faor

o
2%
#
i
LS
4
(¢

g

<
z
=

zﬁz ﬁ A FEBR 4 SR L B R AR I > FrA R B A EEE D TH
7'—\‘ T z GTEBRLR - T EE 72 R EREE o fRiEEREE B E

A I3z > _a ~
A FE 1 "fi‘Ef]j%ZQj;
H1¥ )9 )2 .05
HIERARE ~ H RIS EERE ~ 3838 MR DL 48 Ha 8 i 745 1 4 [
iﬁ o FEENME FE TSR T ot T S R B

=B
H % B » A0 T RS R T S S
BORIRIE > TR T B A ST » (D E
T A~ I ~ BRI (O SR - R T
e BTS00 » BT ~ SRS 7 20 T
30 T /st (BRI AR R ) FBHSENE ¢ o 2 [ SIS A TIRRIR > (B HUEE el A
HESTH AT R R R A AR > 2Bt

\g
P o 3%

B

B b =ORZEN -

AR BE - O - BT

4 BB B 4 B e = B o S R R ) TR - P B S B B 2 S 0 T+ (EL S o PR vy o U (R 2
—EERFE > HAER GRS R s R R AR ik BB S SRR T W ANE A R B
HORRAE » Sl YR RE DU R i 2R 75 sUED S (IR TR o ph ot n] FLAs fiAY A o R B SR 2 DR 3 - B B a8
YE|E B BB BACR o (ERSEISE TR - SO 2518 - DL MR Ele) HE - 22 TE R &% - 8K TEE
Pty o BEFER—IRAITHITE -

LUT R o et iR i ~ & el ~ BER M = EE - BRI A 2B 72 A% -

2024 THRSE > BRI G v SRR Fis et DL G A0 B 4
(Alborg Symfoniorkester)

EEl

— -~ EEEE

S RFH  AHEEL M B REES - @G SOaIERM °  SEEEE EE LRI
AEJERE ~ GLRE ~ EEFEAMEREESS o REER B PIATAS RN EL T - BEEA
mEr CHURIRE T o HAZHBEERRANARE » MERTRE2URREGREET  BELRHRTFEH
P E CRE SRR > b el S22 S DU IR EBRSER R e & 20 o EINEEE B
TCHREERATCO S BS54 61 (RRBSHCAT) B RIS (e ()~ IR IR LA M —B0E o B i S E rh s R S - EREHEIR IR HN T -

S

F E

R
IR L B A R T B S SR R BRI B € (PRI
SRR — 1B » 5 T SRR T % 5 0 TR P 2 S DG+ (S R ey & 0+ A
SIS ERERERESR > S LA SRR o S A e R B S

STBSEEE  TIAC MG SRR - KR TIBRIIGIZ D - (ERFIARE (U S T8 (UL B ROl Bl 58 FEAE o ' TR 42
FHEE N SR SERE - EEYR A T PEB) % - AE TR B(EE .2 T > DUERTSEAR SRR IR - 51 ARG 1 2 T Ak
B0 RFPERRERMEY ? » MEARBISE R EERLERZ BRI T E ARG H R UL LR RIEBE CHFEX -
AL 7 — THAC ) SR - B SR A EAE 2 A B AEEE » B BE A& BRI EE - Rl - mHER L

v+ BT -
= BT

il PR ZELER R 1 R SR e 25 B B IS - TR 2 1 02 7 B P T 2 SR SUASRR IR B AR - DUR 5 BRI Y
RET) o B SR EFENFEE AWM - TR USRI TR A AT sk - EB AR R 2
BB R AL  ° BRI St - BRI AT i EROBRER - RA KBTI M - DU & 5155
HOFRIEC » ANGE R SRLE AR B2 ol P {ESRSE A - DUREENZ SRV A - 1haE L i A M 3 2 B Bl Ba i ia
2o WEHBIER T -

