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Author LEE Ming-yen interviews four young conductors: Moses GAY Enhui (top left), LIEN Boon Hua (middle left), CHIANG
Chen-Hao (middle right), and CHANG Yu-An (bottom)
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SHTCHE O R IR BT INE RS (BRI « DY) 154 )
LIEN Boon Hua after an exhilarating world premiere performance
(Source: Sichuan Symphony Orchestra)
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Conductor Moses GAY Enhui (Source: Singapore Chinese Orchestra)

A= A AGRA - $FLBIEIRBEX - FREBFFRLALE  2R&MNNoE  BEBEPOLIRE 54
EFRNER  MBHIRFEFREZR RGP EINCOIR - FELEEFHEATHF PR BEEE S
BiBR SR P Gl | R MIEERERAA RS XEHERRGRR?

TRF R L BB R GG - B RR S Rl LR A (R KRR - (R B MR B 28 L - mTRER
IR A B SE R OR R g — R E AT D - RBBHEEERGE —EREANEE - B2 E S
RAERHIEMIE o TSRS - WL BEEZ - ARGRAMIENETC - AEERERRE - BI%EER -
TR IR RS BRNG - AR &% EAGH » TR LA ERBERAFK G- » NIt - Bz —HRR AR E
3 o FTLMEE B L SRR ZHMLO REE - BRI ANEE - RINBIEHE CIE ? 20 2 4 H B Hitat 2 0%
HialEm T ~ AR - HRGE LGRS > g BREHEmREr TR -

Fo% - HHEE ~ 18R IRE LB - HE R E O A IR AR BR - I L R SRy E - miRE S A R A
FHHA @t BEEEAF B ARM AT - HERRE » M H MR MLHERR » —EIsHARAE EREIIEE » —(ir %
% HE =R GRS BIRSERERIR I - AIOEE(H T2 2 2% FERHERE - Fr UL £ RINFRE R ST L -

P BAR G RBURIRANE S AN A ELBRAE » 00 L B H By O AR 70 2 SE S DU RS [ B = 1T S R (P SR O RS

FEMERFHINEF - JAE G BRI g iR e B Lr - RRE(El 5% - A DIRE B M
FRRENAF » SfESRELEBERS ] > (ERR R R /T IE P RERL I IS FRIT |

30

TLHRSEERIER 2 7 o VA R EE S I 23 ) (=50 - BRI E) (BRI « 2Lz BI%%H])
CHIANG Chen-Hao and musician HUANG Li-Teng premiered the Pipa Concerto Seeking Yurpaska (Source: Taipei Chinese Orchestra)
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The Practice and Challenges of
Conducting Chinese Orchestra I

Interview and Article /| LEE Ming-yen
(Senior Lecturer, University of the Arts Singapore / Nanyang Academy of Fine Arts )

Image / Taipei Chinese Orchestra » LEE Ming-yen ~ Singapore Chinese Orchestra » Sichuan Symphony
Orchestra ~ CHANG Yu-An » CHIANG Chen-Hao

Compared with the history of the development of western orchestras, the Chinese orchestra can be said to be a relatively new
music genre. Dating from the beginning of Datong Music Society, the development of Chinese orchestra has only been for
more than 100 years. Judging from the progress of systematic education in the discipline of Chinese music in Taiwan, the focus
is first on grooming talented performers and composers, and secondly on the training of orchestra conductors. In other words,
critical reflection on the systematic professional training of Chinese orchestra conductors has only begun to gain traction in

the past decade.

This article features interviews with conductors CHANG Yu-An and CHIANG Chen-Hao from Taiwan, as well as LIEN Boon
Hua and Moses GAY Enhui from Singapore. CHANG Yu-An serves as the principal conductor of the Taipei Chinese Orches-
tra, while CHIANG Chen-Hao holds the position of deputy conductor. LIEN Boon Hua is an artist faculty at the Yong Siew
Toh Conservatory of Music and serves as a guest conductor for the Singapore National Youth Chinese Orchestra. Moses GAY
Enhui is currently appointed as associate conductor for the Singapore Chinese Orchestra and the Singapore National Youth

Chinese Orchestra, in addition to his role as music director of the National University of Singapore Chinese Orchestra.

