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用好的作品  寫下我們的經典
Through Well-Crafted Musical Works, We Write Our Own Classics

好的作品經得起時間的淬煉，從錄製盧亮輝的《春、夏、秋、冬》，到重製鄭思森的舞劇《七夕雨》，這些誕生於

1980 年代的國樂作品，至今魅力不減，用豐富的旋律線條，營造獨特的民族器樂藝術品味，滿足了不同層次的藝術

需求。40 年後的今天，我們在擁抱經典的同時也開創未來，用更多元的藝術創作能量，賦予作品新生命，2023 年臺

北市傳統藝術季的壓軸演出「精彩 TCO：民族舞劇－2023 經典《七夕雨》」，便邀請舞蹈家許梨美重建舞譜、鄭立彬

擔任指揮，以嶄新思維及舞臺技術，結合音樂、舞蹈、劇場、多媒體等領域菁英，帶領觀眾重溫牛郎織女的經典愛情

故事。

從「弦悅─二胡名家之夜」音樂會的演出人員及曲目安排，也可以看出 TCO 兼容傳統與創新的理念，二胡名家之夜

由 2023 年臺北市民族器樂大賽的評審團及優勝者同臺演出，具有世代傳承的象徵意涵。曲目方面也以胡琴歷史發展

的脈絡為本，從早期 1920 年代劉天華的十大名曲，到 1950 年代孫文明的《流波曲》、何占豪、陳鋼的《梁山伯與祝

英台》，再到 1980 年代劉文金的《長城隨想》，向經典致敬並再現經典。新創作品方面，則以臺灣作曲家劉學軒 2000

年後創作的《第二二胡協奏曲》為引，展現國樂在臺灣落地生根的成果；音樂會中還將首演 2023 年委託新加坡作曲

家王辰威創作的《臺北風華》，代表了臺北作為一個國際城市、TCO 作為一個以臺灣品牌立足國際的樂團，在讓臺灣

聽見世界、世界聽見臺灣的願景裡不懈的努力。

經典作品需要時間的淬煉，也需要時間的沉澱，但經典化的過程卻不只是抽象的時間觀可一言蔽之，歷史的縱深、人

文的交織，成就了經典，卻也定義了什麼是經典。文化資本與話語權的歸屬從來都是知識份子正視的議題，音樂家亦

有無法迴避的責任，因此 TCO 在履行展演職責之餘，也盡心籌劃研討平臺、開啟對話空間。「TCO 2023 國樂創作國

際學術研討會」集結了專題演講、論文發表、圓桌會議、專場音樂會、音樂雅集等活動，研討主題包括李明晏與王辰

威展開的「民族音樂學者與作曲家的對話」、國際級學者 Dr. Donald Reid WOMACK 針對「東、西方的碰撞與交融

──東方器樂的當代創作」觀察成果等。相信透過縝密的梳理與反覆的論證後，或許如同新生代學者王敏而提出的開

創性假說，我們在 21 世紀已迎來「臺灣樂派」，奠定臺灣國樂創作的基石，用好的作品，寫下我們的經典。

Good art withstands the test of time. From the recording of LO Leung-Fai’s Spring, Summer, Autumn, and Winter to the re-staging of CHENG 
Si-Sum's dance drama Eternal Love across the Magpie Bridge, these Chinese musical works, which were born in the 1980s, are still charming 
today. With rich melody lines, they create a unique flavor of traditional music and are artistically appealing on multiple levels. Today, 40 years 
later, we are embracing the classics to help create our future, giving new life to our works with more diverse artistic creative energy. In the final 
performance of the 2023 Taipei Traditional Arts Festival—Spectacular of TCO: The Traditional Dance Drama 2023—dancer HSU Li-Mei is 
invited to reconstruct the dance score and conductor CHENG Li-Pin to re-orchestrate Eternal Love across the Magpie Bridge. With new 
thinking and stage technology, combined with the talents of music, dance, theater, multimedia, and other fields, the audience will be led to 
experience again the classic love story of the Cowhand and the Weaver Maiden.

The TCO’s philosophy of tradition with innovation can also be seen in the performers and repertoire of the concert “Ecstatic on Strings—A 
Soirée of Erhu Virtuosi”. The jury and winners of the 2023 Taipei Chinese Instrumental Competition will all perform on the same stage, 
symbolizing the passing down to a new generation. The repertoire also recalls the historical development of the huqin—from LIU Tianhua's 
Ten Greatest Hits from the early 1920s to SUN Wenming's Flowing Waves from the 1950s, from HE Zhanhao and CHEN Gang's Liang Shanbo 
and Zhu Yingtai to LIU Wenjin's The Great Wall Capriccio from the 1980s—performers pay tribute to the classics by reproducing them. In 
terms of new works, the Second Erhu Concerto, composed by Taiwanese composer LIU Shueh-Shuan in the 21st century, is cited as a demon-
stration of the achievements of Chinese music rooted in Taiwan. The concert will also include the premiere of Taipei Style, commissioned in 
2023 from Singaporean composer WANG Chenwei, representing Taipei as an international city and TCO as an orchestra based internationally 
on the Taiwanese brand, in its tireless efforts to fulfill its vision of making Taiwan hear the world and the world hear Taiwan.

Classic works need time to become refined and to become settled, but becoming a classic takes more than just the passage of time. The thread 
of the humanities weaving through the depths of time produce the classics, but also they define what a classic is. The conferment of cultural 
capital and the application of discourse’s power have always been taken seriously by intellectuals, and in the same way musicians also have 
inherent responsibilities. Therefore, in addition to performing the duties of exhibition, TCO also makes efforts to plan a platform for discussion 
and dialogue. The TCO 2023 International Symposium on the Creation of Chinese Music is a collection of keynote speeches, paper presenta-
tions, roundtable discussions, special concerts, music collection, and other activities. Topics of discussion include “Dialogue between Ethno-
musicologists and Composers” by LEE Ming-Yen and WANG Chenwei, and international scholar Dr. Donald Reid WOMACK's observations 
on “The Collision and Integration of East and West—Contemporary Creation of Eastern Instrumental Music”. It seems that through meticulous 
classification and discussion, as was suggested by next-generation scholar WANG Min-Erh’s groundbreaking hypothesis, we have ushered in 
the “Taiwan School of Music” of the 21st  century, laying a cornerstone for Taiwan's traditional music creation and through well-crafted musical 
works, we write our own classics.
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2023 年最新《七夕雨》劇照 1995 年《七夕雨》演出紀錄

民族舞劇《七夕雨》舞蹈重建、編排總監許梨美民族舞劇《七夕雨》音樂原創作曲家鄭思森

約莫四十載，三見喜鵲橋 ―

音樂與舞蹈做為兩條座標

鄭思森，一位活躍於 70 年代港、臺與新加坡的國樂指揮家與作曲家，他的音樂在聲響上非常的豐富、別具特色，

頗獲好評，其中《松》、《竹》、《梅》與《七夕雨》是其代表作，《七夕雨》更曾於 1986 年獲得國家文藝獎，只

可惜最終不敵病魔，來不及享受這份榮耀，於 43 歲之年溘然長逝。

許惠美，在臺灣藝文界是永遠的經典人物，幾乎可與民族舞蹈畫上了等號，從 50 年代之前就為舞蹈教育的推

廣付出了青春歲月，創作出大量經典舞作，也為舞蹈界作育英才無數，曾獲頒第 19 屆國家文藝獎章，代表作

除了有《七夕雨》，早年的作品《採蓮謠舞》、《國花呈祥》、《梁紅玉教戰》、《浣紗溪》，到《天女散花》、《四季春》等等，

都極受歡迎。只可惜在 55 歲那年因病離世。

首先，為舞劇創作音樂是所有作曲家的一大挑戰，當年許惠美邀請鄭思森創作舞蹈音樂，兩人曾多次討論每一個細節。

此次擔任舞蹈重建與編排總監，也是許惠美的胞妹許梨美，回憶起那段時光。「當初在音樂創作上，鄭老師在作曲上

受到諸多限制，主要是我姐姐已經將舞編好了，譬如說某些地方要收水袖，某些地方的舞步要走幾步，牛郎與織女要

有什麼舞臺動作，甚至把秒數都算好了，所以鄭老師是照這樣的模式，一段一段的揣摩、創作。尤其是下腰的動作，

速度怎麼拿捏，牽扯到音樂如何設計，這些細節真的很需要一再確認，他們甚至就一邊喝啤酒一邊討論⋯⋯」

要細細品味兩位大師的這份珍貴禮物《七夕雨》，就如同走進時間的長河，需揭開歷史文化的幃幕，開啟古老的神

話故事書，以音樂與舞蹈為座標，將民族舞劇的思維還原至情感表現與夢想追求。

時間，是讓藝術再次醞釀醇香的重要因子，在新的世代再現傳統，是對光陰最大膽的辯證。神話，代表文化的

體現，也是一個民族的文化命脈，猶如走在時間軸線上來回更迭、明古喻今。

一部好的藝術作品，是一個漫長美學傳統源遠流長的總結，再加上藝術家的巧思，透過一連串的展演與觀賞，

在舞臺上有了典範，產生共同感知。國內第一齣三幕創作舞劇《七夕雨》，曾在 39 年前於表演藝術的跨界領域

中開啟了新的里程碑。正如宋代詞人秦觀筆下的《鵲橋仙》：「纖雲弄巧，飛星傳恨，銀漢迢迢暗度⋯⋯」，秦

觀以斑斕的雲彩變化及浩瀚的銀河，突顯牛郎與織女相隔遙遠兩地以及別恨離愁之幽苦，而《七夕雨》正是以

思古幽情與現代風華的意象撐起了這部作品，這也正是《七夕雨》至今仍如此令人著迷、忘神的原因。

舞蹈家許惠美、作曲家鄭思森，一位是民族舞蹈界的重要推手，一位是國樂界創作能量豐沛的才子，都曾為臺

灣藝文界努力不懈、貢獻心力，兩人合作無間，共同創作了《七夕雨》。在 1984 年「臺北市傳統藝術季」於臺

北市立社會教育館舉行首演，1995 年由文建會（今「文化部」）籌辦「臺北國際舞蹈季—許惠美紀念舞展」，於

國家戲劇院二度演繹，而在 28 年後的盛夏，為「臺北市傳統藝術季」於臺北表演藝術中心閉幕壓軸，三敘舊雨。

林亞婷在〈雲淡風清，期待一場七夕雨 許惠美紀念舞展〉一文中也曾提到。「在〈喜雀〉的群舞中，鄭思森以一首

三拍的邊疆曲子為主旋律，但是許惠美認為三拍子的節奏不適合跳躍⋯⋯，兩人一再溝通的結果是，鄭思森決定在

一小段大跳躍中改為兩拍的曲子，但除此之外，主旋律仍保持原有的三拍。」由於鄭思森本身藝術涵養深厚，也與

許惠美有一定程度的默契，因此他深諳每個舞步的輕重緩急，這些都可做為他在音樂設計上的重要參考。 

經典再現，大型民族舞劇《七夕雨》
撰文、採訪 / 劉馬利
 （輔仁大學、東華大學音樂系兼任助理教授、臺北廣播電臺《臺北好國樂》、《有緣千里•話音樂》節目主持人）
圖 / 許梨美、臺北市立國樂團
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舞衣渲染為彩虹顏色，薄翼飄紗，翩翩起舞貌，彷若仙女下凡

由新一代仙女演繹經典民族舞劇《七夕雨》

民族舞劇《七夕雨》配器重整朱雲嵩

配器與聲響固然是音樂不可或缺的一環，但節奏與速度的掌控更是舞劇音樂的關鍵，也是現場演出最有可變性的因

子。首演是由陳澄雄指揮臺北市立國樂團（下稱北市國）現場演出，可以讓音樂在現場更機動性的配合舞者的動作，

但第二次演出卻是用錄音的方式。許梨美說：「主要是當時北市國已有其他的安排，因此就用錄音的方式，是由當時

的團長王正平指揮整個樂團，當時還用了兩間錄音室，可見得編制之大，王老師就站在兩個房間中間，真的很辛苦，

之後王老師也因此心力交瘁，但那次的錄音品質非常好，幾乎所有國樂的演奏名家齊聚一堂⋯⋯」但當時所有人也都

覺得如能現場一起演出會更好，心中難免略感遺憾。

或許這一切彷彿是冥冥中的註定，這個遺憾終於有機會彌補了，今年就是由鄭立彬指揮北市國現場演出，許梨美提到

「今年是鄭思森老師80歲冥誕，我姐姐也逝世剛好30週年了，今年能再續前緣，讓一切更圓滿。」

視覺，是舞蹈必備的藝術感知。張素真在《現代藝術家的故事》一書中描述許惠美對於藝術的完美要求，是舞蹈界

的表率，也成功的讓《七夕雨》的呈現更迷人、煥然一新。「許惠美本身亦精通美術，對於視覺的完美要求，除了

舞者的表演之外，也充分表現在舞衣、配飾、道具的搭配，是設計的重點，七位仙女的穿著，與霍榮齡多次討論，

決定渲染成彩虹的顏色，薄翼飄紗，翩翩起舞，宛如九天仙女下凡。就連劇照都要求極致完美，許惠美與攝影師王

信與七仙女遠赴淡水，隨著天光不斷的變化，拍出兩百張不同的照片，但只選取一兩張。」

許梨美也回憶到聶光炎的《七夕雨》舞臺設計頗具古典的唯美視覺，與許惠美的美學觀有志一同，今年的演出加上

多媒體輔助，其實就是古典美學的延伸。「場景分為天上人間，包括仙女下凡，天池戲水，舞臺設計做的真漂亮，

會希望多媒體能有更多的輔助，但又不要太現代，因為還是要回歸於傳統，因為這齣劇的主軸是神話故事。」

《七夕雨》三度再現，相隔近 40 年的經典，如同一顆閃亮的彗星，現場演出稍

縱即逝，華麗的彗尾拓染在星圖上，有著耀眼的共時性，但如何能為不同世代

提供更為立體與折射的面向，這就是歷時性的思維了。本次演出除了加上多媒

體輔助、邀請許梨美重建舞譜，朱雲嵩配器重整，其實就是用 21 世紀的手法，

提煉古老神話的精髓，尋找《七夕雨》歷久彌新的意義。

經典再現，既要保留原創的雋永滋味，又必須要有煥然一新之效，恐怕也跟挑

戰金氏世界紀錄一樣的困難了吧？

朱雲嵩期許能為 21 世紀的《七夕雨》找到更篤定的立錐之地：「與其糾結在經

典作品再現的挑戰性和爭議性中，不如找出自己所能為這部作品、甚至為國樂

的發展與傳承做出貢獻的位置與方式，因此這次僅將配器重新調整，使其符合

現代聲響美學。」的確，《七夕雨》本來就是一齣擺盪於中華文化傳統與 21 世

紀主體意識的鉅作，藝術要能跨越時代，才得以傳承，才能成為經典。

敦煌飛天的具體想像，重現古老神話的複數視野

蔡文怡在〈天空的一片雲 紀念台灣的民族舞蹈家許惠美冥誕〉一文提到，「《七夕雨》是從敦煌舞姿出發，是以敦煌

壁畫中仕女身段、手勢為主要參考，她想重現兒時幻想中輕淡、飄逸的仙境，透過這作品實現她對民族舞蹈的藝術

理想。」

敦煌，是一個歷史古城，為絲綢之路上的重鎮，橫跨兩千五百年，為東西文化交會之處。敦煌飛天，本身就具有多元

文化色彩，然而《七夕雨》仕女們的身段、手勢，也融合了「敦煌飛天」的形象，佛性與仙氣兼具，蘊含了印度文化、

西域文化、中原文化。因此，更賦予了人們對於《七夕雨》產生更多的幻想。

神話故事最迷人之處，就是因為藝術的抽象美感，因此就算是老生常談，也還是可讓渡出無限的空間，供人們以各

種不同角度自由詮釋，浸潤於文學或繪畫所勾勒出的意境。「敦煌飛天」就是許惠美為舞蹈藝術所賦予的巧思，點石

成金，因此《七夕雨》同時觀照了中國古典文學與繪畫中廣袤而幽微的意境。
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The passage of time can make art more appreciated, but to attempt to reproduce something traditional for a new generation is a 
daring act to define and defy time. Mythology is the embodiment of a culture and the archive of the evolution of a race. Reenact-
ing a mythological production is like traveling back and forth on the axis of time, learning from the past while understanding 
the present.

