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TIAN, Chengyuan: The History of the Reception of Western Music in China: Focusing

Abstract:

on Beijing and the North East Region

(Dissertation: Doctor of Music, Kyoto City University of Arts, 2017.)

This thesis looks at the history of the reception of western music in China
from the perspective of “western music artisans”. The widespread reception of
western music in China began with foreign diplomacy following the first
Opium War (1842). There were two broad approaches to western music at
that time. One approach was to actively introduce western music. This
approach considered that western music was essential to China’s
modernization. A well-known representative of this approach is the composer
Xiao Youmei. His efforts and those of many others are well-documented as
pioneers of the introduction of western music into China. Another approach
was more passive, viewing western music and instruments not as something
special, but as something given, or to be accepted through no choice of one’s
own. Such people lie outside the historical record; whereas people like Xiao

Youmei are famed and their names are widely known, these are nameless and
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unknown.

These people are the object of research in this thesis, ordinary Chinese who
were instrumental in the introduction of western music to China. They did
not treat western music as art, but simply as the act of playing an
instrument, and acquiring performance technique. In this thesis, I call these
people music artisans, and in the case of flute I call them simply flute players.

This thesis deals with the history of the reception of western music in
China. Focusing particularly on Beijing and the North East region, I will
demonstrate the temporal and spatial differences between the two areas, and
through that will consider the emergence and subsequent activities of music
artisans and flute players.

The Introduction introduces and develops the central concepts of the thesis,
the artisan musician and the flute player. Chapter One “The reception of
western music in China and the emergence of the music artisan” gives an
overview of the history since the arrival of western music until its actual
reception

Chapter Two “The reception of western music in Beijing and its connection
with the New Culture Movement” looks at how western music developed,
focusing on the Chinese members of the private band established by the
Englishman Robert Hart, the earliest instance of western music in Beijing.

Chapter Three “The reception of western music in the North East Region
and education” treats the history of the reception of western music in China’s
North East Region and argues that there are significant regional and
temporal differences between this region and Beijing.

Chapter Four, “lineages of music artisans in Beijing and North East
Region”, takes up in particular the lineages of flute players among the
various music artisans who appeared in Beijing and the North East Region.

Chapter Five, “From Flute player to Flautist”, discusses the postwar
cultural policy of the government in the 1950s, building on the musical trends
of the first half of the twentieth century. From the 1950s, government policy
gave the music artisans opportunities to study abroad to upgrade their flute
playing skills, and consequently their attitude toward and understanding of
music gradually changed. But after that, government policy changed, and

freedom of expression was suppressed, so that the budding artistic awareness
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died out.

In the Conclusion, it is argued that although these music artisans
encountered western music in a passive way, their musical activity played an
important role in the history of the reception of western music. Further, I
show that, although the pursuit of western music as art music, which had just
started to appear in the thel950s, was soon again suppressed, this awareness
was passed on to the next generation of performers. In present-day China
their students are internationally active as performers, and are establishing a
new musical world within China. The activity of flutists in contemporary

China, including the author’s, is providing a basis for future development.

I H—bPLE2—DHHIZED [ET7ZAM v 7 A - L—H—DHEERY
A VT

CARFXIEY v 7 A - L—#— Max Reger (1873-1916) »°E7 =2 b & L CHHE

L7zavH = L Ea—00iEEaFihl LT, HOET JHERAY L MhL

DI BRDBDTHST=OPWALPIZL, FHHEBZBOBKIEIN TV LIEFW

WL —F—0 7 2N, FLTET 2 &t S fi 4o @t cah 5

M 2 R, VRIS 2 X DIRVIIEAZE2 22 HIME LT 5,
WA EN O S

FFHE1ETIE L—A—DEER T HHICIET %,

E2ETRWAET ) DL L2 FE BRI OV THERS, O T
ZE RO VIRONMEEZEFLVE LTED ., TRUSADIES S B D 5
Ty 7, HIROEHRICH > TV B b OBKRERTH S, L L, Frichl
OFESHCTHEIZH SN 5 K TR, BIOERICRNLTW 2 Hiti 5%
O 7 E12iE, L= —OEMRE L TOEFEIENL TS, $/20 €T/
REbREREEleHi e e, BAE T A ME LTHEREZ T o T iR
Tx YVOERICH BEIT, TR GEEBERE BT, B2 EONER,
WDH LT F VA v MRFEIERE D 720 DWAERET ORI RIS 2 Th 5 OfF
OEREMRT E V) HTH, —EOHRE LIF57259,