Through the online interviews with these four young conductors from different training backgrounds, through our discussions,
to understand their views on the practice of conducting and the challenges they face, and in reviewing the training they have
received along the way, it is hoped that some perspectives on the practice and challenges of conducting Chinese orchestra can

be offered to those interested in this field.

fRHVT RS (AR @ 1THRSE)
Conductor CHIANG Chen-Hao (Source: CHIANG Chen-Hao)

BT (RVASR © )
Conductor CHANG Yu-An (Source: CHANG Yu-An)
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Question 1: We all know that many Chinese orchestral works contain elements of traditional music, such as folk
music, opera, etc. However, traditional music is diverse and profound, and challenging to interpret and present.
How would you manage or explore this aspect of the music? How would you engage more deeply with it?

CHANG Yu-An: When composers use new elements in their composition, they actually already have the sound in mind.
They are just trying to transcribe this digitally, but when it is transcribed, something will be lost, certain things and fine details.
When we try to digitize pitches and rhythms, and when we digitize space and time, something will inevitably be lost. "I think
that understanding Western symphonic works is useful in my reflection, as it helps me to extricate myself from its systematic
thinking; reflecting that we cannot rely solely on a data-based approach to interpret Chinese orchestral works, thus losing sight

of what makes Chinese music distinctive.

As conductors, of course we must place higher demands on ourselves, and we ought to better understand this knowledge. Just
like when the China National Peking Opera Company visited Taiwan, I spent the entire week watching rehearsals and listening
to gongs and drums. Those sounds are exactly what the staff manuscript cannot record; these are the nutrients of conducting.

But it is like spiritual practice. I think the more we understand, perhaps the better we can convey it to the orchestra.

Moses GAY Enhui: I started learning Erhu when [ was 13 years old, under teacher ZHANG Yuming. Teacher ZHANG would
arrange etudes featuring regional styles such as Mongolian, Jiangnan Sizhu, Northern Shaanxi, Henan, and others. When [ was
serving in national service, I was assigned to be the lead Erhu player in a Shanghai Yue Opera troupe. Such was the training I
received in my formative years. Chinese orchestra rehearsals usually last only four hours, and conductors have to face perform-
ers from different schools. Everyone has their own playing styles and ideas. It is actually quite difficult for me to convey my
ideas to them. Echoing what Yu-An just said, the Chinese orchestra uses the concept of the Western orchestra. Therefore, the
application of style must be appropriate. If the concept of traditional music is over-applied, sometimes it will have negative

outcomes.

CHIANG Chen-Hao: If we do not have a background in traditional music, can we do our job as a conductor? In fact, we can,
because we just need to decide. Having that background knowledge can influence our choices, shape our preferences, and
further enhance the artistry of our outcomes. When we attain and rise above a certain level, the depth of our understanding of
folk songs or operas will hold the key to whether our product can continue to make breakthroughs. I think, young conductors
like us may not spend most of our time studying this during the learning process, but maybe after our careers officially begin.

This becomes indispensable as our understanding and interpretation of music deepens, our desire to delve deeper will grow.

LIEN Boon Hua: I very much agree with Chen-Hao’s response. As a young conductor, there are many fundamentals you
must sort out first. After you have dealt with 80% of that, if you want to progress, there will be a next stage of learning. Klaus
MAKELA, the recently appointed music director of the Chicago Symphony Orchestra, is only in his twenties. He is quite
young and possibly has comparatively less life experiences than his other older colleagues. This example tells us that while
knowledge takes time to develop, it does not mean that without knowledge, you cannot lead an orchestra. I think this is a very
important point. As you get older, the things you learn from different people will gradually accumulate. Just like Yu-An said,

every time you conduct, you amass previous musical experience from various sources.
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Question 2: The current systematic and professional conductor training models are mainly based on Western
music, but we all know that there are considerable differences between Chinese orchestra conducting and Western
orchestra conducting. Does such training backgrounds and differences affect your rehearsals? Please share exam-
ples from rehearsals of Chinese orchestral works, explaining how you managed the most difficult pieces or sections
and achieved the desired results effectively.