A good work of art is typically the culmination of a long aesthetic tradition coupled with the ingenuity of an artist. After several 
performances and viewings, people begin to identify with the good art, setting an example for the entire genre. Thirty-nine years 
ago, the first three-act creative dance drama, Eternal Love across the Magpie Bridge, marked a significant milestone in cross-art 
collaboration. As expressed in the Fairy of the Magpie Bridge by QIN Guan, poet of the Song Dynasty, "The fine clouds form 
different images and shapes; The traveling stars speak of regret and loss; The Milky Way may be dark and diffuse, but ..." the 
colorful changing clouds and the vast Milky Way were used to accentuate the heart wrenching separation between the Cowherd 
and the Weaver Girl as they were kept apart. Eternal Love across the Magpie Bridge evokes nostalgia with a dash of modern 
elegance. The work fascinates and intrigues.

HSU Hui-Mei, an important promoter of traditional dance, and CHENG Si-Sum, a talented Chinese music composer brimming 
with creative energy, set the benchmark for dance drama. They worked together to create Eternal Love across the Magpie 
Bridge which was premiered during the 1984 Taipei Traditional Arts Festival at Taipei Cultural Center. In 1995, the Council 
for Cultural Affairs (now the Ministry of Culture) organized the showcase, Taipei International Dance Festival in memory of 
HSU Hui-Mei. The work was performed at the National Theatre for the second time. And now, 28 years later, it will greet the 
audience for the third time during the Taipei Traditional Arts Festival at the Taipei Performing Arts Center in midsummer.

Text & Interviewer / LIU Ma-Li (Assistant Professor of Fu Jen Catholic University, and Department of Music
of Donghua University, Host of Taipei’s Great Chinese Music, and Destiny Brought Us Together and Music
Will Seal Our Bond Forever at Taipei Broadcasting Station) 
Image / HUA Li-Mei, Taipei Chinese Orchestra

牛郎由許瑋博飾演

The 1995 Eternal Love across the Magpie Bridge archive.The still of 2023 Eternal Love across the Magpie Bridge.

從時代精神的轉角處，窺見臺灣民族舞蹈與國樂的發展進程

神話故事之所以源遠流長，就是能夠在時間的長河裡，循著既有的軌跡，穿越時空、重述生命、超然虛實、因時制

宜。《七夕雨》承襲了古典民族舞的含蓄、精緻、唯美、典雅的精神，動靜皆自在，藉由藝術的構成，鑲嵌出劇

中的各種情感交流，有堅定的愛情與親情，使得織女擱淺於人世間的眷戀，每一個旋轉舞步都像是對生命的螺旋

式潛探，實際上是在挖掘藝術的內涵，在透過舞劇體現外化。

《七夕雨》距離上次演出相隔 28 年的光陰，不論是臺前或幕後，幾乎是全新的組合。「其實這就是藝術精神的傳承」

許梨美說道。這場演出的藝術總監曾照薰，是許惠美的學生，在 1995 年擔綱演出織女，這次她與許梨美通力合作，將

藝術的時間性、用音樂、用肢體、用科技，以傳統為基石，再加以探詢、思辯、實驗、延伸，在世代之間的轉角處，

建立藝術的傳承樞紐。

「跳我們自己的舞！」一直是許惠美對於民族舞蹈的願景，這種深厚的文化內蘊，既親切又令人神往，具有足可平視

西洋芭蕾與現代藝術的深度與向度。誠如 39 年前許惠美在《七夕雨》公演前所言：「一條寂寞的路展向兩頭，心底的

溫馨卻來自無盡遼闊的前瞻與後顧。我深信，只要一直走下去，這條路不會永遠寂寞。」

「這條路」， 在 39 年後的 6 月，北市國將搭起了另一座喜鵲橋，是回望、是感激、也是致敬，更是藝術生命歷久彌新

的最佳力證。

The Third Magpie Bridge Production
in Forty Years, Revisiting Classics:
Large-Scale Traditional Dance Drama
Eternal Love across the Magpie Bridge
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Composer CHEN Si-Sum.

Dance Director HUA Li-Mei.

Using Music and Dance as Coordinates
CHENG Si-Sum was a conductor and Chinese music composer 
active in Hong Kong, Taiwan, and Singapore in the 1970s. His 
music was rich and unique, very well received amongst the 
audience. Among his signature works were Pine, Bamboo, Plum 
Blossom and Eternal Love across the Magpie Bridge. Eternal Love 
across the Magpie Bridge even won the National Award for Arts in 
1986. Unfortunately, CHENG died of an illness at the age of 43 
before receiving the honor.

HSU Hui-Mei was an exemplary figure in Taiwan's arts and culture 
circle. She was the synonymous with traditional dance. Starting in 
the 1950s, she devoted her youth to the promotion of dance educa-
tion, creating a large number of classic dance works, and nurturing 
numerous talents for the dance world. She was the 19th winner of the 
National Arts Award. In addition to Eternal Love across the Magpie 
Bridge, her earlier works include Lotus-Picking Ballad Dance, 
National Flower for Prosperity, Combat Commander Liang 
Hongyu, Huanshaxi, The Flower Deity Throwing Petals, and Spring 
All Year Round. Unfortunately, she passed away due to illness at 
the age of 55.

Creating music for dance dramas is a major challenge for any composer. When HSU Hui-Mei asked CHENG Si-Sum to 
compose the music for this artwork and the two went over every detail multiple times before CHENG could even begin. HUA 
Li-Mei, the younger sister of HSU Hui-Mei and the director responsible for reconstructing the dance and arrangement this 
time, recalled what happened, "The creation of music was subjected to many restrictions mainly because my sister had already 
completed the choreography. She was very precise about timing. Everything had to be right on point, including when to put 
down the water sleeves, how many steps were required in a movement, or how the Cowherd and Weaver Girl should move 
around. She had everything scrupulously planned down to the second. Mr. CHENG had to pour over the entire choreography 
and break it down bit by bit to ensure the music was adapted to the movements, particularly the backbends. He was very 
concerned with how fast the performer should move so that music and choreography became a synchronized composition and 
dancers could move as one with the rhythm of music. These were all details that had to be be examined and confirmed. They 
often discussed this over beer.”

LIN Ya-Ting also mentioned in The Sky Is Clear and The Wind Is Light, Looking Forward to Rain On Chinese Valentine’s 
Day—In Memory of HSU Hui-Mei that CHENG Si-Sum preferred to use triple meter traditional music as the main melody for 
the group dance in Magpie, but HSU Hui-Mei disagreed with the idea, stating that triple meter music was not suitable for 
jumps in dances. After careful deliberation and communication, CHENG decided to change the composition to duple meter 
for the big jumps and the rest of the main melody would remain in triple meter. "CHENG had a deep understanding of arts and 
movement and he knew how HSU Hui-Mei worked. The dynamics of dance movements served as an important reference for 
the music design. Adapting one art form to another is always challenging. You always need to look for a balance, to modify 
your work, and be even more critical in terms of what’s working or not.

To savor Eternal Love across the Magpie Bridge, a precious legacy of the two 
masters, one must travel back in time to draw back the curtain of history and culture 
and open up the book of ancient mythology. The work uses music and dance as 
points of reference with which to locate the fundamental pursuit of traditional dance 
works—ultimate emotional expression and fulfillment of dreams.

Orchestration and harmony might be an integral part of music composition, but rhythm and tempo were critical in music for 
dance dramas. They were usually the factor that made the difference in live performances. At the premiere, the Taipei Chinese 
Orchestra (TCO) performed live with CHEN Tscheng-Hsiung as the conductor. Live music was by nature more flexible and 
accommodating to dancers' movements in the moment. The second performance used a prerecorded soundtrack. HUA Li-Mei 
said, "The main reason was that TCO had other engagements at the time. WANG Cheng-Ping, the director of TCO back then 
organized the recording. Two recording rooms were packed with musicians to complete the feat. It was a massive operation. 
Mr. WANG stood in between two rooms throughout the entire process. He was absolutely exhausted after the task was done. 
The quality of the recording was phenomenal. Almost all Chinese music virtuosi were gathered for the occasion." But even 
so, everyone agreed that live performances were unsurpassable. Sadly, it could not be done. 

Destiny works in mysterious ways. We now have the opportunity to make up for this loss. This year, CHENG Li-Pin will lead 
TCO in the live performance. HUA Li-Mei commented, "This year is the 80th birthday of Mr. CHENG, and the 30th anniversa-
ry of my sister's death. We are happy to continue the good work and make everything more perfect this time.”

Visual appeal is a requirement of dance. CHANG Su-Zhen mentioned the extremely high standards upheld by HSU Hui-Mei 
when it comes to arts in her book—The Story of Modern Artists. The dance world should adhere to the principles set by this 
outstanding artist, which gave Eternal Love across the Magpie Bridge its alluring charm and refreshing feel. “HSU Hui-Mei 
was also proficient in fine art. She was meticulous when it came to enhancing the visual appeal of dancers. Dancing dress, 
accessories, and props were all crucial to the final success on stage. After repeated communication with HUO Rong-Ling, the 
final design was a series of rainbow-colored dresses with thin and flowy fabric. When performers extended their body and 
started dancing, the flow of the dress made them look like real fairies descending from heaven to   earth. Even the stills were 
of extremely highly quality. HSU Hui-Mei and photographer WANG Xin took the seven fairies to Danshui for the photo shoot. 
They took over two hundred pictures and ended up using only one or two.”

The dancers’ costumes are of rainbow-colored fabric that is flowy and fairy like.
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The stage, designed this time by NIE Guang-Yan, is of classic magnificence and quite lovely, very similar to the HSU Hui-Mei 
version. With the help of multimedia, this year’s performance is an elevation of classic aesthetics. “The scenes are divided 
into heaven and earth, including fairies descending from heaven, and water play at the lake of heaven. The stage design is truly 
amazing. I do hope multimedia will add to the special effect without making the overall result too modern. In the end, it is a 
play based on mythology. A sense of tradition and a realistic fantasy world that portrays historical figures in a dramatized and 
romantic way is key to greatness.”

The third production of Eternal Love across the Magpie Bridge, made after nearly 40 years, is a shining comet shooting across 
the landscape of performing arts. The stunningly brilliant tail of the comet sweeping through the sky is like a fixed point in 
time, but the addition of a sophisticated, fathomless dimension reflecting and refracting its dazzling light shifts it into 
timelessness. HUA Li-Mei is in charge of recreating the dance score, and CHU Yun-Song the new orchestration. The key is 
to use the techniques of the 21st century to extract and refine the essence of ancient mythology. Eternal Love across the 
Magpie Bridge will stand the test of time with the help of advanced technology. When presenting a classic, it is important to 
retain the characteristics of the original, but also make people feel refreshed and intrigued. It is akin to challenging a Guinness 
World Record.

CHU Yun-Song hopes to find a firmer foothold for Eternal Love across the Magpie Bridge in the 21st century. "Rather than 
being trapped in the challenges and controversies that may rise when reproducing classic works, it is better to think about what 
we can do for this work, or even for the development and sustainability of Chinese music. With the right goal in mind, we can 
then strive to accomplish the task. That is a more constructive approach.” Indeed, Eternal Love across the Magpie Bridge has 
always been a magnificent piece of work celebrating Chinese cultural traditions and the modern consciousness of the 21st 

century. An artwork must stand the test of time to become a true classic that is loved by generations.

The Turn of Time and a Glimpse of the Future Development of Taiwan's Tradi-
tional Dance and Chinese Music
Mythology never dies because it follows a predestined trajectory, traveling through time and space, retelling a story of life that 

transcends reality and imagination with modern adaptions. Eternal Love across the Magpie Bridge inherits the implicit, 

delicate, beautiful, and elegant spirit of the classics. Every movement and every pause is an embodiment of the arts. With 

them, the emotional exchanges in the play are formed. The Weaver Girl was bound to the secular world by her love for her 

husband and family. Every swirl and turn is an attempt to dig deeper and dive further into the true nature of the arts, through 

dramatic dance, the director and performers share their findings and insight with the audience.

It has been 28 years since the last performance of Eternal Love across the Magpie Bridge. On stage or off stage, a brand-new 
team is ready to shine. “In fact, this is how the artistic spirit lives on,” HUA Li-Mei said. The artistic director of this perfor-
mance, Emily TSENG, is the student of HSU Hui-Mei. She played the role of the Weaver Girl in 1995. This time, she cooper-
ated with HUA Li-Mei and CHU Yun-Song in an attempt to explore the timeliness of art using music, body language, technol-
ogy, and tradition. They inquire, speculate, experiment, and elaborate to establish an art hub for preserving and passing on the 
legacy of arts through time.

“Dancing our own dance!” has always been HSU Hui-Mei’s philosophy of folk dance. This kind of profound cultural connota-
tion is both intimate and fascinating. It has the depth and dimension of Western ballet and modern art. As she said before the 
premiere of Eternal Love across the Magpie Bridge 39 years ago, “It is a lonely road that extends in both directions. The 
warmth in my heart comes from the endless past and vast future. I firmly believe that as long as I keep walking, it will not lead 
me to an eternity of forlorn solitude.”

Along this road, another Magpie Bridge is to be built this June, 39 years later. It is a review of the past, a way of saying thank 
you, and paying tribute. It is the strongest proof of the immortality of classic artwork.

Dunhuang Flying Apsaras Coming to Live—The Horizons of Ancient Mythology
CAI Wen-Yi mentioned in the article A Cloud in the Sky, in Memory of the Birth of Taiwan's Traditional Dancer HSU 
Hui-Mei, the chorography of Eternal Love across the Magpie Bridge was inspired by the postures and gestures of female 
Dunhuang dancers in Dunhuang murals. She wished to build an ethereal fairyland like the one in her childhood fantasy. The 
work was her understanding and aesthetic of traditional dance.”

Dunhuang is a historical city, an important town on the Silk Road. For 2,500 years, this was the place where Eastern and West-
ern cultures met. Eternal Love across the Magpie Bridge incorporated the image, posture, and gesture of Flying Apsaras of 
Dunhuang. It was the manifestation of Buddha nature and celestial beauty influenced by Indian culture, Western Region 
culture, and Central Plains culture. The rich culture context provided a fertile ground for more and wilder imagination. 

The most fascinating thing about fairy tales is the abstract nature of art. Even clichés can be up for interpretation. People are 
free to run wild with their imagination with what they have read in books or seen in paintings. From Dunhuang Flying Apsaras 
HSU Hui-Mei saw a new way to express traditional dance art. Eternal Love across the Magpie Bridge is the manifestation of 
grand Chinese classic literature and paintings.