EIWPELMTIE, L—F—OEREEREL MBI 5. HOETREEHE TmHIC
I BBOARIREN ST o720 20 ANFTZANTEDH 2T FANV L - Y
v § 7 — Adalbert Lindner (1860-1946), Z L CERFEH T —T— - ) —<
Hugo Riemann (1849-1919) ®OfgEIx, L —H—DiHERA ¥ f WITK & LhgE
ERAFL2EEZOND, BlE2HTIIL—A—DHETEDa v — A0



2017 4R FE AR AL SR P I 9

MBI E 2 L= ) —, ZLTHBHHOMRI OV TihRE, L—F—
EPEMR, ANVAT=A b, BHEEL LCHEH LA ET7=A ML LTRDE
CEEBIZED, FA Y ENA TR 2RI E) 21T 572, £ D DI EE R L/S—
bV —13/3¥» 7\ Johann Sebastian Bach (1685-1750) & 7'J — 2 A Johannes
Brahms (1833-1897) OfEfh, Z L CHMETH 572, AMERHBEZDOI A — I X
VMR SN2 S QEBEHB 2R 2L - —E, SRERELTCOHSHY
DEAR. THELORE, Z L CHEOEEMROMEMEZT H VN TEH L) A
WCEXFPIN T EZOND,

BAFETEI VY= bPL -5 a0z, L= —DHEASY L VIO
WTHRROWEMP O ERT D, ROV E 22— —HLTHEH LTV S EAE
MR E RS L LI, HHB OIS, EICR SN LR LR, €7/
O— VoG REDBIHT D, RIFERICL > THERICR oL —F —DHED
FoHEE. UTo#E) TH oD,

(1) Gl BB oW T (8 2 5)

- R HE R D B
3D SR VACRE JOBUP RS
- CERBEN LT L=V S
(2) & v FIZoWT (% 35)
B RV A Y /AR
CFNHRET I PNOEREEBDEL L)k, FROLES
R 2T VA DT ORI S
- FEBN DD B
C¥T ) nfibEs L) R
(3) ¥4 F3I 2 AIZDWT (5 4 1)
IR YT = v VOB R
- BNELTMOERTOER O EE
LEULTTOYAFI 7 A0y ba—
(4) FyREYZAIZOWT (455 i)
- JERIE T R
CBWT YRTOMORMG L. ZOBONHE
- oEL T Y ROEAL
- BEOEBIRR L 3 FIET 57 VR
CPEERLCY AL
- W= hDEH



100

2017 4R AR AL SR P I

(5) WY NOFERFEHUZDOWT (% 6 i)
&I RBLE D TN R
E7ZA L - L= =3RS EEENITHKD) L) REBEAS AV EFFoT
Wic, EOEHBIFFIIEE @'ﬁ’fﬂ??ﬂ”ﬁ&lﬁ'?v—/ VERLEDOMTHBNTH S

L BELCEe Y ‘/‘{mﬂﬂfﬁ@_‘ﬁxﬂgﬁxy/f W HRE RS S DDTIE %
Ay ZOH20 MR Z ML THRAICFERICR > T [HEHIRER | HEZH
METHEMMBHBER S AN L FHAERICL TS ESFZ 5,

FICHIZB L7230 I L — =R TV B E R, MBI TRZEI EL
TWZATEDINZ L T b 720, EOEME RS 2720 0F0700 & L
TREGEREZFRSTVD, L= —DET JHBEAY A VEMDLZ LIZ, B
THERE SNAPEOMEME IR L, COBN 2 RIS C D7 0OEELRETH 5,

HIGASHIYAMA, Koga: Der ,,Pianist“ Max Reger: Untersuchungen zu seinem

Abstract:

Auffithrungsstil anhand zeitgenossischer Konzertkritiken.