CHANG Yu-An: First of all, for today's professional Chinese orchestras, of course there are no major technical problems,
but I think some Chinese music instrumentalists need to study complex rhythms carefully. I think Chinese music performers
have a very natural habit, that is, they do not pay special attention when they read the music score. A symphony orchestra
performer will calculate the rhythm first, as if looking at it rationally first, and then interpreting it emotionally. In contrast,
Chinese music performers often begin with the emotional aspect. However, for ensembles, we must first require everyone’s
sounds to be integrated, so rhythm is the most basic element. Therefore, at this point, the conductor must listen carefully. Is
the unstable rhythm due to the conductor? Or maybe the orchestra members simply do not have this beat in mind, not even

counting the beat. I think such situational differences will affect the method of the conducting practice.

In addition, sections that include ad /libitum or begin slowly and gradually accelerate require the conductor to have a clear
vision and sufficient technical skills to effectively convey expression through hand gestures without explanation. This may
sound magical, but it is possible and necessary. If a conductor has this ability, a good orchestra can achieve a complete form
with only three attempts at most, no matter how complicated the rhythm is. So, in fact, the key factor still lies in the hands of

the conductor.

Moses GAY Enhui: I think modern works are relatively more troublesome, and the free passages are more difficult to explain
to the members. Furthermore, musicians often fail to capture the precise sequence of sounds. I think a more effective solution
is to first read the score carefully, confirm it with the composer, and then explain the sequence clearly to the members.

Although this takes more time, it is likely the fastest way.

L

FEAG R (ORI « T aEseE )
Conductor Moses GAY Enhui (Source: Singapore Chinese Orchestra)
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SIS PR RO I A B SR B R EE Al T 20 GAE (RICIE « B A0 BE4E )
LIEN Boon Hua conducts the concert celebrating the 20th anniversary of Esplanade of Chinese Music. (Source: Singapore Symphony Orchestra)

CHIANG Chen-Hao: I feel that my training background has not affected my rehearsals, because the so-called training are

tools, and I do not think the differences between the two pose any conflict.

I think anything related to language will be very difficult, just like opera-related tasks, because there's no way to memorize the
music accurately, yet it's essential for orchestral performance and must be integrated. Works like this are like Mu Guiying
Takes Command or The Surging of Messy Clouds. Another type is the transplantation of old classics, such as The Moon Is High
or A Moonlit Night on the Spring River. I think we must spend time to understand these; understand that language, and under-
stand the logic behind the music. Our job is actually to translate the music score; we translate this thing superbly to the
musicians, and the musicians will, through our gestures, know very clearly how they should perform. Therefore, regarding the
work of a conductor, I personally feel that in addition to our own professional technical skills - the work of the hands - we must

work hard to understand the text, that is, the music score.

LIEN Boon Hua: There are indeed some differences between conducting Chinese orchestra and Western orchestra, but
overall the conducting philosophy remains unchanged . For example, the concept of precise rhythm or balance of the sound,
in fact, I think there is no difference between Western orchestra or Chinese orchestra. These basic issues still have to be
addressed. For example, American orchestras have high expectations about rhythm and pulse, and they have strong technical
abilities. Therefore, for many professional orchestras there, the first rehearsal is almost 80%, so two or three rehearsals are
sufficient to get on the stage. European orchestras are different. They are more attuned to other aspects of music, such as colour
or sense of line, and sometimes the first rehearsal could even sound a bit messy. However, they spend longer time with the
music, allowing them to soak it in, resulting in more nuanced performances, so their performances may seem more nuanced,

because they have had time to ponder over it, mull over it, think about it.

(Next episode to be continued)
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