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箏峰涵韻—
樊慰慈與郭岷勤談現代箏樂

問：

臺灣的箏樂最初由梁在平老師在1950年代開始推廣，多年來在演奏技法和樂器形制也有一些改變，

兩位是如何看待這些改變？

樊慰慈（以下簡稱樊）：

箏的形制很多，以往絃數比較少，像河南箏是13絃或16

絃，當時梁在平老師推廣的箏以16絃鋼絃為主，1960年代

上海研發出21絃箏，並於70年代傳到臺灣，不但音域多了

一個八度，也以尼龍纏絃取代鋼絃，成為我們現在常看到

的箏。

傳統箏是5聲音階定絃的樂器，無法任意轉調，音域不夠

寬，也不易將西方12平均律的半音全部彈奏出來，因此過

去有些作曲家寧願為琵琶寫曲，也少為古箏寫曲，雖然後

來又研發出「轉調箏」、「蝶式箏」，卻未推廣成功。但

我認為古箏音調上的限制應是「特色」而不是「缺陷」，

在特定條件下，反而能藉由音色或按音、滑音等不同手

法，激發出不同的想像。

郭岷勤（以下簡稱郭）：

我的第一首曲子也不是寫給古箏（笑），過去我所受的作

曲訓練是西方的和聲、曲式學和對位法，為了符合這些原

則，我必須不斷改變古箏原本的樣子（例如移動雁柱來調

整音高），但這樣的作品對彈奏者來說，既不友善也不夠

穩定。

後來接觸一些當代作品之後，我發現音樂的創作可以有很

多面向，不一定要以旋律為主，也可以從樂思、音色或創

意想像出發，5聲音階就是古箏的特色，只要改變一個技

法，滑音也可以成為一種和聲，進而表現出12音階樂器無

法達到的氛圍。此外，古箏是箱型樂器，它的左側區域、

共鳴箱以及琴碼本身作為發聲體，也是一大特色，提供了

作曲家另一個角度的發想空間。

自20世紀中葉以來，箏樂已開創出多元的現代作品，除了以傳統與地方音樂為基礎之外，亦加入了世界音樂的素材，甚至

因作曲家專業背景的差異，而在曲風上有不同突破。

樊慰慈與郭岷勤這兩位箏樂界的前輩與後輩，在本刊的邀約下難得同聚一堂，一起描繪他們心中的現代箏樂形象。
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左：中國文化大學藝術學院院長、箏藝之研藝術總監 樊慰慈   右：青年箏樂演奏家、三個人室內樂團團長 郭岷勤