TCO will restage the classic traditional dance drama Eternal Love across the Magpie Bridge on June 16th -18th, 2023.A new generation of fairies performed the traditional dance drama Eternal Love across the Magpie Bridge.

12 13

SILK
 R

    AD

封
面
故
事C

over Story



2023 年 4 月 22-23 日將匯集海內外各地的作曲家、指揮、樂團經營者、教育界等代表人士一同參與「TCO  2023 國樂創作國際學術研討會」活動

與會專家學者由左至右：黃新財、楊偉傑、趙劍華、潘皇龍、蔡秉衡

與會專家學者由左至右：吳宗憲、林順麗、陳慧珊、黃正銘、黃光佑

特別邀請夏威夷大學

Donald Reid WOMACK 教授進行專題分享

另一場專題講座，則邀請夏威夷大學的 Donald Reid WOMACK 教授主講。

WOMACK 教授是一位多產的作曲家，創作融合多種風格，與東亞傳統音樂

有相當深厚的連結，尤其長期與韓國國樂院以及當地傳統樂壇合作。他的作

品中，熟練地融合西方的結構思維，以及日、韓兩國傳統音樂的氣韻色彩與

表達語彙。本次主講，WOMACK 教授將談論他以韓國、日本傳統樂器為題

材的創作經驗，相信將為國樂界帶來新的視野。

兩場專題講座，雖然主旨不同、切入角度各異，但引發了我們同樣的思考：外在的資源能為當代國樂創作帶來什

麼樣的養分？應用民族音樂學的思考與行動取徑、日、韓傳統音樂的發展現況，不啻是我們的他山之石。

除上述兩場專題講座，另有 8 篇論文將發表於本次研討會。其中除了以作品分析為主要題材者外，黃立騰〈什麼

是有味道的？「琵琶演奏傳統」之身體感在琵琶作品的應用初探〉，以「身體感」的概念進行思考。在西方語彙充

斥的創作圈當中，摒棄獨尊旋律、音色的觀點，重新拾回傳統器樂演奏上的身體感，始其能夠更真切地融入作品

的思維當中，這是對於傳統民族性的積極探尋。而劉馬利〈從平面媒體的樂評來看國樂創作的發展，以 1980 年代

的三大報與 2000 年以後的網路平臺為例〉，以及王敏而〈「臺灣樂派」?──21 世紀臺灣國樂創作的回顧與展望〉，

則企圖藉由整理臺灣國樂的過往腳步，以樹立未來臺灣的獨特風格。

不論如何，一種音樂風格的標誌與確立，仍有賴大量作品的投入，以及作曲家甚至樂壇整體之間的互動與對

話。研討會的兩場圓桌會議，匯集海內外各地的作曲家、指揮、樂團經營者、教育界等代表人士，包含江賜良

（馬來西亞）、李元貞（臺灣）、吳宗憲（臺灣）、林順麗（馬來西亞）、邵琳（香港）、高揚（大陸）、陳

慧珊（臺灣）、黃正銘（臺灣）、黃光佑（臺灣）、黃新財（臺灣）、楊偉傑（香港）、趙劍華（新加坡）、

潘皇龍（臺灣）、蔡秉衡（臺灣）、盧亮輝（香港）、瞿春泉（新加坡）等專家學者（依姓氏筆畫排序），期

待多元面向激盪出新的火花。

數十年來，在前輩的戮力耕耘下，國樂在臺灣已走入百家爭鳴的蓬勃發展。過程當中，對於傳統樂器在當代社會的

定位，仍有持續不斷的討論。因此時至今日，不僅在臺灣，各地華人音樂圈仍在積極探索國樂的未來方向，而創作

正扮演當今國樂前行的趨動力。國樂未來何去何從，創作扮演著主體的關鍵角色。

即將於 4 月 22、23 日兩天舉行，由臺北市立國樂團承辦的「TCO 2023 國樂創作國際學術研討會」，正是國樂界對

於創作做為當代議題所提出回應。

該研討會上，安排了兩場專題講座。其一由國樂出身的民族音樂學家李明晏，與新加坡作曲家王辰威同臺對談。兩

位以民族音樂學家及作曲家的身分進行對話，表面上是個新穎的議題，實則「采風」的傳統千百年來已根植在音樂

創作的土壤之中。創作固然追求推陳出新，當代的作曲家固然熟悉現代的、西方的作曲手法；然而不得不反思的是，

作品如何在現今大眾對傳統越來越陌生甚至漠視的陰影下保留民族性。本場講座的內容分成：創作的開始、風格的

實踐、回顧與反思三個部分，這也是一部作品、一位作曲家、一位民族音樂學者，從生澀、成熟到精煉的過程。

文 / 孫俊彥　   圖 / 臺北市立國樂團

群英薈萃 大展國樂風華
2023 國樂創作國際學術研討會篇
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2023

4.22
（六）Sat. 19:30

臺北市中山堂

中正廳
Zhongzheng Auditorium, 

Taipei Zhongshan Hall 音樂會線上問卷

【精彩 TCO】

2023 年 4 月 22 日「弦樂─二胡名家之夜」

將由 3 位二胡名家與獲獎者共同暢響胡琴之美

由左至右為指定曲作曲家王辰威、評審暨胡琴演奏家高揚、邵琳、趙劍華

同臺暢響「弦悅─二胡名家之夜」音樂會
在決賽結果出爐之後，4 月 22 日於中山堂，3 位獲獎者將與 3 位評審同臺，演出一系列精采的曲目，節目的上半場由 3

位獲獎者分別演繹複賽與決賽的指定曲目劉天華十大名曲（由獲獎者自選一首，版本不限）、劉學軒《第二二胡協奏曲》

以及王辰威的委託創作，為這場大賽給予一個完美的展現。下半場則由 3 位評審演繹 3 首名曲，高揚將帶來初賽指定曲

《流波曲》，為盲藝人孫文明的代表曲，透過民間常用的循環變奏的創作手法，將旋律彷彿套在痛苦回憶之中無法自拔，

藉此傾吐其流落異鄉困苦生活的心聲，將感情化作默默流逝的水波。

接著邵琳將帶來經典名曲《梁山伯與祝英台》，作曲家何占豪與陳鋼以中國民間家喻戶曉的故事為題材，將梁祝全劇中

具有代表性的 3 段劇情「相愛」、「抗婚」、「化蝶」作為樂曲主軸，使其忠貞的愛情故事，深刻的寫在每一個音符之中。

最後則由趙劍華帶來同為經典名作《長城隨想》，此首作品乃是開創國樂現代化之先河，將國樂藝術層面推向更高之境

界。作曲家劉文金，其寫作發想取材自中國古代建築史之創舉「萬里長城」，在 1982 年完成寫作，並由二胡演奏家閔惠

芬與上海民族樂團進行首演，並在隔年獲得「民族器樂」評獎中的一等獎。樂曲透過人們登上長城時所受到的心潮波動

面對華人文化的歷史興衰所產生的讚嘆與沉思，在各種情感交織之下所產生無限的樂思。

持續耕耘　臺北市立國樂團的文化使命

臺北市立國樂團主辦民族器樂大賽已邁入第 30 年，其催生了許多在樂壇上享譽海內外的優秀演奏家，近年來獲獎的新

秀們也逐漸受到各大職業樂團與民間樂團的青睞，在未來生涯發展上有著舉足輕中的意義，也透過比賽，北市國未來也

會繼續將這股活水繼續灌注在國樂圈之中，繼續耕耘培育新的國樂人才。
演繹哲學　演奏家需具備的全面觀點

本次二胡指定曲目共有 6 首，初賽為孫文明《流波曲》、李濱揚《塞上弦鳴》，複賽為華彥鈞《寒春風曲》以及劉學軒

《第二二胡協奏曲》，決賽則以劉天華的十大名曲自選一首，以及由新加坡作曲家王辰威特別量身打造之委託創作作為

指定曲目。《流波曲》與《寒春風曲》以及劉天華十大名曲皆是傳統經典名作，考驗參賽者如何考究傳統風格與演奏方

式，將其納入自身演繹的哲學之中。

《塞上弦鳴》與《第二二胡協奏曲》則為近代作品，除了高深的二胡技巧外，需要在眾多困難片段中，從容而不迫的展

現個人演繹的魅力，著實是對參賽者的一大考驗。而決賽特別委託作曲家王辰威創作的指定曲，參賽者需要在面對首

演作品時，是否能夠透過樂譜勾勒出整首樂曲的樣貌以及對於作曲家的理解，在參賽者彼此生長環境不同的情況下，

是否可以展現出各指定曲不同風貌，是比賽的一大看點！

臺北市民族器樂大賽於今年進入第 30 屆，將於 2023 年 4 月

18 日、4 月 20 日、4 月 22 日，分別舉辦複賽、決賽以及最後

的「弦悅—二胡名家之夜」。延續去年 COVID-19 疫情之影

響，本屆比賽依舊分為「臺灣組」以及「大陸及海外組」，分

別以現場演奏與網路連線演奏進行比賽。該賽事今年特別邀

請高揚、邵琳以及趙劍華 3 位二胡名家擔任評審，並且將與

3 位臺灣組獲獎者一同登上名家之夜的舞臺，與觀眾們共同

暢響胡琴之美！

2023 臺北市民族器樂大賽篇

文 / 方信淵　   圖 / 臺北市立國樂團

三十而立　新生代演奏家的萌芽之地

名家系列 弦悅 — 二胡名家之夜

2023.04.22（六）19:30

地點：臺北市中山堂 中正廳

2023 臺北市民族器樂大賽 — 

複賽

2023.04.18（二）14:00 / 19:00

地點：臺北市中山堂 光復廳

決賽音樂會

2023.04.20（四）19:00

地點：臺北市中山堂 中正廳

※憑 4.22「弦悅 — 二胡名家之夜」

音樂會票券入場
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龍吟鳳噦・后土皇天
撰文、採訪 / 唐愷均       圖 / 臺北市立國樂團

2023 年 5 月 6 日，臺北市立國樂團（下稱北市國）將由指揮大師葉聰率隊帶來「皇天后土」音樂盛宴，席間不僅將

揮灑天地萬象的風華絕景，更將款款唱出人們面對一切蒼茫無常所萌發的信仰、智慧與生命哲學。

在這場音樂會中，北市國的笛聲部首席賴苡鈞以及享譽國際的笙演奏家吳巍將分別帶來馬來西亞作曲家江賜良與德

國作曲家 Enjott SCHNEIDER 為其量身打造的協奏曲；其中 SCHNEIDER 的《魔鬼與靈魂的秘密》原排定於 2020

上半年首演，卻迫於疫情延宕多時，如今終於將在臺北市中山堂隆重登場。

吳巍是活躍於國際主流舞臺的前衛笙演奏家，曾與不計其數的國際級一流樂團和指揮家合作演出，包括長野健與柏

林愛樂樂團、鄭明勳與首爾愛樂樂團、杜達美與洛杉磯愛樂樂團、沃可夫與 BBC 交響樂團、艾索普與卡布里洛音樂

節和聖保羅交響樂團、馬爾契與皇家斯德哥爾摩愛樂樂團和紐約愛樂樂團、梵志登和迪華特與荷蘭廣播愛樂樂團等

等，並經常受邀參與國際音樂節，諸如倫敦的 BBC 逍遙音樂節、巴黎秋季藝術節、多惱爾興根音樂節、愛丁堡國際

藝術節、東京三得利音樂廳夏季音樂節、德勒斯登音樂節、紐約林肯中心藝術節等等。

2010 年 5 月 29 日笙演奏家吳巍與臺北市立國樂團共同演繹 SCHNEIDER 所創作的《土與火》

活躍範圍廣及民俗、管弦、爵士、電子、極簡主義、巴洛克音樂等多元領域的吳巍，對於試驗新的聲音與詮釋方

式亦深懷熱忱，因此吸引眾多傑出作曲家為其量身譜寫作品，例如黃若的《玄黃》（2007）、Guus JANSSEN 的

Four Songs （2008）、陳 銀 淑 的 Su（2009）、Jukka TIENSUU 的 Teoton（2015）、Bern Richard DEUTSCH 的

Phaenomena（2019）、Ondrej ADAMEK 的 Lost Prayer Book（2019）、Donghong SHIN 的 Anecdote（2019）、還

有 Enjott SCHNEIDER 於 2003 年完成的 Changes 及其後多首作品等等。

SCHNEIDER 和吳巍擁有綿長且密切的合作關係——即將由北市國於 2023 年 5 月 6 日首演的《魔鬼與靈魂的秘密》

已是他提獻給吳巍的第 7 部作品，兩人深厚的交情亦在本作獻詞可見一斑：「獻給吳巍——帶著我的音樂走遍全世

界的朋友、暨旅無止境的獨奏家。 」

在 SCHNEIDER 看來，儘管許多亞洲國家早已高度發展為工商社會，並擁有相當優質的教育環境，但或許是出於

對家庭、祖先和死者的高度敬意，神、靈、鬼等不可見的超自然元素仍然在生活中扮演著重要角色，比方說，有

些人不由自主地將疾病視為祖先降下的懲罰，儘管科學和醫學的看法並非如此。

日常景色和作息中，亦隨處可見華人文化崇敬鬼神的蛛絲馬跡。SCHNEIDER 舉例：入口處（尤其是寺廟）的高

凸門檻是為防堵膝蓋僵硬而行動不便的亡靈而建造；透過格局和擺件的設計來調節氣場與能量的「風水」已成顯

學；於每年農曆 7 月 15 日慶祝的中元節是傳統祭祖的四大節日之一，旨在供奉祭品以招待每年 7 月暫時從陰間獲

釋的亡魂，根據傳統習俗，人們會在這個月避免夜遊、戲水等活動，以免招惹孤魂野鬼⋯⋯。

種種神話、傳說、現象和事件都是如此豐富多元卻又難以明確劃類，以至於 SCHNEIDER 僅能零碎列舉幾項，其

餘更多龐雜斑斕的，則能在《魔鬼與靈魂的秘密》這部作品中略窺一二—— SCHNEIDER 運用笙的獨奏張力描摹

個人的情感和恐懼，並與代表神秘靈界的樂團交織對話，在無垠的東方傳奇宇宙間共譜星圖。

「皇天后土」音樂會指揮葉聰 北市國笛聲部首席賴苡鈞
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就風格來說，有點像是視覺藝術中的超現實主義——你可以識別各個局部，但兜在一塊不知怎地就顯得不太和諧、