(Dissertation: Doctor of Music, Kyoto City University of Arts, 2017.)

Das Ziel der Dissertation liegt darin, den Auffithrungsstil Max Regers (1873-
1916) anhand von Rezensionen zu untersuchen, die in zeitgenossischen
Musikzeitungen und -zeitschriften erschienen sind. Reger war zu Lebzeiten
nicht nur als Komponist, sondern auch als Pianist bekannt und betrat durch
seine Karriere hindurch stdndig die Bihne, wo er zumeist als
Kammermusiker oder Liedbegleiter seine eigenen Werke spielte. Da Reger
beim Vortrag sein klanglich-musikalisches Ideal manifestiert haben mag,
erscheint es sinnvoll, seine Spiel- und Interpretationsweise am Klavier zu
erforschen.

Die Dissertation besteht aus vier Kapiteln.

Auf eine einleitende Skizze von Regers Biographie (Kapitel 1) folgend
bietet das Kapitel 2 einen Uberblick iiber sein Schaffen fiir Klavier. Dem
groflen Teil seiner Werke fiir Soloklavier liegt das Vorbild des romantischen
Charakterstiicks zugrunde, jedoch lassen sich in formaler Hinsicht auch
Einfliisse des barocken sowie klassischen Stils beobachten. Zu bemerken sind
aulBlerdem seine ,progressive” Seite wie die kithne Harmonik, die vor allem
seine mittlere Schaffensperiode kennzeichnet, oder die neoklassizistische
Tendenz in den Spitwerken wie »Telemann-Variationen op. 134«. In diesem

Kapitel werden auch Neigungen und Charakteristika des Repertoires
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erortert, das Reger als Konzertpianist dem Publikum darbot.

Im Kapitel 3 wird zuerst Regers musikalischer Werdegang seit seiner
Kindheit chronologisch zusammengefasst. Hinsichtlich des Auffithrungsstils
sind unter anderem der Unterricht bei Adalbert Lindner (1860-1946), dem
Pianisten und Organisten in Weiden, und bei dem prominenten
Musiktheoretiker Hugo Riemann (1849-1919) entscheidende Einfliisse auf
den jungen Reger. In der zweiten Hélfte des Kapitels werden dann praktische
Tatigkeiten als Konzertmusiker ndher betrachtet, denen Reger neben dem
Komponieren und Konzertmanagement viel Zeit und Energie widmete. Er
war zwar als Organist und Dirigent tétig, was dem heute geldufigen Reger-
Bild gut entspricht. In der Tat trat jedoch der Pianist Reger am héaufigsten
auf die Bithne. Reger spielte nur selten Solowerke, bevorzugte vielmehr,
entweder Lieder zu begleiten oder sich an die Kammermusik zu beteiligen.
Sein zentrales Repertoire besteht aus Werken von Johann Sebastian Bach
(1685-1750) und Johannes Brahms (1833-1897) sowie seinen eigenen. In
solchen T4tigkeiten beabsichtigte Reger einerseits Beitrage zur Forderung
und Entwicklung der Musikkultur, andererseits aber auch Selbstpropaganda
als Komponist und auch als Spieler. Mit dem Letzteren ist seine Absicht eng
verbunden, dem Publikum die authentische Interpretation seiner eigenen
Werke tradieren zu wollen.