2011年，樊慰慈於國家演奏廳演奏多聲箏



問：

《箏峰涵韻》音樂會將演奏您們的作品，可否請老師

說說其特色？

樊：

《廣陵絕響》是改編自氣勢磅薄的古琴曲《廣陵散》，描

述戰國時期聶政刺韓王的歷史。以往敘事多以刺客聶政為

重心，忽略其姊聶榮最後出面認屍的強大戲劇張力，且

《廣陵散》的音樂高潮實際上落在「烈婦」之後的段落。

此次我以明朝《神奇秘譜》為本，並參考了管平湖的打譜

及歷史錄音，改編成更貼近古琴音韻的版本，嘗試以26絃

箏的寬廣音域及不同音域間的音色變化，重新以「烈婦」

的角度來刻畫原曲糾結的內心戲。在彈奏技法上注重右手

食、中二指的獨立性與靈活搭配，展現複雜的泛音與按絃

取音效果，試圖為箏樂塑造出一種色彩和質量上的立體空

間感。

此外，旅加臺灣箏家謝岱霖要帶來一首作曲家陳哲極具特

色的協奏曲新作《本生紀》，以音樂闡釋釋迦摩尼成佛前

歷經劫數的修行過程，樂曲中也富有許多古琴的音韻及色

彩。

郭：

《跳鍾馗》古箏協奏曲是以意象型態來模擬道教科儀鍾馗

的形象，我在觀察「跳鍾馗」的過程中，發現鍾馗跳的時

候步伐看似自由，但又帶著節奏感，因此古箏的演奏也以

這種不規則狀態進行，以五拍子旋律呈現意境，並以對比

聲響延伸驅魔追逃過程的想像。其中有一段中板，我運用

了一點藍調手法，拿掉儀式性的部份，把「跳」的動作更

加開展，使樂曲產生一種「跳舞感」。

此曲中，古箏和樂團相輔相成、先後交替，同時我也開發

出一些不同音色，例如以手掌磨擦琴絃，或是用手掌製造

悶音感，希望讓古箏有耳目一新之感。

問：

最後請以一句話，說說您心目中的古箏是什麼形象？

郭：

你對它的想像會決定它的樣子！

樊：

我則藉用19世紀音樂家李斯特的一句話：「做為演奏者，

鋼琴是我的媒介。」所有樂器都是音樂家抒發情意的媒

介，古箏亦然，它可以是低吟輕歌的仕女，也可以是豪邁

狂放的俠客，不會被任何形象所限制，而一個好的演奏家

就像一名優秀演員，演什麼要像什麼！

問：

兩位老師同時也都是優秀的作曲家，能否談談有哪些印象深刻的箏樂曲目？

樊：

我常參加各地不同的箏會，有時一時興起要合奏的時候，

最不需要練習和排練、且大家一定都會彈的就是《漁舟唱

晚》，旋律好聽，技巧也能輕鬆上手，是很經典的古箏傳

統曲目。

郭：

每個時期都有代表性的古箏曲目，我自己覺得有趣的作品

如：劉文佳的《闌隱花珊》，他在曲中放入潮州箏的元

素，使用了一些特殊聲響，但又結合了傳統地方風味素

材，讓作品介於傳統和創新之間。現今箏樂還是以中國作

品為多，而且受到民族主義的影響，強調旋律性、中國特

色及地方風格，像《闌隱花珊》這樣實驗風格的曲子反而

覺得饒富新意。

早期秦文琛的手法也很新，寫給古箏獨奏的《太陽的影子

IV》在不改變古箏的定絃下，在琴碼兩側新增兩個雁柱定

絃，使琴產生了23種聲音，而且開拓新的演奏手法，如：

以弓拉絃、指關節敲擊琴碼、硬幣刮奏，將古箏的演奏性

能發揮到極致。他的另外兩首作品《風中的聖詠》、《吹

響的經幡》也有異曲同工之妙。

樊：

中國在90年代改革開放後的一批留學生大約在2000年左右

回國任教，一度萌生許多前衛的創作；而臺灣則更早，70

年代就有現代作曲家為傳統音樂創作。近10年來中國受到

實用主義的影響，加上實驗性作品推展不易，因此除了部

分學院派，大多又走回傳統和聲的架構。

像上述的特殊定絃雖然十分引人入勝，但很可惜的是往往

只適用於單一的特定作品。10多年前我也曾以一套非5聲音

階的定絃創作了《星塵》，當時我還不服氣，刻意以同樣

定絃另外再寫了兩首不同風格的曲子，以證明任一特殊定

絃的異質可能性。事實證明它可以再發展，但是不是有無

限的可能性，還需要繼續探索。

半世紀以來，箏樂可說是百花齊放，尤其世界各地都有箏

類樂器，如日本的箏（Koto）、韓國的伽倻琴、越南的彈

箏、蒙古的雅托噶等，不但在創作上可以做為彼此的參

考，各民族不同的演奏手法，也可以相互借鏡。《星塵》

也曾被移植到伽倻琴上，雖然音量變小，指法也不同，但

還是很有趣。過去3、40年，我們參考的對象是西方音樂，

如今眼界不妨再寬一些，世界箏族也有不同的特色可交

流，更能豐富古箏的表現力。
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旅加臺灣箏樂家 謝岱霖

郭岷勤 攝影/小山

官網

▍ 北市國2020/21樂季

  名家系列—箏峰涵韻

  演出時間：9/18(五)19:30 

  演出地點：臺北市中山堂中正廳

  更多演出訊息，請洽北市國官網

  或Facebook搜尋「臺北市立國樂團」



Q: 
Zheng music in Taiwan was first popularized by Mr. LIANG Tsai-Ping in the 1950s. Over the years, there have 
been some changes in the playing techniques and the structure of the instrument itself. What do you think of these 
changes?

FAN Wei-Tsu (hereinafter referred to as FAN):
Historically, zheng comes with many different shapes and 
configurations. For the number of strings alone, for example, 
there used to be either 13 or 16, such as the version propagated 
in Henan Provenience in the early 20th Century. The one first 
introduced by LIANG in Taiwan had 16 steel strings. Since late 
1970s, it was gradually replaced by the 21-nylon-stringed zheng, 
developed in Shanghai in the 60s. The new version of the instru-
ment has not only wider range, one more octave, but also bigger 
volume which contribute to its popularity among zheng players 
nowadays.