也不真實。

問：您曾說過《魔鬼與靈魂的秘密》是為了向華人文化及其音樂傳統致敬而作，能否再更具體地說明，華人文化

的哪個方面特別觸動您呢？

答：我喜愛亞洲文化的靈性和精神，因為它不像西方的思維方式那樣以「自我」為中心——家庭、祖先、對自然

的尊重等價值遠比無止境的本位主義重要得多！「自我」與理解和認知密不可分，但如今我們早已知道：比起全

然仰賴理性的生命經驗，感覺、冥想和不帶成見的虛心能夠傳遞更大的智慧。

問：您的第一首國樂合奏作品《土與火》也是由吳巍與北市國首演，那是一次怎樣的體驗？

答：天啊，當年（2010）的我還太不成氣候了。在那部作品之後，我又陸續完成好幾部國樂合奏作品，並讀了許

多相關的教科書和文獻，但是仍然學無止境！

問：您曾為許多不同的媒體創作音樂，包括電影和電視劇。對您來說，為音樂會譜寫作品的方法或技巧是否與其

他媒體有所不同？

答：某方面來說，影視配樂需要採用更普遍通俗的音樂語彙，但大原則是一樣的：我必須善用自己的聲響和節奏

揭示隱蔽的事物本質。我們大多都安逸於物質世界，然而無形的領域更加廣闊——圖像可以描繪事物的可見外觀，

音樂則能表述事物的內涵，也就是精神羈絆和靈性層面。不論是音樂會或影視配樂，優秀的作品都應該能引領聽

眾跳脫俗世、進入另一個超凡的精神世界。

問：您如何看待西方交響樂團和東方國樂團之間的異同？在您看來，跨文化合作對於當代樂界是件重要的事嗎？

答：從莫札特、貝多芬到馬勒、史特拉汶斯基及其他諸多當代作曲家，西方交響樂擁有相當悠久的傳統；可惜的

是，交響樂的基本結構完全仰賴記譜，而樂譜本身是一個死的東西——既未形成音樂、也還發不出聲響。當我嘗

試將一些音樂性的東西書寫下來，難免會在記錄過程中丟失許多內容！這就是為什麼爵士樂和道地的民謠（總是

充滿許多不在譜上的即興演繹）具有如此強烈的生命力和情緒感染力，西方交響樂則永遠奏不出同等的活力和直

率。我認為在國樂團中，有許多樂器都具備很高的彈性和自由度，且有許多音樂家能夠即興演奏⋯⋯西方的交響

音樂家無法即興！他們只能忠實地奏出譜上的音符，跟服從命令的士兵一樣。國樂團正好處在一個恰當的中間位置，

其間保留了許多民俗和即興的活力，讓我特別著迷。

問：在您長達數十年的作曲生涯中，您如何看待古典音樂界的變化？您認為它在未來將會如何發展？

答：在歐洲，有一種令人不快的趨勢——逐漸傾向於流行音樂、快速娛樂、以及膚淺如速食的聆聽型態！無論是

作為音樂家還是聽眾，人們都不再願意傾注時間，一切都必須快速推進；「老派」的古典音樂則是種高級藝術，通

常需要 10 到 15 年的勤練與學習才能上手。如今在歐洲，年輕人已不再有多餘時間練習了，他們渴望的是快速的

成功⋯⋯顯然吉他或薩克斯風遠比小提琴或大提琴來得速成許多。偉大的藝術始終建立在努力、學習、耐心和定

性的基礎上，而我發現這些價值觀在亞洲更加受到重視，反觀例如德國吧，人們不再具備耐心⋯⋯因為「自我」總

是不停大聲嚷嚷：「我現在就要！」

或許不只古典音樂圈，整個世界都在日新月異的物質刺激下越發著急轉動，只有少數藝術如音樂，能在無止息的

時光流轉中為心神定錨；而各自走過一紀歲月的 SCHNEIDER、吳巍與北市國，亦將在闊別 13 年後再度聚首於中

山堂舞臺，共創新穎而雋永的聽覺饗宴，邀請各位讀者共赴現場，親身領會跨國界的音樂魅力，為自己留下難以

言傳卻能滋養不止的生命刻痕。

接下來將透過與作曲家 SCHNEIDER 深度訪談，和《新絲路》讀者分享作品背後的更多故事及理念。從

SCHNEIDER 的直率言談間，更讓我們有機會從不同文化的視角回望國樂團的處境，或許能由此為國樂發展找出

一條最適切而自信自在的路。

問：您長年與即將首演《魔鬼與靈魂的秘密》的笙演奏家——吳巍老師密切合作，能否和我們簡單分享兩位初識

的經過與合作的契機？

答：1997 年，我正為西門子集團 150 週年慶祝活動譜寫一系列音樂作品，考量到樂曲必須具備傳播各大洲的全球

性，我需要一位來自亞洲的音樂家，因而結識了剛落腳柏林的吳巍。緊隨而來的就是親密的友誼和大量的音樂啦

！因為我們很快就將對方視為知己——soul brothers ！

問：吳巍對於笙的理解和專長是否也為《魔鬼與靈魂的秘密》的創作過程帶來影響？

答：吳巍對笙獨奏性的貢獻是無庸置疑的——在過去 25 年來的密切合作中，我從他那裡學到了這件美妙樂器的各

種潛力與可能性；不過另一方面，《魔鬼與靈魂的秘密》的現代管弦語彙亦不全然取決於獨奏樂器，而是基於數十

年來的創作經驗——從兩千多部作品和諸多影視配樂的創作歷程中，我學會了企及並吸引人們的方法，音樂是一

種語言，擁有屬於自己的詞彙以及傳達情感與氛圍的方式，並且隨著演進越發生動有效，讓我能夠據以引導、影

響和觸動聽眾。

問：《魔鬼與靈魂的秘密》打從標題便透露了某種黑暗、神秘的訊息，實務上，您傾向透過哪種方式（或運用哪些

音樂元素）來營造超自然的感覺呢？

答：哦！這真是一言難盡。如同前面聊到的，這需要長時間的經驗積累以及「學會用音樂說話」。舉例來說，我會

運用非常兩極的明暗音色對比，在速度方面則營造由「常規」逐步趨向「靜止」的時間感（畢竟在死後的世界中

沒有時間！）並透過複格律（Polymetrik）、複節奏（Polyrhythmik）等手法構築多層次的速度感。我也經常使用

不精確、不清晰的音樂語彙諸如滑音（Glissando）和音堆⋯⋯就好像身在夢中，無法辨識出清楚的脈絡和輪廓。

笙演奏家吳巍 作曲家 Enjott SCHNEIDER
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樂友國樂團指揮．毛佩蓉 成北校友團團員．傅明蔚

本專欄「國樂經營之道系列」，專訪臺灣資深國樂經營者，帶領讀者深入了解不同縣市與團隊的經營甘苦與獨門心法。

系列第 2 輯，定題為「孩子會長大」——我們時常想著，音樂界競爭之激烈，職業演奏家往往百中選一，那麼剩下的

九十九人去哪兒了呢？他們的生命如何繼續與音樂聯繫？而非音樂從業人口如此之多，要如何讓他們接觸國樂、愛上

音樂？這些多元複雜的人口組成，如何化作灌溉國樂生態的養分？本文邀請到桃園樂友國樂團首席指揮毛佩蓉，以及

北一成功校友國樂團（下稱成北校友團）第十屆團長傅明蔚，分享他們對於國樂終身學習的願景與實踐。

毛佩蓉：國樂作為人格成長與社會實踐

關於「終身學習」的議題，毛佩蓉在桃園耕耘了數十年，經營的樂友國樂團對各年齡層的人都開放，堪稱榜樣。該團

起初為中小學教師國樂團，後來陸續招收學齡的國樂學生，團員年齡從小學生到七十多歲的師長都有。除了定期演出，

樂友國樂團也注重年輕學子的栽培，積極提供獨奏機會。毛佩蓉表示：「我們每年都會辦兩場音樂會，不管年輕人想協

專訪毛佩蓉、傅明蔚

國樂經營之道系列

        
採訪、撰文 / 顏采騰  圖 / 毛佩蓉、傅明蔚

孩子會長大—談終身學習國樂的願景

天韻音樂協會活動留影

奏什麼，都給他協奏，我們這些老師都願意擔任伴奏。 」多年以來，該團已培養了不少國樂人才，對於國樂師生而言，

樂友國樂團無疑是能為他們提供藝術才華、延續音樂熱情，甚至進行跨世代交流的場所。

毛佩蓉也關注偏鄉、弱勢及社區教育，不遺餘力地散播國樂之愛。她經營的「夢想啟飛音樂協會」以幫助弱勢兒童為

宗旨，不惜長途跋涉到桃園偏遠山區，為孩子們教授國樂。即便單程交通時間遠遠超過教課時間，老師們仍樂於付出。此外，

「天韻音樂協會」主要提供公益性的器樂課程，並獲得勞動部在職訓練補助，特別鼓勵 45 歲以上的學員參與，45 歲

以下政府補助一般勞工訓練費 80％、45 歲以上補助全額訓練費，讓那些經濟能力有限卻喜愛音樂的人們能圓一個夢。

也許有人會覺得，這些苦差事吃力不討好，為何不將

心力花在更能做出成績的學校或專業教育上？然而，

這些並非毛佩蓉最關心的。她舉例，帶學生參加比賽

時，最關心的不是成績，而是學生的感受：「他們下台

後，我總是馬上問，在上面演的開不開心？他們說很

開心，這樣就很好了。 」透過練習與上台，學生能克

服心理障礙、養成自律習慣，進而建立科班成績至上

以外的價值觀。而有些年長者退休後百無聊賴，透過

器樂的學習，他們也能找回生活的規律與重心。毛佩

蓉讓我們看見，國樂的價值不僅僅在於藝術美學，更

在於作為人際樞紐、人格成長、生活調劑甚至是實踐

社會責任的媒介。

樂友國樂團演出合影
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夢想啟飛音樂協會舉辦慈善公益音樂會

成北校友團團徽 成北校友團與活躍在國樂界演奏家同臺飆樂

傅明蔚：校友團作為「擬血緣」、「自願性」之組織

若說毛佩蓉的經營面向在於科班師生、樂齡與弱勢族群，那麼傅明蔚與北一成功校友國樂團（下稱成北校友團）所經

營的，則是一群非科班、青壯年的國樂愛好者。成北校友團成立於 1998 年，是國內相當成熟的指標性業餘團隊。團

員們雖多為業餘愛好者，卻同樣為國樂界帶來豐沛的能量。

傅明蔚指出，成北校友團首先是一個「自願性組織」（voluntary association），然後是一個「擬血緣」的，具有「陪伴」

功能的親密群體。校友團並不以營利為目的，團員皆是純粹熱愛音樂而自願集結，不僅沒有演出費可拿，還得自掏腰

包繳團費。因為是純粹熱愛，所以「他們其實也是一群鐵粉，他們會自己演，然後也喜歡去看別人演，非常非常的忠

實」，傅明蔚提到，他們無疑是國樂欣賞與消費的一大力量。同時，校友團是「擬血緣」的，因為團隊去中心化、沒

有嚴格的從屬階級，不論團員間差多少歲，彼此都是學長學弟／學姐學妹的親近關係。除了音樂上的磨練，年紀較長

的學長姐也能為學弟妹解惑學業與生涯規劃，提供健全的人際網絡與社會支持。

正是因為校友團不具利益關係，成員之間能建立毫無雜質的深刻連結，也能保留對於國樂的純粹熱愛。其實，傅明蔚

本人即是最好的例子——她在北一女國樂團接受國樂啟蒙，之後雖未進入國樂系所，但仍持續耕耘於校友團及演出幕

後工作，如今是資深的藝術行政、音樂文字書寫者及研究者，這是她愛著國樂的方式。

二十餘年來，許多校友陸續在臺灣音樂館、臺灣國樂團、誠品表演廳等單位任職，成為音樂界的專業人才，成為職業

演奏家的也大有人在。傅明蔚表示：「成北就像一個創新育成基地一樣，提供願意做事情的年輕人們，一個安全的、

受到學長姐們保護的實驗空間。 」同樣地，即使學長姐放下樂器已久，只要有時間與意願，他們也隨時能回來享受合

奏的美好。這種「孵化器」與「避風港」的特性，讓樂團不只是業餘愛好者的表演管道，更是產業扶植的平台、與終

身學習的媒介。

找到定位、堅守火苗

透過兩位老師的例子，我們可以看到，不同團隊規模或大或小，或專業或業餘，其實都有其獨特的價值定位與社會功

能。許多人以為音樂就是崇高藝術或精湛技藝的追求，因而鄙視社區或業餘團隊的活動。然而，業餘團與公立／職業

樂團的設立初衷本就不同，傅明蔚認為，「職業樂團成立的目的與方向性，以及需要的藝術高度，是完全不一樣的。

業餘團也有自己的理念與功能，對於整體的藝文生態其實都是健康的面向。 」認識到己身與他者的差異，進一步定位

自己的長處與貢獻，團隊才能發揮最好的功效。

毛佩蓉則進一步指出，團隊經營的關鍵在於「有多少人做多少事」，必須隨著時代、環境、資源的變化做出調整，不

必堅守特定目標或 KPI。然而，更重要的是堅持不懈，即使風中殘燭也要堅守下去：「即使樂團剩下 5 個人我們還是

會演，只要留下一點點火苗，那這個團就會繼續存在。 」如同毛佩蓉在國樂論壇分享的，即使學校國樂團因教育政策

改變而受到衝擊，樂團編制不盡理想，她還是會堅持帶學生參加比賽，只為堅守火苗。傅明蔚也回應道，成北校友團

近年雖因國樂大環境而難堅持大型音樂會演出，但他們「進可攻音樂廳、退可守咖啡廳」，永遠保有彈性與動能，找

到永續經營的法門。這是所有國樂經營者值得學習的。

回到本文的核心問題：國樂如何實現終身學習？兩位老師的例子告訴我們，要熱烈地去愛音樂，並傳播這份愛。因為

對音樂的熱愛，它才能成為生命中不可或缺的一部分，並且永遠激發參與的動力。兩位老師不僅以身作則，也將之看

作國樂經營的核心理念，因而使國樂充滿生命力、並持續永續。
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2017 年 2 月，寫給二胡、琵琶、笛子和爪哇甘美朗的樂曲 Mengimpi 在 Wesleyan 大學首演

2020 年 2 月 4 日，Smith 大學國樂團第一次練習

異鄉異地異文化 ⸺
淺談美國兩所大學國樂團的發展

在 2022 年 12 月兩個寒冷的冬夜，美國東岸兩所大學的國樂團分別發表了期末音樂會。Wesleyan Chinese Music 

Ensemble 29 位團員和 Smith College Chinese Music Ensemble 19 位團員，各自在近一個小時的表演中呈現了 8 首樂

曲，全體合奏、小重奏、歌唱與樂團、樂器獨奏、京劇演唱等，團員們並各自介紹他們的樂器。音樂會後，有觀眾前

來道謝，說這是他們在美國第一次如此近距離的接觸國樂；有華裔學生說他們聽到了小時候熟悉的聲音；也有來自臺

灣和中國的留學生說他們因鄉愁而落淚。

今年是我在美國指導國樂團的第十年（第 19 個學期），一切源於 2007 年的博士生時期。國立臺灣師範大學音樂學系

主修二胡的我，畢業後曾在臺灣教音樂和帶領國樂團，後到英國 University of Sheffield 攻讀民族音樂學碩士學位。由

於此一背景，在進入 Wesleyan University 讀博士時便擔任該校國樂團的助教，次年被聘為專任指導。到了 2020 年，

又協助 Smith College 創立了國樂團。一路走來，有摸索、有挑戰、還有很多寶貴的經驗和收穫。本文將就個人經歷

淺談國樂團在美國東岸大學中的發展，以及個人帶團所見所聞與感想。

文 / 呂家玗 （美國Wesleyan 大學國樂團及Smith大學國樂團指導/指揮）      圖 / 呂家玗

1 傳統中式樂器組成的音樂團體，在臺灣主要稱之為「國樂團」，在中國多稱為「民樂團」或「民族樂團」，在香港和澳門稱之為「中 

 樂團」，而在新馬則稱之為「華樂團」。在美國的英文名稱均為 Chinese Music Ensemble╱Orchestra，若有中文名稱通常會依據創立 

 者或成員背景而定。在大學裡的樂團則由於成員的背景多元，通常沒有固定名稱，像我會稱之為國樂團，而我的中國學生們則稱之 

 為民樂團。此文中，我將使用「國樂團」來稱呼我所帶領的這兩個樂團。

2 List of Chinese Ensembles and Musicians in North America。擷取日期 2023 年 3 月 27 日。

 https://docs.google.com/document/d/1TIpcGs6kNUEXPynkGinXkEsrE5ulSU-aWS48gi3k2lg/edit#。  
3  同上。