B 44 50T 1 R 3 FEE R PR AR A B S - KA (R - RIEE) - BIE - (RWEEE) Wi AR
fi o BOE T IR A S SE R o (H RO S AR MRS AR e B B 2R Y - T IR & 2 v B BRI
) E BBORACANE T ° o ORI S {18 71 i 4 1 4 ] 38 22 07 2RI B S8 e k3 - I BB S BB £ DR A — 3
WA - (HIGLEERRAE & ZR 2RI HY B B b A T Bk ERAY BN 7 - Mo rh iR R B B A (0 - B D 1 B G
LUk GERRIEa il > S HEB GHR A LS 2 5 BGIR B B RS B 5 L & o

S HIEEE (1997) 0 (REEELEE) > 1 LT -

S FEaEih T B T AR T DR 2 A —HR -

T BB TR S SR MU A 2 AR -

S BEEE (2005) > (EILMIRCEC ALY o BISTEILBEA S S AR AL 0 B 1 RHIK -
? Rudolf, Max. (1995). The Grammar of Conducting. 3rd ed. New York: Schirmer.

VRIEC (1983) o CHERYNSSEIGLE 2 TR SRS 2 SEE) B RIS o

T ETH (1959) » (RS - ZHL: ERER -

B (1997) 0 (EIPRABLLTE) o ChEsRBIET @R CE) » AV » Tl FBEIS RS -
YT (2003) 0 (GEFRSEERER o ALR : ARE MG o

24 25



faor

o
%
i
il
i
Z
(¢)

g

<
z
=

26

O

Bl

op
B

1.3k (Style)

FEAE ) =R E BN o RIERRM G IRE - B ~ 35 Mk 2L
T B4 BT > 5 (AR A B S 0 & 5 AN R & 44 A% - UG B IE e 2
BAREEIFIEH -

2.0 (Notation)

SRS TR 0 A REIERERYAIGERCRE o BRI AR S I I 2 R R
HEAR—K% > BIANTE R R AS R - o HLEHAVE S H R LY 70 35 FFECEE - (HiEE
B L EBERE S - A REE B S Y IEfE -

358 (Articulation)

W ERE R A AR A ~ GOARIBERE 2 b FEE TR SRR E A E
BRI 720 o G s A B R B S e R o IR W TR B 25
B RE R HEE AN 0 38 0 B0 EAK R R0 A% B B A 2 3 18 H B 2l
FlER -

LA — A

BRRELEE PR TR ST - G4 R R (I 2 R AR HL R R Y
FAT - AR H > (HAGAME R R BATH S - 2 B GE P S e e B e
LUR H CAERE R 2 rh i i A 0 32 2 T B AR

2 BH P
RSP BT TR B A 3 > ORI S A 1 — B SR R
I B B S 1 B i G 2 -

3BTRS

AR T NERRIA — 29 - BEBE BT EE RIFS1FRNK > B
FHIREE » 7 RER UL S B BT ORAGKS 7385 - BB AL SRR RES) 15
QLS MM H ORI A (1S S R S RE B R AT HY AL B PR R

1 EER 2

B LRI ZERE - bR T IRIE(F il RAE SRS D AvRC Sk - th{NREEE 2= & B H
WBRME o SEFRTE BRI S T 5 - R B s R A R - FERZHE R
AR » AL RE(E & AW - ERER 1A fr ) B 4R 22 ) -

2. Mo R e R

P 2 B fi m] 2 (R T SR WA i - R iR TEIRIE IR I B 2 AR (R il B s
R 2 2 S SR B P D T % i R R B B R v 2 Y o
e o (EHl B AR BON I 23 £ BB AE R LA S HUIERC » BT Z W&
A LE B B fE A S O A B 2 4R -

3 {F il R I
TEHUE YR - T LIPS th 5B 2 B 48 R B — LL TR 1A M 4 E Y
HZE SR E 2

SEE TR A e T B SR B

TEHL(E S B REE R A HE - RACHEAR - 252 - il RV D B T B ek B g - (NILHs i T
PRI AR YN A - R E B BRI EN (ETTAS T AHIERDEZR - FRHEA0 AT B AE TIORGOS - SN H sz
B3 - 2R B AT AN AR RS R D & SRR - T REE IE AR H R i H 3R no A o SRR B thR At - ME
SRR SERRBCER £ 1% » (AR 20 (E (L 52 S WOE R B8 M AR 1R A PR - DURCSR B AT HY & 22l (O S