The traditional zheng is tuned in pentatonic scales and cannot be 
freely transferred within the Western equal temperament system 
or plays all the semitones at will. This might be the reason why 
some contemporary composers would rather write new music for 
pipa than for zheng. Although there had been new instruments 
developed to solve these problems, e.g. the "transposing zheng" 
and "butterfly zheng", all attempts were failed due to the lack of 
efficiency. However, I turn to consider these restrictions on 
zheng its intrinsic characteristics rather than any defect. It leaves 
plenty of rooms for artistic ingenuity and technical maneuver, 

from which different imaginations can be stimulated by the 
sophisticated employment of articulations, micro-tones and 
portamentos.

KUO Min-Chin (hereinafter referred to as KUO):
My first composition was not for zheng (laughing). My previous 
composition training was the western theories of harmony, 
melody and counterpoint. In order to comply with these princi-
ples, I had to constantly change the appearance of zheng 
originally (such as moving the bridges to adjust the pitch), but 
such work was neither user-friendly nor easy enough for players.
Later, after the exposure to some contemporary works, I found 
that the music creation can have a lot of faces, and don't have to 
be given priority to with the melody, but can also start from 
thinking, tone or creative imagination. The pentatonic scale is 
the characteristics of zheng, and as long as changing certain 
fingerings, the gliding can also become a kind of harmony, and 
then show the atmosphere that the 12-scale instrument cannot 
reach. In addition, zheng is a box instrument, and its left-hand 
side, sound box and bridges as the sounding body are also a 
major feature, providing another perspective for composers to 
think.

Since the middle of the 20th century, the repertoire of contemporary zheng music has been enriched with a variety of styles infused 
with elements from around the world, along with those developed from local traditions. The difference in stylistic approaches depends 
on individual tastes as well as the professional background of the composers.
Under our initiative, FAN Wei-Tsu and KUO Min-Chin, representing the senior and younger generations of Taiwanese zheng 
musicians, got together discussing the advance of contemporary zheng music.

Mellifluous Aura of Zheng:
FAN Wei-Tsu and KUO Min-Chin Reflecting
on Contemporary Zheng Music

Writer／LU Chia-Chen   English translation of FAN Wei-Tsu’s comments／FAN Wei-Tsu
Photo／HU Chia -Jen   Picture／FAN Wei-Tsu, KUO Min-Chin, TCO
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Left：KUO Min-Chin   Right：FAN Wei-Tsu

KUO Min-Chin, (Photo / CHEN Yu-Chung)



Q: 
In the upcoming concert Mellifluous Aura of Zheng on 
September 18 at Taipei’s Zhongshan Auditorium, 
both of you will play your own works, could you please 
tell us the features? 

FAN:
 Arranged from an epic guqin masterpiece Guangling San dated 
back to at least 1425, the Concerto Reminiscences of Guangling 
relates the story of NIE Zheng's assassination of King of Han 
during the Warring States Period (475-221 BC). While I found 
Guangling San’s music actually climaxed at the section entitled 
"Heroine," traditionally, the narrative mainly focused on the 
antagonist NIE Zheng, leaving the tremendous dramatic tension 
of his sister NIE Rong’s coming forward bravely to recognize 
the assassin’s body to the background.

My arrangement of the work is based on the earliest extent 
original source published in the Esoteric Music Handbook of 
Music Marvels from Ming Dynasty, with further reference to 
Qin master GUAN Pinghu's monumental interpretation from his 
historical recording of the work in 1950s, hoping to pay closer 
attention to every details of guqin’s nuances. It was arranged 
specifically for the 26-stringed zheng for its wider range and 
deeper tonal quality, to exploit the music’s entangled inner 
drama from the perspective of NIE Rong, the heroine. In terms 
of playing techniques, it emphasizes on the independence and 
flexible collocation of the forefinger and middle finger of right 
hand, with complicated fingerings for harmonics and portamen-
tos, to project a multilayer of tembres and tonal depth on the 
zheng.

In addition, HSIEH Dailin, a top prize winner with Kuo in the 
2007 TCO Traditional Music Competition for Zheng, will bring 
a most interesting new concerto Legend of Siddhārtha Gautama 
by composer CHEN Che, which depicts the spiritual journey of 
Siddhārtha Gautama before he became the Buddha. The color 
and sound of guqin also can be found abundantly in this work.

KUO: 
Zheng concerto Tiao Zhong-Kui is to simulate the image of 
ZHONG Kui, a spirit of Taoism based on the image morphology. 
In the process of watching the ritual, I found that when ZHONG 
Kui jumps, the pace seems free, but it is also with a sense of 
rhythm. So zheng is also played in this kind of irregular form, to 
present the artistic conception with five-beat rhythm, and to 
extend the exorcism imagination in the process of chasing by the 
comparative sound. In the Moderato section, I used a little bit of 
the blues, took away the ritualistic part, and made the "jumping" 
move more open, giving the music a sense of "dancing."