國樂團在美國大學紮根，學生自主爭取開課

從 19 世紀中開始，移民北美的華人逐漸將各式各樣的華人音樂帶到了美國。據民族音樂學家 David BADAGNANI 的

統計，美國現今約有 170 多個國樂團在活躍著。自 1960 年代起，美國一些大學陸續出現國樂團的蹤跡，有許多是學生

組織的社團，而做為學校正式課程的則為數不多。現今美國有二十多所大學開設了國樂團課程，其中就包括上述我所

指導的 2 個樂團。有趣的是，兩者的成立皆非學校主動規劃，而是由學生推動才產生的。

Wesleyan University 是位於美國東北部康乃狄克州（Connecticut） 的一所文理大學，1831 年成立，現有約 3,000 名大

學生和 130 名研究生。1960 年代，學校的音樂系開始重視非西方的音樂文化，陸續開設了一些以世界音樂（World 

Music）為題的課程和樂團，包括南印度音樂、印尼爪哇甘美朗、非洲鼓等。2001 年時，有幾位對國樂有興趣的大學

生，自發地聚在一起演奏，他們尋求音樂系鄭蘇教授的協助，從紐約延請王國偉老師來指導，並在 2002 年秋季正式成

立了國樂團。自此，學生可以選修樂團課，取得成績和一個學分。2008 年時，我接棒了王老師的工作，之後除了曾因

回臺灣做田野調查中斷三年以外，長期以來我都負責該團的規劃、授課及指揮。

Smith College 則是位於麻薩諸塞州（Massachusetts）的一所文理學院女校，成立於 1871 年，現有近 2,100 名大學生，

音樂團體以西方古典音樂為主。2019 年 5 月，一群中國學生到音樂系表達了想要成立國樂團的意願，系上聯絡我幫忙

，經過一連串與學校和學生的溝通，在當年底購買了一批樂器，2020 年 2 月開始試運行。一開始就有二十多位中國留

學生參與，學校認為有足夠的需求，就在下一個學期成立了樂團，成為一門一學分但不算成績的正式課程。
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與華人世界的國樂團截然不同的困境與挑戰

看似穩定成長的國樂團，經營起來其實不太容易。以下我想談談個人在美國帶領國樂團所面臨的一些選擇和挑戰，以

及處理的方法。

放眼美國大學的國樂團，也跟在華人世界一樣，有不同路線的選擇，可能是基於學校或其音樂系對於樂團的定位，也

可能是基於指導者的偏好。有些樂團只招收有音樂背景的團員；有些樂團比較強調「傳統」，避免使用西洋和聲或流行

化樂曲，也不設指揮；有些樂團會融合國樂器與小提琴、長笛、鋼琴等其他西洋樂器。幸運的是，兩所學校都將指導

樂團事務交由我全權負責。基於想讓更多人有機會能接觸國樂的出發點，我個人的選擇是將樂團開放給所有的人，校

內學生即使沒有音樂背景也可以參加，校外人士只要有興趣也能帶樂器來參與。

挑選曲目時，我也傾向多樣化：傳統、現代、流行、新創樂曲，只要是適合樂團編制及團員程度的都可以嘗試；無論

是臺灣、中國、香港、新加坡、以及海外華裔所創作的樂曲，也都在我的選擇範圍內。但由於樂團的獨特性，像是編

制受限於樂器數量，以及樂手程度差距大等，使得許多現成樂曲無法直接使用。有鑑於此，我會將一些現成曲子加以

改編，以符合樂團需求，另外也有不少樂曲是由我或者一些有興趣有能力的學生為樂團所編寫的。

樂器不易取得及保養維修，每一件都被視為珍寶

在美國大學帶國樂團，樂器的購買與維修是很大的一個難題。這兩個國樂團屬於中型編制，有十來種樂器，團員大約

在 15-30 人之間，所用的樂器幾乎都是學校提供的，只有極少數團員有自己的樂器。彈撥樂器有揚琴、古箏、琵琶、

柳琴、大阮、中阮、小阮、三弦；吹管樂器有笛、簫、21 簧笙、葫蘆絲、嗩吶；拉弦樂器有二胡、中胡、高胡、京胡；

打擊樂器則有鼓（排鼓、花盆鼓、堂鼓）、各種鑼鈸、碰鈴、木魚、梆子等。

樂器都是多年來慢慢累積起來的，有的是從臺灣或中國購買之後運到美國，好處是能在店中挑選，品質較有保障，缺

點則是要有人親自到場提貨再搭機攜回美國，而且每次攜帶數量不能太多。另一種管道則是在網路上訂購，我曾透過

美國加州、加拿大多倫多及中國的幾間樂器行下單，優點是方便迅速，缺點則是只能藉由網上的照片或影片挑選樂器，

無法保證品質。

保養及維修樂器更是一大問題。美東的冬天室內會開暖氣，這使得樂器容易太乾燥而裂開。再說，樂器也經常在搬動

中受到損壞。但由於美東不太有國樂器專門店，很難找到人修理或整理樂器。有時，我或樂團成員會找機會把損壞的

樂器帶到紐約去找專業樂手幫忙修理，還有多次趁寒暑假回臺灣時，將樂器帶回去修復。有學生問過我，為何將樂器

都當作珍品一樣呵護？我真希望他們也能親歷這一次次的艱辛，必能體會而更加珍惜。

2014 年 5 月，在 Wesleyan 東亞研究所的臉書頁面上介紹了國樂團在畢業季表演的情況

4  王國偉是來自上海的二胡演奏家、作曲家和樂團指揮，現任紐約長風中樂團藝術總監。

5  學生至多能拿到 2 個學期的分數和 4 個學期的學分，超過再參與就等於是旁聽。

6  Smith College 和其鄰近的 4 所大學結盟成為 Five Colleges，彼此可以互相選課。其他 4 所為 Amherst College, Hampshire College,  
 Mount Holyoke College 和 University of Massachusetts at Amherst。有些 Smith 國樂團的成員是從其他學校來上課的。

追求文化認同感，多元參與跨界交流

這 2 個樂團的組成都以華人 / 華裔居多。據我觀察，2010 年我回臺灣做田野調查之前，Wesleyan 國樂團有半數以上

團員是非華人 / 華裔，但我 2013 年回到美國重新開始帶樂團後，發現華人和華裔人口的比重大幅增加了。以目前的

2023 年春季班為例，28 名學生中，只有 4 名不是華人 / 華裔。Smith 方面，由於樂團是由中國留學生催生的，開設的

前 2 個學期，參與者全是中國留學生，上課說中文也沒問題，而近兩個學期來則有不少華裔學生加入。

從學生問卷中可看到，許多學生參與樂團是因為學長姐的推薦，尤其中國留學生常用微信群溝通選課事宜，據說國樂

團常被推為必選課之一。問卷中也發現，許多華人 / 華裔學生選這門課是「想要更了解自己的文化」。我常聽到臺灣或

中國學生說他們在自己國內時因升學壓力，沒能接觸或學好國樂，到了美國，終於有機會進一步學習；並且，能在異

國演奏屬於自己文化的音樂，讓他們感到驕傲與滿足。至於在美國長大的華裔學生，有人告訴我，華人文化是他們既

熟悉又不太認識的部分，而參與國樂團讓他們更加貼近自己文化。而非華人 / 華裔學生參加樂團的原因就因人而異了，

有些是因為對亞洲文化或中華文化感興趣，有些是想要拓展自己的音樂視野，有些則是聽了音樂會受感動而想親身

參與。

除了每學期的期末音樂會之外，國樂團也常受

邀參加校內外的各種活動。校內的像是每年農

曆春節的晚會、Wesleyan 亞洲 / 華裔文化節、

畢業典禮時東亞研究所的聚會等；校外的則是

參與許多文化交流，像是到各級學校、圖書館、

或老人院等地介紹國樂。一些國樂界的大師也

陸續來到 Wesleyan 與國樂團做訪問交流，包括

琵琶演奏家吳蠻及高虹、安徽吹打樂隊周家班

等。

國樂團也常與其他音樂形式合作，包括與猶太

Klezmer 樂團、日本太鼓樂團、韓國鼓樂團等

一起演出。 此外，Wesleyan 音樂系教授 I. M. 

Harjito 還為國樂器寫了 2 首樂曲，一首是 2009

年首演的 Gendhing Erhu （給二胡和爪哇甘美

朗），另一首是 2017 年首演的 Mengimpi（給二

胡、琵琶、笛子和爪哇甘美朗）。



The next challenge is to simultaneously facilitate learning and progress for beginners and provide challenges and growth opportunities 
for experienced players. I have found that the improvement of the ensemble comes not only from the leadership of the instructor but also 
from the collaboration and cooperation among members. Moreover, the learning arrangement should be structured in a way that starts 
with the basics and progresses gradually. During class, I encourage experienced players to practice together with beginners, or randomly 
pair up members to collaborate and play together. 

During the first month of each semester, emphasis is placed on basic training. Usually, there are several experienced students, and 
Wesleyan also has three or four regular non-student members who make great mentors for new members8. Outside of class time, 
students are asked to submit weekly practice videos, which allow me to monitor their progress and provide timely feedback and 
guidance. Additionally, a mid-term exam is scheduled during the semester, which requires each student to perform what they have 
learned individually. During this initial training period, I continuously assess the proficiency of each member and plan the repertoire for 
the end-of-semester performance. More advanced students are given more challenging tasks, such as solo parts in the full ensemble, 
small ensemble, or even concertos. 

The format of the class often varies, with two or three members of the ensemble sometimes practicing together in small groups, the 
entire ensemble rehearsing together at other times, sections sometimes practicing individually, and different groups practicing different 
pieces at other times. Members collaborate with each other, making the ensemble not just a class, but more like a big family. I am 
pleased to see that members often gather together after class to have meals, study, play, or practice music together. Some members even 
come back to “visit their family” after leaving and encourage their friends to join the ensemble. Perhaps it is because of this sense of 
community that the ensemble is able to grow steadily. 

The past three years have been the most severe period of the COVID-19 pandemic. For an ensemble that uses school instruments and 
has many beginners, and where the majority of members are international students, it has been an entirely different challenge. Despite 
this, I have striven to keep the ensemble running during the epidemic. Due to space constraints, though, I will relate details about 
teaching during the epidemic at another opportunity. 

As we enter April, I am filled with excitement as both Chinese Music Ensembles at the two schools are vigorously preparing for their 
end-of-semester performance. After each practice, it brings me immense joy to see the happy and satisfied expressions on the faces of 
the ensemble members. It reminds me of the many graduating students who have shared with me how the ensemble has positively 
impacted their lives, and the positive feedback received from various audiences after our performances. All of these experiences have 
made me feel incredibly fortunate. As we move forward, I hope to see Chinese music continue to shine in this diverse land of America, 
and I look forward to having more opportunities for exchange and learning with music circles in Taiwan and around the world.

On two cold winter nights in December 2022, Chinese music ensembles1 from two universities on the East Coast of the United 
States each held their final concerts. The Wesleyan Chinese Music Ensemble, with 29 members, and the Smith College Chinese 
Music Ensemble, with 19 members, each performed eight pieces that lasted nearly an hour. The program featured a diverse range 
of performances, including full ensemble pieces, small ensemble performances, singing with the ensemble, solo instrumental 
pieces, and Peking opera singing. Members also introduced their instruments, adding an extra layer of depth to the performance. 
After the concert, I was touched to see some audience members express their gratitude, stating that it was their first time experienc-
ing Chinese music up close in the U.S. Some Chinese-American students shared that they heard familiar sounds from their 
childhood, while some international students from Taiwan and China said they shed tears due to feelings of homesickness. It was a 
truly moving experience for all involved.

The Wesleyan Chinese Music Ensemble held their fall semester final performance in December 2022

Distinct Locations and Cultures ——
A Discussion on the Development of Two Chinese Music 
Ensembles in Universities in the United States

Text / Chia-Yu Joy LU (Director and Conductor, Wesleyan Chinese Music Ensemble and Smith College Chinese Music 

Ensemble)

Image / Chia-Yu Joy LU

1 Music groups consisting of traditional Chinese instruments are known as “guoyue tuan” in Taiwan, “minyue tuan” in mainland or “minzu yuetuan” 
   China, “zhongyue tuan” in Hong Kong and Macau, and “huayue tuan” in Singapore and Malaysia. In the U.S., these ensembles are typically  
   referred to as “Chinese Music Ensemble/Orchestra” in English. If they have a Chinese name, it is usually based on the background of the founder  
   or members. In university ensembles, the diverse backgrounds of the members mean that there is usually no fixed name. For example, 
   I call the ensemble I lead “guoyue tuan,” while my Chinese students call it “minyue yuan.” For the purposes of this article, 
   I will use “guoyue tuan” to refer to the two ensembles under my leadership. 
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7 Wesleyan 國樂團初成立時，一週只上一次課，每次 2 小時。2008 年春季班，也就是我當助教的第 2 學期時，我主動提議增加一堂 2 小 

