by Yin Cheng Zhuong ( f;";{' )'ég %{ ), and also some arranged pieces by
Chu Wang Hua(ﬁ%‘é’i‘% ), and Guo Zhi Hong ( £ 2, £ ).

Another work should be mentioned here: "Youth Piano Concerto",
the first piano concerto written in China, and the result of a
collaboration by four composers: Liu Shi Kwen ( S\Ql Tf% L‘F—b ), Shen Yi Lin
(%A\Iﬁl#ﬁﬁ ), Pan Yi Min ( ;%— V_E ), and Huang Xiao Fi ( *"lé’ oy T )
Although this work was to some extent superficial, it provided a good

example of combining the piano with Chinese folk instruments.

4. The Period of the Cultural Revolution: 1966 to 1976.
At the time of the Cultural Revolution some composers, in order to
avoid personal political involvement, chose to transcribe traditional folk

music rather than write original works, and experimented with the
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adaptation to the piano of traditional Chinese musical forms and special
Chinese instrumental characteristics. Some examples are: "Hundreds of
Birds Look towards the Phoenix" ( 8 Eg 'J:‘?,Ej )_T%L ) and "Plum Blossom
Thrice Flowering' ( #B 7, Z. 4 ) by Wang Jian Zhong ( X F %,
"Rays of Setting Sun with Flute and Drum" ( /)‘7 '?%73 ,‘%i fﬁ__ ) by Li Ying
Hai ( % % 3% )27, "Tranquil Lake and Autumn Moon" ( _':Ti %‘g K H D)
by Cheng Pei Xun ( ’}3%5,; y:g* @f) ). These works show a marked maturity in
the technique of transcription.

The piano concerto "Yellow River" was written in 1970. Although it
was composed under orders from the "Gang of Four" for their own
political purposes, several musicians contributed earnestly to its
composition, and ensured its artistic merit. They translated into Western
concerto form suitable sections from the cantata "Yellow River”, written
in 1939 by the famous Chinese Revolutionary composer Xian Xing
Hai (%, _;}i ;‘@7 ), using new musical "language” to elucidate ideas
which the cantata did not express. The new work comprised four
movements: "Song of the Yellow River Boatmen", "Ode to the Yellow
River", "Fury of the Yellow River", and "Defence of the Yellow River",
and its orchestration combined Western and Chinese instruments. While
in some ways the use of Western piano techmique might be questioned,
the depth of thought, momentum of the music and the exploitation of the

full function of the instrumenis all reached a new level of achievement.

5. The Period from 1976 to the Present.
Since the end of the Cultural Revolution and the overthrow of the

"Gang of Four", composers have been less nervous of the political

27 Analysed in detail in Chapter 3.
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implications of their work, and have felt emancipated from political
influence. They have become bolder in selecting subject matter,
presenting the substance of composition, and in employing new
composition techniques;  this has given rise to a new diversity and
richness of Chinese piano composition.

The piano concerto "Mountain and Forest" was coinposed by Liu Dui
Nan ( 5('] —%)SL (‘f@ ) in 1979. Although the music of the Miao race had
been used before this time by Chinese composers, Liu was the first to
combine its special elements successfully with modern ideas in the form
of a piano concerto 28,

In the solo piano piece "Don Shan Kui Yi Hua Yi" ( literally: "Scenes
in the pictures by Don Shan Kui") Wang Li Shan ( 5% ¥ = ) used
quite new ways of composition, including dissonant intervals, altered
chords, polytonal parallel motion, and sudden modulation into unrelated
keys within the phrase. These techniques, although well established in
Western music, represented a new style for modern Chinese
composition?9.

Other recent work to have gained warm acceptance amongst the
Chinese people include "Sinkiang Capriccio” by Chu Wang Hua( 'ﬁ% ‘5_;2 j'_)g-_l )
which is very passionate and imaginative, and "Lotus Dance" by Qi Wei
( %’% é{i ), which is picturesque and delicate.

Several other talented composers have broken away from normal
methods and enthusiastically developed their own personal style; these
include Luo Chou Ron ( g ‘z ‘?,g ), Zhao Xiao Shen ( ,ﬁg'a% H ),
LuoJinJin ( % ¥ §. ), and WangZeng Yia( E. E T )

28 A more detailed discussion of this work may be found in Chapter 3.
2

9 See Chapter 3 for a detailed discussion of this work.
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It is clear that after the Cultural Revolution, Chinese piano

composition has entered a heartening and most fruitful period.

Looking back on the history of Chinese piano composition, from the
first publication in 1915 of "Peace March" to the present day, these five
periods can be clearly identified. Owing to the concerted endeavour of
over one hundred composers to gain proficiency and experience, piano
composition has developed in a pleasing progressibn, and gradually
formed its own specialities. These are: cheerful sentiments, very rarely
pessimistic or disheartened; simplicity and popularify, very rarely over-
complicated, obscure or unacceptable to the Chinese people; and a strong
national style.