In this work, the guzheng and the orchestra complement each 
other and alternate one after another. Meanwhile, I also

developed some different timbre, such as rubbing the strings 
with the palm, or creating a sense of dull sound with the palm, 
hoping to give a refreshing feeling of the zheng.

Q: 
In the end, what is zheng’s image in your heart?

FAN:
 I shall quote the words of Franz Liszt: "For a performer, the 
piano is my medium." All musical instruments are the medium 
for musicians to express their heart and mind, so does the zheng. 
It could be like a fine lady singing or a chivalric warrior 
chanting. It should not be limited to any stock image. A great 
performer is just like an excellent actor who immersed oneself 
sympathetically and profoundly in the character during the act.

Q: 
Both of you are excellent composers. Can you talk about some impressive zheng music pieces?

FAN: 
I have been participating in various zheng concerts in different 
Chinese societies for some years. In a gala concert, when we 
want to play an encore together but have very little time to 
rehearse, the most obvious choice would be Fisherman’s 
Evening Song, as it is THE classic piece with beautiful melody 
and every zheng player knows it by heart.

KUO:
There are representative zheng repertoire in each period. The 
works I feel interested include LIU Wenjia: Lan Yin Hua Shan, 
which has the elements of traditional Chaozhou zheng combin-
ing with some special sounds which makes the work a hybrid of 
tradition and innovation. Nowadays, zheng music is mostly 
composed of Chinese works, which are influenced by national-
ism, and emphasize melody, Chinese characteristics and local 
style. Experimental styles such as Lan Yin Hua Shan, however, 
are full of new ideas.

QIN Wenchen’s technique in his early stage was quite new. His 
Shadow of The Sun IV for zheng solo added two bridges for 
tuning on two sides of the bridges without changing the tuning of 
the original zheng, which produces 23, instead of the normal 21, 
notes available on the instrument. It also employs new playing 
techniques, such as bowing the strings, knocking the bridge by 
knuckle, or using a coin to play, which expands the zheng perfor-
mance to its limit. His other two works, Chorales in the Wind 
and Prayer Flags in the Wind, also have similar charm.

FAN: 
Since China's reform and opening up in the 1990s, groups of 
overseas music students have returned to China to teach which 
helped aggregate certain avant-garde music movements in the 
academies there. It started even earlier in Taiwan, when modern 
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KUO Min-Chin,（Photo：HSIAO Shan）

▍ TCO 2020/21 Season

  Master Series: Mellifluous Aura of Zheng
  Performance time: Sept. 18 (Fri.) 19:30 
  Venue: Zhongzheng Auditorium,
  Taipei Zhongshan Hall  
  More performance information, 
  please visit TCO official website 
  Or search for Taipei Chinese Orchestra in Facebook

official website

composers first attempted to write new music for traditional 
instruments in 1970s. In recent years, however, such movement 
has somewhat leveled off in China as artistic pragmatism is still 
prevailing in the society there. Except for within the confinement 
of a few selected academic walls, most new works have resort to 
comply with a more traditional aesthetics.

As for the artificial modal scales on zheng mentioned above, 
however fascinating it might be, is usually designed for one 
specific work in mind and hence could only be applicable to that 
single work, unfortunately. Over a decade ago, I happened to 
write a new piece Stardust for zheng solo on a set of artificial 
modal scales. Then I deliberately used the same scales to write 
two other works in totally different styles, to prove the heteroge-
neous possibility of any given modal scale. Though the possibili-
ties might not be unlimited, it proves to be quite a fascinating 
feature in writing new music for zheng of which any further 
exploration would be richly rewarding.

In the past half century, zheng music has blossomed in many East 
Asian Countries. Most regions have their own versions of the 
instrument, such as Koto of Japan, Gayageum of South Korea, 
Đàn Tranh of Vietnam and Yatga of Mongolia, etc. Composers as 
well as performers are encouraged to learn the different music 
styles and performance techniques of these instruments, then 
freely cross-referencing these idioms in new compositions. For 
example, Korean performers have arranged my work Stardust 
and some other contemporary zheng compositions for Gayageum. 
I was very fascinated to hear these once familiar works to be 
played on a foreign instrument with fresh colors and different 
fingerings. Over the past half century, traditional Chinese 
musicians have relied heavily on mostly Western music as 
references. It’s time to explore different frontiers and interact 
more with the music and musicians of neighboring zheng 
families.

FAN Wei-Tsu performed with Gayageum ensemble in Seoul, 2016