 時的助教課。從 2008 年秋季到 2020 年秋季，樂團一週上兩次課，每次 2 小時。而從 2020 年春季開始至今，樂團一週上課兩次，每次 

 1.5 小時。

8 一位已退休音樂圖書館員 Alec MCLANE 從樂團草創時期就加入樂團至今，經年累月下來，會的樂器有六七種之多；一位現任音樂圖

 書館館長 Aaron BITTEL 從兩年前到 Wesleyan 工作以來就持續參與樂團，主要吹笙；還有一位住附近城鎮的臺灣媽媽，廖修綺，從

 2008 年開始就加入樂團，每學期都來幫忙，主要負責彈撥樂器。

每個學期都打掉重練，培訓新手也同時扶持樂團成長

成員的頻繁流動更是樂團持續成長的一個挑戰。由於是大學的課程，每學期參與的人員都不一樣，雖然有些人會反覆

回來，但還是有不少學生第一次加入。Wesleyan 國樂團一週上課 2 次，一次 1.5 小時。而 Smith 國樂團一週只上一

次課，也是 1.5 小時。這兩個樂團都沒有個別指導的老師。如何在短時間內教授十幾種樂器，帶領一個程度參差不齊

的樂團，照顧好每個人不同的需求，並在只有 3 個月的時間內（扣除假期 12 週）準備好一場公開的演奏會，乍聽之下

是項不可能的任務，但經過多年的摸索，這樣的任務我已經完成廿餘次，慢慢地也發展出自己帶領的模式。

第一步是選擇成員，雖然不要求新團員有音樂基礎，但希望他們有潛力和意願能在短時間內學好一門新樂器。所以，

每學期的第一門課我安排了面試，在簡單介紹課程和樂器以後，學生們和我一對一面談，並看簡譜打節奏。我會選擇

節奏感相對穩定又願意花時間學習的學生加入，並讓他們選一個樂器來學習。

接下來的困難是：如何能同時讓新手學習和進步，並讓有經驗的人接受到挑戰和成長。我發現，樂團的精進不僅來自

於指導者的帶領，更是團員間協作合作的成果。並且，學習的安排要由淺入深、循序漸進。上課時，我常會讓老手帶

著新手一起練習，或隨機配對讓團員們互相合作齊奏或重奏。

學期初的一個多月強調在基礎訓練。每學期通常會有幾位有經驗的學生，Wesleyan 還有三、四位固定的非學生成員，

他們都是幫忙帶領新手入門的好助手。課堂外，學生每週都被要求繳交練習的影片，藉此我能看到每個人的學習狀況，

並即時給予回饋和指導。學期中會有一次期中考，學生們個別向我演奏所學的樂曲。在基礎訓練的時期，我會不斷地

觀察每個團員的程度，並思考規劃期末演出的樂曲。程度較好的學生會被賦予更難的任務，像是在大團中的獨奏部分

或是小重奏、甚至是協奏。

上課的形式經常變化，有時兩、三個團員配組練習，有時整個團一起練習，有時分聲部練習，更有時分不同小組同時

練習不同樂曲。團員間相互合作讓樂團不僅僅是一門課，而更像是一個大家庭，我很欣慰常看到團員們課外一起約吃

飯、學習、玩樂，或者一起練習音樂。有的團員在離開後還會常回來「探望家人」，並介紹朋友來參加樂團。或許也因

為如此，樂團終能穩定成長。

過去三年是疫情最嚴重的時期。對於一個使用學校樂器、很多新手、大部分成員為海外留學生的樂團來說，又是截然

不同的挑戰。我盡力在疫情期間仍維持國樂團的運作，鑑於篇幅有限，關於疫情中的教學，往後有機會再另行介紹。

踏入 4 月份了，兩所學校的國樂團正如火如荼準備著即將到來的期末表演。練完團，看著團員們開心滿足的神情，想

起歷年來畢業學生告訴我樂團對他們生活的正面影響，以及演出後各方觀眾傳達的正向回饋，這種種都讓我覺得自己

很幸運也很幸福。我期望國樂能在美國這塊多元土地上持續發光發亮，也希望將來能和臺灣和世界各地的音樂圈有更

多交流和學習的機會。



The next challenge is to simultaneously facilitate learning and progress for beginners and provide challenges and growth opportunities 
for experienced players. I have found that the improvement of the ensemble comes not only from the leadership of the instructor but also 
from the collaboration and cooperation among members. Moreover, the learning arrangement should be structured in a way that starts 
with the basics and progresses gradually. During class, I encourage experienced players to practice together with beginners, or randomly 
pair up members to collaborate and play together. 

During the first month of each semester, emphasis is placed on basic training. Usually, there are several experienced students, and 
Wesleyan also has three or four regular non-student members who make great mentors for new members8. Outside of class time, 
students are asked to submit weekly practice videos, which allow me to monitor their progress and provide timely feedback and 
guidance. Additionally, a mid-term exam is scheduled during the semester, which requires each student to perform what they have 
learned individually. During this initial training period, I continuously assess the proficiency of each member and plan the repertoire for 
the end-of-semester performance. More advanced students are given more challenging tasks, such as solo parts in the full ensemble, 
small ensemble, or even concertos. 

The format of the class often varies, with two or three members of the ensemble sometimes practicing together in small groups, the 
entire ensemble rehearsing together at other times, sections sometimes practicing individually, and different groups practicing different 
pieces at other times. Members collaborate with each other, making the ensemble not just a class, but more like a big family. I am 
pleased to see that members often gather together after class to have meals, study, play, or practice music together. Some members even 
come back to “visit their family” after leaving and encourage their friends to join the ensemble. Perhaps it is because of this sense of 
community that the ensemble is able to grow steadily. 

The past three years have been the most severe period of the COVID-19 pandemic. For an ensemble that uses school instruments and 
has many beginners, and where the majority of members are international students, it has been an entirely different challenge. Despite 
this, I have striven to keep the ensemble running during the epidemic. Due to space constraints, though, I will relate details about 
teaching during the epidemic at another opportunity. 

As we enter April, I am filled with excitement as both Chinese Music Ensembles at the two schools are vigorously preparing for their 
end-of-semester performance. After each practice, it brings me immense joy to see the happy and satisfied expressions on the faces of 
the ensemble members. It reminds me of the many graduating students who have shared with me how the ensemble has positively 
impacted their lives, and the positive feedback received from various audiences after our performances. All of these experiences have 
made me feel incredibly fortunate. As we move forward, I hope to see Chinese music continue to shine in this diverse land of America, 
and I look forward to having more opportunities for exchange and learning with music circles in Taiwan and around the world.

2 List of Chinese Ensembles and Musicians in North America, 
   https://docs.google.com/document/d/1TIpcGs6kNUEXPynkGinXkEsrE5ulSU-aWS48gi3k2lg/edit#, accessed in March 27, 2023.  
3 Ibid.
4 WANG Guowei hails from Shanghai and is a celebrated erhu performer, instructor, composer, and ensemble conductor. 
   He presently holds the position of Artistic Director for Music from China, a New York-based Chinese ensemble. 
5 Students can receive grades for a maximum of two semesters and credits for four semesters. 
   Any amount exceeding this is considered equivalent to auditing the course.

This year marks my 10th year leading Chinese music ensembles in the U.S. (the 19th semester), which started during my doctoral 
studies in 2007. As a music major specializing in the erhu performance at National Taiwan Normal University, I taught music and led 
a few Chinese music ensembles in Taiwan after graduation. Later, I pursued my master’s degree in ethnomusicology at the University 
of Sheffield, U.K. My background led me to become the teaching assistant for the Wesleyan Chinese Music Ensemble when I entered 
their doctoral program, and was hired as a music director the following year. In 2020, I also played a role in the establishment of the 
Chinese music ensemble at Smith College. Along the way, there were explorations, challenges, and many valuable experiences and 
gains. This article will discuss the development of Chinese music ensembles in East Coast universities in the U.S. from my personal 
experience, as well as my observations and insights gained from leading the ensembles. 

Chinese Music Ensembles 
Thrive in U.S. Universities as Students Demand Courses
Since the mid-19th century, Chinese immigrants to North America have gradually introduced various forms of Chinese music to the 
U.S. According to statistics compiled by ethnomusicologist David BADAGNANI, there are currently over 170 active Chinese music 
ensembles in the country2. Since the 1960s, Chinese music ensembles have gradually appeared in some American universities, includ-
ing many student-run amateur groups, but there are few that are formal courses. Today, over 20 universities in the U.S. offer Chinese 
music ensemble courses3, including the two aforementioned ensembles I direct. Interestingly, neither of these ensembles was initiated 
by the schools themselves, but rather by students pushing for their establishment.

Wesleyan University is a liberal arts university located in the northeastern state of Connecticut. It was founded in 1831 and currently 
has approximately 3,000 undergraduates and 130 graduate students. In the 1960s, Wesleyan’s music department began to pay attention 
to non-Western music cultures and subsequently opened many courses and ensembles focusing on world music, including South Indian 
music, Indonesian gamelan, African drums, and more. In 2001, a few students with an interest in Chinese music spontaneously gathered 
to play and sought the assistance of Professor SU Zheng in the music department. They invited WANG Guowei4 from New York to 
come and teach, and officially established the Chinese music ensemble in the fall of 2002. Since then, students have been able to get 
grades and earn one academic credit by taking the ensemble course5. In 2008, I took over WANG's position and have been responsible 
for planning, teaching, and conducting the ensemble, except for a three-year interruption due to fieldwork in Taiwan. 

Smith College is a women’s liberal arts college located in the neighboring state of Massachusetts. Founded in 1871, it currently has 
nearly 2,100 undergraduate students. The music groups on campus primarily focus on Western classical music. In May 2019, a group 
of Chinese students expressed to the music department their desire to form a Chinese music ensemble. The department contacted me 
for assistance. After a series of communications with the school and the students, a number of instruments were purchased at the end 
of the year, and the ensemble began trial operation in February 2020. Initially, over 20 Chinese students participated, and with sufficient 
demand, the school established the ensemble as a one-credit but non-graded formal course in the following semester6. 
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6 Smith College and four other nearby colleges have formed an alliance called Five Colleges, which allows students to take courses at each other’s
   institutions. The other four colleges are Amherst College, Hampshire College, Mount Holyoke College, and the University of Massachusetts 
   at Amherst. Some members of the Smith College Chinese Music Ensemble have taken classes from other schools in the alliance.  

Seeking Self Through Culture, Engaging Diverse Fields in Exchange
The composition of students in both music ensembles is predominantly Chinese/Chinese-American. Based on my observation, prior to 
my return to Taiwan for fieldwork in 2010, more than half of the Wesleyan Chinese Music Ensemble members were neither Chinese 
nor Chinese-American. However, upon my return the U.S. in 2013 to resume teaching the ensemble, I noticed a significant increase in 
the proportion of Chinese and Chinese-American members. In the current 2023 spring semester, for instance, out of 28 students, only 
four are neither Chinese nor Chinese-American. As for Smith College, since the ensemble was initiated by Chinese international 
students, all participants in the first few semesters were Chinese. This meant it was not an issue to speak Mandarin Chinese in class. 
However, in the past couple of semesters, many Chinese-American students have joined the ensemble.

Based on the student questionnaires, it is evident that many students join the ensemble due to recommendations from their senior 
colleagues, particularly Chinese international students who often use WeChat groups to communicate about course selection. The 
Chinese music ensemble course is frequently suggested as “one of the most worthwhile courses to choose.” The questionnaires also 
revealed that many Chinese/Chinese-American students chose this course because they “want to understand their own culture better.” 
I often hear Taiwanese or Chinese students express the thoughts that they missed out on learning or experiencing Chinese music due to 
academic pressure in their home country. However, when they come to the U.S., they finally have the opportunity to do so, and playing 
music from their own culture in a foreign land instills pride and satisfaction in them. Chinese-American students who grew up in the 
U.S., on the other hand, have told me that they find Chinese culture a familiar yet poorly understood aspect of their identity, and partici-
pating in the Chinese music ensemble helps them reconnect with their roots. Non-Chinese/non-Chinese-American students have their 
own unique reasons for joining the ensemble; some are intrigued by Asian or Chinese culture, some want to expand their musical 
horizons, and others were inspired by a concert and wish to participate personally.  

In addition to end-of-semester concerts, the Chinese music ensembles are often invited to participate in various events both on and off 
campus. On-campus events include the annual Lunar New Year celebration, Wesleyan’s Asian/Asian-American Culture Festival, and 
gatherings for the East Asian Studies program during commencement. Off-campus events include cultural exchanges such as introduc-
ing Chinese music to schools, libraries, and senior centers. Some renowned masters in the Chinese music industry have also come to 
Wesleyan to visit and exchange ideas with the ensemble, including pipa masters WU Man and GAO Hong, as well as the Anhui wind 
and percussion group ZHOU Family Band. 

In March 2016, pipa virtuoso WU Man visited Wesleyan University and 
interacted with the Chinese Music Ensemble. The author of this article can 
be seen on her left 

Members of the Wesleyan Chinese Music Ensemble played in small groups 
during regular class meetings



The next challenge is to simultaneously facilitate learning and progress for beginners and provide challenges and growth opportunities 
for experienced players. I have found that the improvement of the ensemble comes not only from the leadership of the instructor but also 
from the collaboration and cooperation among members. Moreover, the learning arrangement should be structured in a way that starts 
with the basics and progresses gradually. During class, I encourage experienced players to practice together with beginners, or randomly 
pair up members to collaborate and play together. 

During the first month of each semester, emphasis is placed on basic training. Usually, there are several experienced students, and 
Wesleyan also has three or four regular non-student members who make great mentors for new members8. Outside of class time, 
students are asked to submit weekly practice videos, which allow me to monitor their progress and provide timely feedback and 
guidance. Additionally, a mid-term exam is scheduled during the semester, which requires each student to perform what they have 
learned individually. During this initial training period, I continuously assess the proficiency of each member and plan the repertoire for 
the end-of-semester performance. More advanced students are given more challenging tasks, such as solo parts in the full ensemble, 
small ensemble, or even concertos. 

The format of the class often varies, with two or three members of the ensemble sometimes practicing together in small groups, the 
entire ensemble rehearsing together at other times, sections sometimes practicing individually, and different groups practicing different 
pieces at other times. Members collaborate with each other, making the ensemble not just a class, but more like a big family. I am 
pleased to see that members often gather together after class to have meals, study, play, or practice music together. Some members even 
come back to “visit their family” after leaving and encourage their friends to join the ensemble. Perhaps it is because of this sense of 
community that the ensemble is able to grow steadily. 

The past three years have been the most severe period of the COVID-19 pandemic. For an ensemble that uses school instruments and 
has many beginners, and where the majority of members are international students, it has been an entirely different challenge. Despite 
this, I have striven to keep the ensemble running during the epidemic. Due to space constraints, though, I will relate details about 
teaching during the epidemic at another opportunity. 

As we enter April, I am filled with excitement as both Chinese Music Ensembles at the two schools are vigorously preparing for their 
end-of-semester performance. After each practice, it brings me immense joy to see the happy and satisfied expressions on the faces of 
the ensemble members. It reminds me of the many graduating students who have shared with me how the ensemble has positively 
impacted their lives, and the positive feedback received from various audiences after our performances. All of these experiences have 
made me feel incredibly fortunate. As we move forward, I hope to see Chinese music continue to shine in this diverse land of America, 
and I look forward to having more opportunities for exchange and learning with music circles in Taiwan and around the world.

Starting Anew Each Semester, 
Training Newcomers while Nurturing the Ensemble’s Growth
The frequent turnover of members presents a challenge for the ensemble’s ongoing development. As a university course, every semester 
sees a fresh intake of students, with some returning and others joining for the first time. The Wesleyan Chinese Music Ensemble meets 
twice a week for 1.5 hours each time7. Smith’s ensemble meets only once a week, also for 1.5 hours. Both of these ensembles lack 
individual instrumental instructors, which makes teaching over a dozen instruments in a limited time, leading an uneven group of 
members with diverse needs, and preparing for a public performance within just three months (12 weeks, excluding holiday break) seem 
like an impossible task. However, after years of trial and error, I have completed this task over twenty times and have gradually 
developed my own leadership style. 

The initial phase involves selecting members. While musical experience is not a prerequisite, I look for potential and a willingness to 
learn a new instrument within a short time frame. Therefore, I conduct interviews during the first class of each semester. After a brief 
introduction to the course and instruments, students have a one-on-one interview with me and a demonstration of their rhythmic abilities 
by reading cipher notation. I select students who display relatively stable rhythm and are motivated to learn, and let them choose an 
instrument to learn. 

The Chinese music ensembles also frequently collaborate with other music forms, including performances with Jewish Klezmer bands, 
Japanese Taiko groups, and Korean drumming ensembles. In addition, Wesleyan music professor I.M. Harjito has written two pieces 
of music for Chinese instruments: Gendhing Erhu, premiered in 2009 for erhu and Javanese gamelan, and Mengimpi, premiered in 
2017 for erhu, pipa, dizi, and Javanese gamelan. 

The Ensembles' Hurdles Differ from Those in Their Homelands 
The seemingly stable growth of the Chinese music ensemble is actually not easy to manage. Here, I would like to delve into the person-
al challenges and choices that I have encountered while leading Chinese music ensembles in the U.S., as well as the methods I have 
employed to tackle them. 