S g B
(FEHEEIE ) EEEZEN e

B LR R A B S AR B h B R RS s B - SRR B - RRTERE G EEE LR R
BR 1O B T MRS BRI - FEBER = = HER - SRR E SR EEEGE » AE AR E T AU 1 EA
FERERE e i e L4 - GRS AR EE A S 2R » RMITEZ SRR TH RIS AL A - Br T8 204 - ARUFE e 8 AE
SRR B A B N R SRR R RIS - 1T S R B S L IR (R 5 B SR IR SR [R]85 ) o DUEEZR R A L R
YR LR TR EERE - (AR BRI LB - AT —ERERIE R R AR E - BRI B B2
W R - SRR BN e TR 2 (BRI T - BT B S B B 2 H Y o eSO R R
Y AR EE EAE DTN » LR REEE T S 1 B 4 s 25 2l LRt - PR SR W B A AR IR
B DEEAEEE SR E )25

2024 Y TLHREE 57385 25 K F|SienaZ2 /il Academia Chigiana > $57 KfifiDaniele Gattif &

O BRI (1997) (RGBT ABLS i R AR - (hUTRERTA @RS - ARV - B IR T o

U el S S AR » B R S — SR R A A S AR AEE ¢ Bl B S R B B AT 9 5 LA
BSEE - FIATR SRR ~ /BT ~ RHASELEE
2RI (1992) o (EHOSEEMEERT) o B RTREMHRL -

27



faor

%ﬂ%
400
i
i
z
(¢)

<

<
z
=]

Rethinking the Sound of Modern
Chinese Orchestras from a Conduc-
tor's Perspective

Text and Image /| CHIANG Chen-Hao (Associate Conductor of the Taipei Chinese Orchestra)

The Symphony Orchestra began developing in the 17th
century and has evolved, reflecting each era's social
structures and aesthetic ideals.' In contrast, The Chinese
Orchestra, unique to the Chinese-speaking world,
originated after the May Fourth Movement. Created
under the influence of Western learning, it combines
traditional Chinese instruments with symphonic
sectional concepts, reflecting a historical need for
cultural expression and national confidence.? Over
nearly a century, it has flourished across Chinese-speak-

ing regions and developed uniquely in various

countries. In Taiwan, successful promotion has made it Conducted a rehearsal of Brahms' Symphony No. 3 with the Copenhagen

wide ly popular and accessible. Philharmonic at Konservatoriets Koncertsal in Denmark in 2024

The Chinese Orchestra has since produced iconic works such as Fantasia: The Terra Cotta Warriors by PENG Xiuwen and
The Great Wall Capriccio Erhu Concerto by LIU Wenjin, paving a clear path for development. However, the unique tonal
characteristics of Chinese musical instruments present challenges in achieving harmonious sound effects in large ensem-
bles.® Additionally, there needs to be a consensus on the performance methods of individual sections within the orchestra or
a unified aesthetic approach to sound. These factors are essential elements of ensemble artistry. Among them, the conductor
shapes and interprets the orchestra’s sound and plays a pivotal role. Therefore, cultivating professional Chinese orchestra

conductors with expertise in ensemble sound training is an urgent priority.

Each member operates within a specialized collaborative framework in modern professional Symphony Orchestras, with the
conductor as the artistic leader. Conductors guide the orchestra's performance through their understanding of the repertoire,
musical expertise, aesthetic judgment, and conducting techniques. They not only shape the interpretation of the music but also
influence the orchestra’s sound characteristics and sectional balance, steering the overall sonic direction of the ensemble. The
300-year history of the Symphony Orchestra has established a legacy of musical practices passed down through generations
of musicians, spanning the Classical, Romantic, Modern, and Contemporary eras. These practices provide benchmarks for
techniques, instrumentation, and sectional balance. Today, the collaboration between orchestras and conductors continues to
build on this rich heritage, with even the most innovative interpretations seeking breakthroughs within this established frame-

work.