Chinese piano compositions can generally be divided into the
following several categories: those adapted from Chinese traditional
instrumental music; arrangements of, or variations on the themes of
Chinese folk songs; and compositions absorbing less directly the
elements of indigenous Chinese music.

Gradually the method of composition is becoming more varied and
fresh. In the 1930's "Buffalo Boy's Flute" used relatively simple Western
traditional harmony, and very little polyphonic technique. In the 1950's,
Ting Shan Te introduced greater freedom of modulation and the use of
some dissonance. In the 1960's, quite a few composers tried to break away
from the pentatonic idiom, resulting in works such as "Etude" and the

Suite "Fish Beauty"” by Du Ming Xing, and "Fantasy" by Sang Tong. In the
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1970's and 80's, works like "The Mountain Foreét“ and "Don Shan Kui Yi
Hua Yi" used many new methods to express the style of the new times.
Some compositions even explored the use of dissonance as the basic
"language" of harmony. Recently, some young composers have been
experimenting with the twelve-tone system and atonality.

The continuity and strength of this development would seem to

predict a flourishing future for Chinese piano composition.
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Chapter 3
OUTSTANDING COMPOSERS AND
COMPOSITIONS

There are five outstanding composers for piano whose works
contributed in a special way to the development of Chinese piano
composition: He Lu Ting ( 7\,%1 é’é}q]z 377 ), Sang Tong ( '5535\ FT&l ) LiYin
Hai ( 3% 3% 3 ) WangLiSan( 3£3 T ), and Liu Dun Nan ( %|3% & ).

He Lun Ting was born in the Hunan province of China in 1903. He
started to learn music at the Art Department of the Yue Yun School in
Changsha in 1923, and in 1931 went to the National Conservatorium in
Shanghai to study composition with Huang Zhi and piano with Zakharov
and Aksakoff. In 1943 he moved to Yenan and established "The Central
Orchestra”, the first orchestra in China. After the Liberation he was the
Director of the Shanghai Conservatorium, and Vice President of the
Musicians' Association of China.

His compositions include three choral suites, twenty-four chorals,
approximately one hundred songs, six piano works, six works for
orchestra, several works for other instruments and many opera and film
scores. A collection of his writings on music was aléo published in China.
His compositions are well known for the characteristics of sincere
feeling, simple construction, and delicate style 30.

Of his many compositions, "Buffalo Boy's Flute" is one of the most

30Wang Chin Yan (ed.), Music Appreciation Book, (Shanghai: Shanghai Literature and
Art  Publishing House, October 1981) p. 519.
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frequently performed, and is much loved by the people. It was composed
in 1934, and won first prize in the Competition for Chinese Piano
Compositions.

"Buffalo Boy's Flute" is in ternary form. The first section is like a
light Chinese ink painting of an innocent-looking, lovable Buffalo Boy
playing the flute as he sits on a cow in the field. Two independent
melodies with Chinese features in the tonality of Zhi ( 4%@ ) 31 rise
harmoniously one after the other to form a delightful fabric of contrast

and interplay, fully exploring the possibilities of the polyphonic method.
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31 One of five traditional Chinese pentatonic tonalities or modes.
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The second
rhythmic pattern accompanies a clear and melodious tune, as if the boy
were dancing to his own joyful and exhilarating flute music. The short
melody

intervals, or up five intervals, to establish clearly the happy scene.

in contrast,

repeated a number

of times,

is homophonic; a fast staccato

transposed down four
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"Buffalo Boy's Flute" is a pure, simple work; its distinctive Chinese
flavour and wuse of polyphonic method in a pentatonic tonality

represents a fresh departure from works which had tended to be more
imitative of Western styles. As such, it was the first model of excellence
in the history of Chinese piano composition.

Sang Tong was born in Song Jiang county near Shanghai in 1923,
and graduated from the Composition Department of the National
Conservatorium of Music. He has_been Dean of the Composition
Department and Vice Director of the Shanghai Conservatorium, and is

currently its Director.
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Some works from his large output have become very well known in
China : these include "Fantasy" for cello, "Four Miao Folk Songs" for
orchestra, and more than thirty songs; the "Seven Piano Pieces on
Themes from East Mongolian Folk-songs" won the bronze medal in the
composition competition at the World Youth Festival in 1957. His major

works in music theory were Six_lectures on_the Subject of Harmony 32

and Theory and Use of Harmony 33. Since the 1950's he has been guide

and mentor to many talented young composers 34
"Seven Piano Pieces on Themes from East Mongolian Folk-songs”
was composed in 1952. The seven separate pieces, based on ten East
Mongolian folk-songs 33 are:
"Song of Mourning”;
"Friendship";
"Longing for the Motherland";
"Plains Love Song";
"Children's Dance";
"Sorrow';
"Dance".
Only in the "Plains Love Song" did the composer use the complete
original folk-song; in the other pieces, the fol