Looking at the Chinese music ensembles in American universities, just like in the Chinese world, there are different choices of 
direction, which may be determined by the school or the music department’s positioning of the ensemble, or the preference of the 
director. Some ensembles recruit only members with a music background, while others emphasize “tradition” and avoid using Western 
harmony or popular music, with no conductor. Some ensembles blend Chinese instruments with other instruments such as violin, flute, 
and piano. Fortunately, both schools have entrusted me with full responsibility for leading the ensemble. Following my desire to 
provide more opportunities for people to experience Chinese music, I have opened the ensemble to all, allowing students without a 
music background to participate and welcoming anyone interested in bringing their Chinese instruments to join. 

When it comes to selecting repertoire, I also tend to be diverse: traditional, modern, popular, and newly created music can all be tried 
as long as they are appropriate for the ensemble’s instrumentation and the members’ skill level. Music composed by Taiwanese, 
Chinese, Hong Kong, Singaporean, and overseas Chinese composers are all within my selection range. However, the unique nature of 
the ensemble, including limited instrumentation and skill level disparities among players, means that many existing pieces cannot be 
used directly. To address this issue, I adapt some existing pieces to fit the needs of the ensemble. Additionally, many pieces are written 
for the ensemble by myself or some interested and capable students.

Instruments Are Treasures Due to Their Rarity and Maintenance Needs
When leading a Chinese music ensemble at American universities, purchasing and maintaining instruments pose a great challenge. The 
ensembles at both schools are medium-sized with over ten types of instruments and 15–30 members, and almost all of the instruments 
used are provided by the school. Only a few members use their own instruments. The plucked-string instruments include yangqin, 
guzheng, pipa, liuqin, daruan, zhongruan, xiaoruan, and sanxian. The wind instruments include dizi, 21-reed sheng, hulusi, xiao, and 
suona. The bowed-string instruments include erhu, zhonghu, gaohu, and jinghu. The percussion instruments include drums (huapengu, 
paigu, tanggu), various cymbals and gongs, bells, woodblocks, and bangzi. 

The instruments have accumulated over the years, with some purchased from Taiwan and mainland China and brought back to the U.S. 
While selecting instruments in-store ensures quality, it is also a logistical challenge, requiring someone to pick up and carry them back 
to the U.S. by plane. I have also placed orders through several instrument shops in California, Toronto, and China. Online orders 
provide convenience, but quality cannot always be guaranteed, as instruments can only be selected based on photos or videos. 

Maintaining and repairing instruments poses another significant challenge. During the winter, indoor heating is often turned on in the 
northeastern U.S., which causes the instruments to be vulnerable to cracking. Furthermore, instruments are frequently damaged during 
transportation. Unfortunately, there aren’t many Chinese instrument specialty stores in the eastern U.S., making it difficult to find 
someone to help with repairs or maintenance. Occasionally, we take damaged instruments to New York to seek assistance from profes-
sional musicians for repairs. I have also brought instruments back to Taiwan for repair on multiple occasions during winter and summer 
vacations. Some students have asked me why I treat the instruments as if they were precious treasures. I hope they can experience the 
hardships of maintaining and repairing instruments themselves and truly appreciate their value. 
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7 When the Wesleyan Chinese Music Ensemble was first established, classes were held only once a week for a duration of 2 hours. In the spring of 
2008, which was my second semester as a teaching assistant, I proposed to add a 2-hour TA session. From the fall of 2008 to the fall of 2020, 
the ensemble met twice a week for 2 hours each time. However, since the spring of 2020, the ensemble has been meeting twice a week for 1.5 
hours each time.

The Wesleyan Chinese Music Ensemble introduced Chinese music at a summer Mandarin Chinese camp in Connecticut in July 2019



The next challenge is to simultaneously facilitate learning and progress for beginners and provide challenges and growth opportunities 
for experienced players. I have found that the improvement of the ensemble comes not only from the leadership of the instructor but also 
from the collaboration and cooperation among members. Moreover, the learning arrangement should be structured in a way that starts 
with the basics and progresses gradually. During class, I encourage experienced players to practice together with beginners, or randomly 
pair up members to collaborate and play together. 

During the first month of each semester, emphasis is placed on basic training. Usually, there are several experienced students, and 
Wesleyan also has three or four regular non-student members who make great mentors for new members8. Outside of class time, 
students are asked to submit weekly practice videos, which allow me to monitor their progress and provide timely feedback and 
guidance. Additionally, a mid-term exam is scheduled during the semester, which requires each student to perform what they have 
learned individually. During this initial training period, I continuously assess the proficiency of each member and plan the repertoire for 
the end-of-semester performance. More advanced students are given more challenging tasks, such as solo parts in the full ensemble, 
small ensemble, or even concertos. 

The format of the class often varies, with two or three members of the ensemble sometimes practicing together in small groups, the 
entire ensemble rehearsing together at other times, sections sometimes practicing individually, and different groups practicing different 
pieces at other times. Members collaborate with each other, making the ensemble not just a class, but more like a big family. I am 
pleased to see that members often gather together after class to have meals, study, play, or practice music together. Some members even 
come back to “visit their family” after leaving and encourage their friends to join the ensemble. Perhaps it is because of this sense of 
community that the ensemble is able to grow steadily. 

The past three years have been the most severe period of the COVID-19 pandemic. For an ensemble that uses school instruments and 
has many beginners, and where the majority of members are international students, it has been an entirely different challenge. Despite 
this, I have striven to keep the ensemble running during the epidemic. Due to space constraints, though, I will relate details about 
teaching during the epidemic at another opportunity. 

As we enter April, I am filled with excitement as both Chinese Music Ensembles at the two schools are vigorously preparing for their 
end-of-semester performance. After each practice, it brings me immense joy to see the happy and satisfied expressions on the faces of 
the ensemble members. It reminds me of the many graduating students who have shared with me how the ensemble has positively 
impacted their lives, and the positive feedback received from various audiences after our performances. All of these experiences have 
made me feel incredibly fortunate. As we move forward, I hope to see Chinese music continue to shine in this diverse land of America, 
and I look forward to having more opportunities for exchange and learning with music circles in Taiwan and around the world.
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8 A retired music librarian, Alec MCLANE, has been a member of the ensemble since its inception and over the years has learned to play six or 
   seven different instruments. Aaron BITTEL, the current director of the Music Library and the World Music Archives, has been an active member 
   of the ensemble since starting at Wesleyan a couple of years ago, primarily playing the sheng. In addition, there is a Taiwanese mom , 
   Hsiu-Chi LIANG, who lives in a nearby town and has been volunteering with the ensemble since 2008. She helps out every semester and 
   mainly plays plucked-string instruments. 

In December 2018, three East Asian music Groups of Wesleyan - the Chinese Music Ensemble, Japanese Taiko Drumming Ensemble, and Korean Drumming 
and Creative Music Ensemble - held a joint concert at Wesleyan University
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光影蛹生覓知音—
江永生老師國樂口述歷史

文 / 萬智懿     圖 / 江永生    訪談時間 / 2023 年 03 月 02 日 15:30-17:30

1970 年代臺灣國樂人的耕耘記述（十）

1  《中華樂訊》發行時間自 1975 年 12 月 1 日至 1981 年元月 1 日止共 73 期，在第一期以前，有一份免費贈閱的創刊號，於 1975 年 11 月

   12 日發行。

2  《橫笛入門》（1972）、《洞簫彙編》（1973）、《簫笛曲集》（1978）、《中國簫笛藝術》（1978）、《簫韻藝術論》（1978）、《律笛音樂的探討 :

   音色處理與聲韻技巧研究》（1985）。其他著作還有《中國音樂影音錄製之探討》（1998）及《視聽軟體蒐集管理》（1998）。
3 在國立臺灣藝術大學總計服務 42 年，自 1975 年 7 月 15 日至 2011 年退休，退休後又繼續在校兼任至 2017 年。