Performance Concepts, Tonal Groupings, and Sectional Balance

Today’s professional Chinese Orchestras operate similarly to Symphony Orchestras, with a clear division of labor
between the conductor and the orchestra members. However, with less than a century of development, Chinese Orchestras
lack universally accepted standards for performance techniques, sectional instrumentation, and sound balance. Conse-
quently, the interpretation of the repertoire still heavily relies on the conductor, whose role is even more critical than in

Symphony Orchestras.

To effectively guide a Chinese Orchestra, a conductor could begin with performance concepts, progress toward achieving
timbre cohesion, and ultimately pursue sectional balance. This path provides a practical approach to shaping the orches-

tra's overall sound.

The following sections will elaborate on the three concepts—performance concepts, tonal groupings, and sectional

balance—followed by a table summarizing the research findings.

1. Performance Concepts

Chinese orchestral works often draw on folk and traditional music.* To achieve consistency, performers must share unified
performance concepts, including style, notation, and articulation. Examples include vibrato techniques for hugin and tremolo’
or rolling techniques® for pipa. Unlike solo performance, ensemble playing requires blending individual sounds into the group
while retaining the unique timbre of Chinese instruments. A shared performance concept is key; insights can be drawn from

observing Symphony Orchestras.

2. Timbre Cohesion

Different from the highly blended sound characteristics of Symphony Orchestras, the instruments of Chinese Orchestras often
produce bright and striking timbres in solo passages but can sound muddled during tutti sections. Achieving harmonic
cohesion between pitches as the music progresses also presents a challenge.” However, by adopting the ensemble practices of
Symphony Orchestras and cultivating a pursuit of timbre cohesion, musicians can develop a habit of aligning their sounds

during performance. This approach has the potential to shape a richly expressive ensemble sound.

3. Sectional Balance
While the first 2 aspects focus on the performers’ practice, sectional balance challenges the conductor’s ability to interpret the
score and shape the ensemble’s sound. Achieving an artistic ensemble sound requires a thorough understanding of musical

structure and orchestration and insight into the composer’s intentions through detailed score study.®

Chinese Orchestras face unique challenges in sectional balance, including the extensive use of percussion and the distribution
of instruments across various registers. Ensuring that high-frequency instruments do not overpower mid- and low-frequency
ones is crucial for preserving a rich overtone spectrum. Addressing these challenges requires hands-on experience and the

implementation of targeted strategies to achieve effective results.

! HSU, Song-Jen (1983), The Formation of the European Orchestra and the Development of Orchestration, Taipei: Chuan Yin Music Publishing.
2 GAO Zi-Ming (1959), Modern Chinese Music, Taipei: Cheng Chung Bookstore.

3 CHEN Cheng-Hsiung (1997), “Exploring the Symphonization of Modern Chinese Music” , Proceedings of the International Symposium on the Development of Chinese
Music, edited by YU Shao-Hua, Hong Kong: Hong Kong Provisional Urban Council.

HU Dengtiao (1997), The Music Method of National Orchestra, Shanghai: Shanghai Music Publishing House.

The tremolo technique on the pipa involves the rapid back-and-forth plucking of the same string using all 5 fingers of the right hand.

The rolling technique on the pipa involves the rapid back-and-forth plucking of the same string using the thumb and index finger of the right hand.

LU Yun (2005). My Perspective on Chinese Orchestra Orchestration. Master's thesis, Department of Music, Taipei National University of the Arts, Taipei: Unpublished.

4
5
6
7
8 Rudolf, Max. (1995). The Grammar of Conducting. 3rd ed. New York: Schirmer.
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Research Research
Focus Subjects Research Content

1.Style: Understanding the style is essential for performance. Musical styles
vary by era and region, influenced by societal contexts, audience tastes, and
instruments. Mastering the correct style ensures accurate interpretation.

2.Notation: Understanding the style is essential for accurately interpreting

notation. For example, phrase-ending notes are often notated as quarter notes

Performance Performers in Classical-era works but are typically played shorter to align with stylistic
Concepts conventions.