4 朱尊誼、張志良、凌嵩郎、王銘顯、黃光男及謝顒丞 6 位校長。

為國樂史留下了珍貴紀錄；最廣為人知的是他數本簫笛的著作，至今仍為學習簫笛者之入門寶典。江老師 28 歲即獲

董榕森先生提拔，受聘國立臺灣藝術專科學校（下稱藝專）國樂科；在校期間曾兼夜間部的教務組長、學務組長及教

務處出版組長，由於做事謹慎細心，歷經六任校長，皆深受倚重。熟識江老師的人都知道，他喜愛攝影，精熟於影音

剪輯；在國樂圈中更是少數熟稔出版業者，與溫柔賢淑的江師母曾柔媛女士，并肩經營生韻出版社，協助無數音樂藝

術類教師出版其升等及教學著作。透過江永生老師的國樂口述歷史，打開了我們對國樂發展的刻板印象，原來在創作

與演奏之外，國樂隨著不同時期的現況需求，衍生出許多周邊課程及相關產業，都值得我們探究。

江老師：妳問我為什麼要做出版社？因為當時的學術環境有這個需要，生韻出版社除了出版一般書譜、有聲出版品外

，還協助出版老師們的升等及教學著作，現在學校教師升等的管道很多元，學校有出版委員會，還有學報，都可以升

等發表，但是早期還沒有。生韻出版社的地址就在現在國立臺灣師範大學對面的「和平大苑」，那個時候申辦出版和

營業登記證很麻煩，一般住宅的房子是不能申辦的，房東也不願意讓你租屋設立營業登記。後又因為都市更新，出版

社必須遷離，所以曾變更地址到臺北市大安區羅斯福路三段，由於「都更」拖延太久，加上電腦普及，所以最後還是

決定停業。從 1981 年設立到 2010 年停業，近 30 年協助了許多音樂、藝術領域的教師出版升等及教學著作，例如：

李淑德、董榕森、陳裕剛、陳勝田、蔡永文、麥韻篁、魏德棟、施清介、莊國年⋯⋯。不過，出版業其實不是那麼好

做，所以「中國音樂書房」，還有李兆星老師的「學藝出版社」，他們都曾做出極大的貢獻！ 

1970 年代臺灣的國樂發展已邁入專業教育時期，國樂專業科班教育無疑是推動國樂發展的重要推手，促成其後職業國

樂團的相繼成立；爾後國樂發展可謂一日千里，無論學術研究、教學、演奏皆呈現一片欣欣向榮的景象。回望 1970

年代專業教育發展的這段時期，從「無」到「有」，以「篳路藍縷」一語形容，實一點也不為過。畢業於國立成功大

學（下稱成大）外國語文學系的江永生老師即參與了這段歷史，他曾義務擔任《中華樂訊》雜誌社總編輯 5 年有餘，

江永生老師自拍像，攝於 2022 年

與董榕森老師合影，攝於 1976 年
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學習國樂的經歷

我從小住在苗栗鄉下的深山裡面，鄰居有人吹笛子，大概是耳濡目染吧，我從小就喜歡簫笛。客家人都稱笛子為簫，

笛子是「橫簫」，洞簫是「直簫」。我的姐姐大我 6 歲，她小學參加鼓笛隊是吹笛子，我經常拿姐姐的笛子吹來玩。在

我讀大河國小 5、6 年級時，有一次到獅頭山去遠足，我就買了一支簫，很自然我就學會吹了。初中、高中我參加的

是合唱團，高中時音樂課，每個人都要學笛子，老師評量我們音樂課程的標準，除了歌唱外就是吹笛子。後來我考上

成大，就報名參加國樂社，一開始我也是吹笛子，但因為當時成大已有香港僑生劉振凱，笛子吹得很好，所以從大二

開始為了配合學校演出的需要，我就改練新笛。

出版簫笛教材

我從大二開始負責吹管組的教學，我們是師徒制，我從大二教到大四。那時候因為找不到什麼好的教材，只有僑生帶

來一本劉敏的《怎樣吹笛子》，我就參考他那本教材，編了吹管組的講義。當時坊間好像只有高子銘的《現代國樂》，

還有劉毅志前輩出了一本《國樂津梁》，書裡有講到一點笛子的教學。所以我就自己寫了一些笛子基礎的練習曲，發

聲方法：h（呼，喉音）、p（噗，唇音）、t（吐，舌尖音）、k（咕，舌根音），確立笛子吹奏發音的方式及笛子的基本

功。當時臺南街上有間很有名的樂器行──福鳴齋，老板看到我編的講義就說：「你這個講義很好，臺灣都沒有笛子

的書，這可以出版。」所以 1972 年退伍後，我陸續出版了《橫笛入門》及《洞簫彙編》，這些書直到現在都還有人使

用，所以一直有再版。我一退伍就進入中廣國樂團，在團裡吹新笛，那時陳勝田吹梆笛、劉岠渭吹曲笛，我在「中廣」

3 年，直到進入藝專國樂科。因為出版簫笛的書譜，我接觸到印刷出版業。早年因為還沒有電腦，樂譜裡面的一些符

號，例如阿拉伯數字 12345670，我就用中打機來打，打字機下面有鉛字盤，4 號字、5 號字這樣一個字、一個字的敲

打。鉛字有中打及鉛印活字兩種，它的鑄字銅模都是一樣 2 英吋見方的凹字銅模，為了國樂譜特殊符號，還自行協助

開發銅模備鑄鉛字，臨時發現找不著的字型或符號，也只好用製圖針筆來手繪；使用的工具都是一流的。現在幾乎完

全使用電腦桌機作業，但是有些東西還是要用傳統的工具和方法，較為得心應手。

進入藝專任教

1975 年我進藝專國樂科當助教，本來應該 8 月 1 日報到，為了教育部及中國青年反共救國團委託國樂科辦理為期 10

天的暑期教師國樂研習營，所以我提早半個月報到協助。當時真的是很克難，教師國樂研習營是在矮房子的大教室分

組，我們的學生沒有琴房練主修，後來是音樂科借給我們幾間琴房，國樂科大樓是成科 9 年後破土興建的。雖然那時

國樂科已成立 4 年，但仍在宏圖將展之際，許多看似交辦的事，其實都是主動提出計畫，然後等待計畫通過才能進行，

例如 1975 年 7 月國樂科奉教育部指定編訂國民中、小學國樂基本教材，印發各校使用，這就是董老師的高瞻遠矚，

我一入校就參與了這個計劃。董老師認為教育是百年大計，是一切事業的根本，教育中又以國民教育為最重要的基礎，

再與高等教育及社會教育相結合才能收實質功效。這些都記載在《中華樂訊》的「樂訊專欄」中，就相當於「社論」。

董老師是《中華樂訊》的社長，當時社論幾乎都是出自他的手筆。另外有個「少年樂府」陳大哥講國樂，其實就是副

社長陳裕剛寫的。

升了講師後，我開始教課，早年夜間部學生是沒有個別主修課的，只有日間部學生有，夜間部上的是分組主修課，差

不多 10 個人一組上課。我除了教笛子主修課以外，在系上教過的理論課程有「中國樂藝」，就是「國樂概論」，這原

本是董老師上的課。我還教過「音樂概論」，我們現在稱為「基礎樂理」，教過「樂器與音響實習」，後來分開為「樂

器學」與「音響學」。另外我在輔仁大學音樂系兼任 24 年直到 2016 年，教過「中國音樂史」、「國樂概論」及「傳統

音樂概論」三門課。也曾在華夏科技大學兼任近 10 年，教「藝術概論」與「音樂欣賞」直到 2015 年。「音響學」是

一門開放全校選修的課，我 2011 年退休以後，又再兼課到 2017 年，所以國立臺灣藝術大學（下稱臺藝大）的「音

響學」可以說是空前絕後的一門課。也因為除音響理論基礎外，我教如何使用器材，怎麼樣製作音頻、視頻，所以學

校的音像記錄，也都是我在做。我也帶著學生把系上（臺藝大國樂系）早年演出的類比（analog）音像紀錄都數位（

digital）化。

國樂相關的週邊產業

因為我對印刷比較有研究，我曾幫學校做過藝術展，包括拍攝，整個文案都是我做的。系上也曾介紹我承包教育部社

教司的藝術教育活動，如音樂、舞蹈、戲劇展演所有的海報、節目冊都由我編審。我還幫忙國防部印製廠做海報的整

個形式設計、發包，編審他們的節目內容，早年還有入場票券。我在藝專曾做了好多年，後來都改由發包給外面廠商

做了。

除了夫人的生韻出版社，我另外還登記了生韻有聲出版社，出版社裡面有個小型錄音室，曾錄製過陳慶文、陳中申、

黃好吟、李泗滄、施清介、周慧嫺和我本人的有聲卡帶。還曾幫吳榮燦、蔡永文及多位學生音樂會親自去錄製音像，

我的效率很高，通常在最短時間就可以完成剪輯後製給對方。2017 年我在 youtube 上設立了一個音樂頻道，名叫「

jdxart 光影知音」，公開的影音大概有將近 3000 個，用照片跟影片混搭，有時候是純照片，有時候是純影片，有時照

片、影片混搭成一個影音，網址：Jdx Art，這已成為我退休後生活的重心。

後記
江永生老師退休後的生活可說是自成一方淨土，他的生活重心都在「jdxart 光影知音」。若問江老師仍玩國樂否？當

然！江老師是成大校友國樂學會的榮譽顧問（榮譽理事長是鄭德淵），他定期參加成大校友國樂團每月一次的團練，

地點就在苗栗縣頭份市文鶴出版社的書庫庫房。成大國樂社自 1952 年 10 月成立至今已超過 70 年，2021 年才辦過盛

大的 70 週年慶，老中青三代 160 餘人同臺。在這個大家庭中，江老師在雲端與現居新加坡的成大國樂社校友林俊茂

互結為知音，林俊茂常為江老師的視頻賦詩點題，為影片增色不少。江老師希望透過 jdxart 光影知音網站，透過他親

拍的照片，精選的樂曲，結識更多的知音。

1970 年代臺灣的國樂發展已邁入專業教育時期，國樂專業科班教育無疑是推動國樂發展的重要推手，促成其後職業國

樂團的相繼成立；爾後國樂發展可謂一日千里，無論學術研究、教學、演奏皆呈現一片欣欣向榮的景象。回望 1970

年代專業教育發展的這段時期，從「無」到「有」，以「篳路藍縷」一語形容，實一點也不為過。畢業於國立成功大

學（下稱成大）外國語文學系的江永生老師即參與了這段歷史，他曾義務擔任《中華樂訊》雜誌社總編輯 5 年有餘，

江永生老師的部分著作

中廣巡演生活合照，攝於 1973 年 就讀大河國小三年級時的江永生老師



文 / 許宥閎（中國文化大學中國音樂學系碩士班）

臺灣傳統辦桌文化的發展

辦桌這種宴會請客的方式隨著福建、潮汕移民帶入臺灣，經年累月成為庶民生活中的一部份，更變成臺灣傳統文化的一

部分。傳統的辦桌場合主要可分為「八慶一喪」，八慶指的是「訂婚」、「結婚」、「歸寧」、「續弦」、「滿月」、「開市」、「

壽宴」、「入厝」等喜慶場合，一喪則是指「喪禮」。除此之外，也有很多人會在尾牙春酒的時候等團聚活動，選擇辦桌來

慶祝。「辦桌」與「流水席」經常被混淆，但實則兩者並不太相同。「辦桌」比較屬於私人聚會的性質，需要受到主人邀

請才能參與；而「流水席」則是開放給任何人皆可以來參與，而且時間也比較長，一辦可能就是一整天，可以從早吃到

晚。因為客人和菜餚就像流水一樣，不間斷的來去，因此將其稱之為「流水席」。通常是廟會建醮、或是地方仕紳想要回

饋鄉里的時候，才比較容易看到，萬華善心人士「刈包吉」每逢春節前夕開辦之街友宴便屬此類。

辦桌另一個最大的特色就是在戶外開桌吃飯。早期可能是因為場地的限制，無法容納太多人，不得不辦在戶外。但隨著

時代的變化，在戶外辦桌可能會產生一些問題。一來是大家可能開始注重起用餐環境的衛生，有些人擔心在戶外吃飯容

易引發衛生疑慮。其次如果在都市裡辦桌，可能會有申請路權以及噪音的問題。另外在戶外真的是要「看天吃飯」。種種

這些原因，可能都讓許多人改去飯店或餐廳宴客，讓辦桌的需求逐漸減少。

辦桌文化的興衰

1970 年代前，辦桌行業仍未具規模，當時的總舖師可能只會帶著菜刀、廚具到府料理，主人家可能還要自己準備食材。

1970 年代以後，隨著經濟發展，業者便將採購食材、出租桌椅餐具、搭建舞臺布棚等需求，整合成完整的辦桌產業，形

成我們現在比較熟悉的辦桌。

1980 年代以後，辦桌逐漸產業化之後，慢慢開始有專門的團隊承接辦桌的業務，所有器材設備通通都可以跟相關的廠商

租借，也有越來越多人以辦桌為職業。除了位階最高的總舖師之外，底下還有大工、小工。大工擔任總舖師的副手，負

責幫忙煮菜。小工則是負責切菜、上菜、洗碗的臨時工。在辦桌產業最發達的高雄內門區，有總舖師就感嘆，在辦桌的

黃金年代，可能一天可以趕 10 場，一年辦 2 萬 5000 桌。但現在一個月能辦 500 桌可能就已經算不錯了。而且，全盛時

期的內門區大約有 150 位總舖師，幾乎每 5 戶就有一戶人家從事辦桌產業。而今可能只剩下 3、40 位了。

2000 年代以後，面對辦桌產業的萎縮，有些老師傅可能選擇退休，或是改行進入飯店當廚師，也有業者力求轉型，將臺

菜變成冷凍真空包，以宅配、電商的方式販售。希望可以藉由創新的方式，延續傳統的飲食文化。

辦桌之延伸表演藝術作品

現今的「辦桌」即一般人所稱的「外燴」，指的是專門承攬宴席包辦的餐飲業者，由廚師到客戶所指定的地點備餐，並安

排完整宴席服務的一項活動，且通常具有設宴時間不固定、設宴地點不固定以及參與宴會人員無特定的三種特性。辦桌

，並無與之相關連的特定表演活動。表演節目皆視主人家及其活動內容而定。在一些筵席當中，東家為了讓氣氛更加熱

絡，多半會加入一些娛樂性節目，像是在活動會場架起小型舞臺請人上去唱唱歌、跳跳舞，這也是臺灣辦桌文化的特色

之一。

臺灣音樂與文化—辦桌文化與藝術作品

搖滾辦桌

結合辦桌與舞臺車本土元素的搖滾音樂祭。首屆於 2012 年開辦，並持續至 2015 年。2016、2017 停辦兩年後，2018

再次回歸，舉辦之規模從一開始不足 100 桌，逐漸成長至 200 桌以上。每年的規模都在擴大，因此票價沒有固定，樂

迷可以自行選擇要不要吃辦桌。而表演陣容也從本土團隊擴展至國際。往年演出陣容包括：Dir en grey、痛仰樂隊、

萬能青年旅店、董事長樂團、夾子電動大樂隊、濁水溪公社、教練、透明雜誌、拍謝少年、血肉果汁機、傷心欲絕、

舞棍阿伯、鐵獅玉玲瓏等等。

整體之呈現貼近早期之辦桌文化，可惜筆者覺得表演內容與辦桌之間缺乏連結，實屬可惜。辦桌僅僅作為搖滾音樂祭的娛

樂陪襯節目，並無加成效果，甚至有些許喧賓奪主之意味。若是可要求表演團隊創作於臺灣傳統特色及辦桌文化意涵相

關作品展演之，則更優。

臺灣國樂團 -《寶島辦桌》

2016 年由時任藝術經理黃正銘老師策畫，為擺脫傳統器樂交響化後所犧牲之樂器特性，依照樂器之特色預計規劃三種型

態之節目，吹打型態、弓弦樂團型態、彈撥合奏型態，並以最為靈活的吹打型態作為首場製作的基底，並邀請張逸軍擔

任導演。《寶島辦桌》以吹打為主體，劇情建立於辦桌文化，並結合北管、歌仔、民謠等臺灣傳統素材為音樂之創作

基底。劇中加入專業歌仔戲演員擔任角色，以更專業的層面將劇情更輕鬆的傳遞給觀眾。

采風樂坊 -《阿銘上菜》

采風樂坊自 1991 年成立以來，不僅致力於保存臺灣傳統音樂文化，更積極參與各類型節目的創作、改編、相互結合

演出，目的在促使全世界都能看見臺灣的藝術文化。《阿銘上菜》以「辦桌」（讀音：pān-toh）文化作為底蘊，它融合

了搖滾與舞曲元素的音樂風格，並在整體呈現上配合炫麗的聲光效果及舞蹈肢體動作，貼合現今臺灣社會年輕一代活

潑、熱情的性格。《阿銘上菜》以「辦桌」體現了臺灣人的生活及飲食，更反映出臺灣的常民文化，因此采風將藉由

此一主題，以傳統吹打樂的方式生動的來表現總鋪師們，從備料到烹飪再到上菜等等諸多有趣的過程，運用鍋、碗、

瓢、盆、爐灶、瓦斯桶等元素，敲敲打打的聲響表現臺灣辦桌熱鬧的文化與人情味。

《阿銘上菜》原名《澎湃辦桌》，2017 年 9 月受家樂福文化藝術季活動之邀請於圓山花博公園光場首演。規劃除期並

將此劇設定為戶外劇場之型態，曲風則依照采風樂坊長期於戶外製作之經驗與觀眾反饋，將風格設定為舞曲風格，樂

曲結構雖稍顯簡單，卻更能加深觀眾的印象。並邀請特技劇團及高空綢吊增加視覺的衝擊。首演後大獲好評，卻也有

觀眾反映會與臺灣國樂團《寶島辦桌》搞混。經思考後，除以「上菜」作為底蘊之外，也是樂團團長阿銘師的全新創

作，因此將此劇改名為《阿銘上菜》。

《阿銘上菜》之製作音樂風格符合大眾之喜好，背景故事取材大眾生活之文化毫無斷層，因此近年來也成為采風樂坊

主力之商業演出節目。

結語

民以食為天，最早在易經中就有解釋。一雙筷子有兩根，二數對應八卦則為「兌掛」，其義為「口」、「吃」。筷行直長，

對應八卦則為「巽掛」，其義為「木」、「入」。筷頭呈圓形，對應八卦則為「乾掛」，其義為「天」。筷尾呈方形，對應

八卦則為「坤掛」，其義為「地」。合之則為「天圓地方」之義。筷子以圓邊入口，其義便為「民以食為天」。

臺灣過去以農立國，在那個資源匱乏的年代，匯集家家戶戶的鍋碗瓢盆、桌椅碗筷，簡簡單單的擺設，一同為生活的

點滴慶祝，這便是「辦桌」的雛形。從年頭到年尾舉凡祈福齋醮、祭祖普渡，乃至生命禮俗中的婚喪喜慶、新居入厝

、彌月慶生、尾牙春酒、廟會慶典，都會舉行辦桌，宴請賓客，一同共餐慶祝，辦桌不僅展現在「食」更重要的展現

了「聚」這東方傳統文化的人文意涵，更可視為人際關係的重要互動模式。

42

SILK
 R

    AD

國
樂
＋
講
堂

C
hinese M

usic Studies

43



樂譜「琵琶、阮咸─作曲精選」二版
(電子版，USB為 32G儲存容量）

定價：新臺幣 800 元

本次出版是再版 108 年度出版樂譜，主要選取臺灣作曲

家創作之琵琶、阮咸作品，內容以獨奏譜為主，羅列臺

灣 38 位作曲家共 59 首創作或改編作品，內容多元豐富，

值得您收藏。

本出版樂譜格式為電子版（pdf 檔），並置入於 USB 儲

存碟（升級為 32G 容量），歡迎愛樂者踴躍洽購。

（2022 年 12 月出版）

DVD《蔥仔開花》
定價：新臺幣 800 元

本製作為全新原創「TCO 劇院─國樂臺語歌劇《蔥仔開花》」，

邀請名導魏德聖擔任創意總監、梁越玲劇本創作、李哲藝音樂設

計、曾慧誠執導，結合國內頂尖聲樂家陳美玲、蔣啟真、孔孝誠

等攜手獻演，並邀請國內頂尖製作群，以及「躍演」劇團共同

演出。

故事內容主要描述馬偕夫人張聰明女士生平故事，全劇結合「

國樂、臺語、歌劇」等三大元素，藉「國樂歌劇」共構音樂藝

術的平臺，融合表演藝術人才和實力、產出經典之作；期許國

樂、歌劇和臺語文的媒合，能如馬偕和張聰明的相攜相扶，造

就許多的不平凡與良善足跡，也在國樂發展過程中留下歷史的

一頁，為臺灣樂界與戲劇界累積重要的藝術，昂首向世界闊步。（

2022 年 12 月出版）

樂譜「嗩吶、管─作曲精選」

(電子版，USB為 32G儲存容量）

定價：新臺幣 1,000 元

本年度以嗩吶、管等樂器鋼琴伴奏型式及獨奏譜為出版

方向，羅列臺灣 22 位作、編曲家，共計 23 首創作或改

編作品。一方面讓更多國樂學子，從中獲得更廣的學習

資源，同時也讓臺灣本土作曲家，有更專業的發聲平臺，

達到推廣民族音樂之目的。

本出版樂譜格式為電子版（pdf 檔），並置入於 USB 儲

存碟（32G 容量），歡迎愛樂者踴躍洽購。

（2022 年 12 月出版）

1979 年盧亮輝任職香港中樂團樂師期間，接受指揮吳大江委託創

作，寫成《春》，其後分別於 1980 年寫出《夏》，1982 年創作《

秋》，直到 1984 年發表《冬》，五年間寫成四首樂曲，以「四季」

為主題的套曲終於完成。

《春》抒寫青春的回憶 ; 接受西方古典音樂衝擊後，打破傳統中

樂曲式束縛，寫出《夏》的熾熱與燦爛 ;《秋》用了慢板和小調

表達中年時看待人生境遇的思索和惆悵 ; 以小奏鳴曲式寫成的《

冬》融入爵士樂的律動靈感，呈現冬的凜冽壯麗，以及對冬盡春

來的期盼。盧亮輝的《春》、《夏》、《秋》、《冬》完成後，以其完

整的結構及抒情悅耳的旋律成為國樂交響化的重要作品，不但各

樂團競相演出，也是音樂比賽頻繁登場的指定曲及自選曲，四十

年來，已成經典。

臺北市立國樂團以專輯《四季風景．盧亮輝》致敬作曲家盧亮輝

的創作生涯 ; 盧亮輝也從創作者角度校正及確認樂譜，排練、錄

音時在現場提供給予指導，全程參與專輯製作。

《四季風景．盧亮輝》以全新詮釋折射此時此地的音樂美學觀點，邀

您感受經典的蘊藉魅力與熠熠光輝。（2022 年 12 月出版）

CD《四季風景 盧亮輝》
定價：新臺幣 500 元

賀！本專輯榮獲 112 年

「優良政府出版品」

TCO 2022發燒出版品
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