3.Articulation: Articulation choices rely on a nuanced understanding of style
and notation, guiding performers to adopt the most suitable approach for the
musical context. For instance, in Classical works, long notes for brass instru-
ments are often played with a clear attack followed by a swift decay, reflecting
both stylistic and notational considerations.

1.Being a Team Member: Ensemble performance is a collective effort. Each
player must understand their role within the orchestra and contribute to the
overall sound.

2.Sectional Unity: Members within a section must coordinate their sound
direction, relying on leadership from section principals and an awareness of
Timbre Ensemble their roles.
Cohesion Members
3.Inter-Sectional Integration: Sections must collaborate effectively, listen-
ing to and supporting one another to ensure cohesiveness and dynamic interac-
tion within the orchestra.

1.Highlighting Themes: Emphasizing musical themes requires adherence to
the composer’s notation and the performers’ understanding of the score.
During rehearsals, conductors provide guidance to help the ensemble identify
which parts should be heard prominently. This ensures clarity in the overall
sound and allows the themes to be expressed with distinct characters.

2.0rchestration Layers: Orchestration serves as the composer’s palette,
especially in Romantic and later works, where it often shapes the flow of musi-
cal atmosphere. Orchestration layering presents a challenge in achieving the
desired ensemble sound, testing the conductor’s ability to balance the orches-
tra’s sound texture. The composer’s orchestration relies on the interplay of
instrumental combinations and the volume balance between sections, requiring
the conductor to skillfully manage the resulting dynamics.

Sectional Sound
Balance Dynamics

3.Composer’s Intent: Through score study, the conductor interprets the
composer’s intentions and ensures they are faithfully conveyed through the
orchestra’s performance.

30

Enhancing the Sound of Chinese Orchestras Through Conducting

As the ensemble leader, the conductor interacts with the orchestra through a four-step process: understanding, expression,
reception, and performance. Using gestures to convey their interpretation of the music, the conductor prompts musicians to
respond with aligned performances. The more precise the conductor’s analysis and score study, the better the orchestra can
execute the music, resulting in enhanced sectional detail and overall cohesion. This, in turn, reflects the conductor’s vision for

the piece.

The artistic value of a work is not fully realized through the composer’s orchestration alone. A piece can be brought to life
through the conductor’s interpretation and the ensemble’s performance, transforming it into a fresh artistic expression. This

process relies on non-verbal communication and applies equally to Symphony Orchestras and Chinese Orchestras.

Understanding Expression Understanding
(Score Analysis) (Gestural (Responding Performance
Interpretation) to Gestures)

The Chinese Orchestra originated by adapting the concept of the Symphony Orchestra to Chinese musical instruments. With
a relatively short history and distinct acoustic characteristics, Chinese Orchestras still need help with sound quality. Over the
past two to three decades, significant efforts in Hong Kong, Taiwan, and beyond have focused on instrument reforms to

make Chinese instruments more suitable for ensemble performance.

Yet, instruments are ultimately played by people, and the performers’ spirit and mindset remain crucial to musical expres-
sion. While instrument reform depends on luthiers, building a cohesive ensemble relies on collaboration between conductors
and orchestras. Enhancing the sound of Chinese Orchestras begins with fostering individual ensemble awareness, achieving

sectional unity, creating timbre cohesion across sections, and balancing the overall sound. '

Such a framework can greatly improve acoustic cohesion in Chinese Orchestras. Further breakthroughs in ensemble sound,
guided by conductors, will elevate Taiwan’s achievements in Chinese Orchestra performance and enhance music education,

contributing to the growth of Taiwan’s cultural soft power.

Conducted the Odense Symphony Orchestra in the summer of 2023

The Hong Kong Chinese Orchestra has a dedicated instrument development department, with its most notable achievement being a series of environmentally friendly
synthetic-skin huqin instruments, ranging from bass to soprano. During CHUNG Yiu-Kwong's tenure as General Director, the TCO developed new instruments to
incorporate into the Chinese Orchestra, such as the soprano pipa, small ruan, and da hu.

10 HSU Sung-Jen (1992). A Practical Study of Musical Performance. Taipei: Chuan Yin Music Publishing.
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