Beim Kapitel 4 handelt es sich um einen Rekonstruktionsversuch von
Regers Auffithrungsstil. Dazu werden neben den zeitgentssischen
Rezensionen auch die Aussagen seiner Freunde und Mitwirkenden, die von
Reger selbst eingetragenen Spielanweisungen im Notentext sowie die
uberlieferten Notenrolle-Aufnahmen seines Klavierspiels mit in Betracht
gezogen. Aus einer analytischen Betrachtung der Dokumente geht hervor,
dass Regers Auffithrungsstil vor allem durch 1) Deutlichkeit der Phrasierung,
2) auBerordentliche Weichheit des Anschlags, 3) bunte Klangfarben, 4)
hiufige wie extreme Verwendung des pianissimo-Effekts und 5) rhythmisch-
taktmetrische Freiheiten gekennzeichnet wurde. In jeder Hinsicht ist Regers
Standpunkt also stark von der zu seiner Zeit herrschenden spatromantischen
Auffiihrungsisthetik gepragt und zeigt kaum Vorzeichen fiir die ,notentreue”
Interpretation, die im Laufe des 20. Jahrhunderts allmédhlich zur

Hauptstromung wurde.
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Das néhere Verstiandnis von Regers Auffithrungsstil sowie -édsthetik dient
dazu, seine oftmals als kompliziert angesehenen Kompositionen tiefer zu

begreifen und klanglich besser zu verwirklichen.
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TAKAHASHI, Jun: Stability of Singer’s formant in Singing: Spectral Analysis of

Singing including the transition of vowel
(Dissertation: Doctor of Music, Kyoto City University of Arts, 2017.)

Abstract: In classical singing, there is a singing method that realizes the ideal voice
quality of Bel Canto singing. Bel Canto has a meaning of beautiful singing in
Italian. In general, it refers to the singing style itself in the 17th century or
the 18th century, or the singing method that supports that style. However,
there are various interpretations of this word, and there is no strict definition.

Because it is sometimes simply used as an Italian song or singing method,
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there is no precise definition.

In recent years, in scientific research on singing voices, spectral analysis on
singing voices of well-trained singers has been performed. And the existence
of “Singer’s formant” (SF) as a common acoustic property has been confirmed
(Sundberg, 2007). The SF is a formant peak of the singing voice in the vicinity
of 3 kHz. It is a frequency band that is most easily audible by humans, and it
this peak is found neither in spoken voices nor in sounds of traditional
acoustic, musical instruments. This characteristic prevents SFs from being
masked by orchestral sounds.

In the previous study, research was conducted only by the whole long-time
spectrum of the song, so only the average value of SF in the song has been
observed. However, one has to change pitches as well as timbres in singing. It
could be assumed that the stability of SF might be an appropriate index for a
proficient singing style in addition to the SF saliency observed in the spectra
average over a long range of time.

This research investigated the contribution of the stability of SF under
well-controlled singing contexts where singers had to change pitches as well
as timbres, i.e., vowels..

First, the change of three kinds of pitch between two notes (Unison,
Upward 5th, Downward 4th) and nine different vowel changes (aa, ai, au, ia,
ii, iu, ua, ui, uu) were orthogonally arranged, which made 27 combinations of
singing context. Voice samples were recorded by 18 singers including
professional singers and students majoring vocal music.

The samples were submitted to acoustic analyses as well as subjective
evaluations. Six acoustic features were obtained. The first one was the
average occupation rate of power around the SF relative to the total power
which might be an index for the SF saliency. The other five were candidates
for the SF stability which reflected the degree of difference between two
consecutive vowel segments, i.e., the differeces in the occupation rates, the
root square mean (RMS) deviations of two spectra with/without the power
normalization and with/without the peak alignment of SF's.

In the subjective evaluation, 38 listeners evaluated the samples on the 5
grades evaluation scale.

A multiple regression analysis revealed that both the stability and salience
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of the SF was an important factor to predict the subject evaluation. That is, a
significant relationship was found in the SF occupancy rate, the difference in
SF occupancy rates, the spectral RMS deviation with the power normalization
and witch the peak alignment. A positive correlation was found between the
subjective evaluation and each of the SF occupancy rate and the difference in
SF occupancy rates. On the other hand, the spectral RMS deviation was
negatively correlated with the subjective evaluation.

The former two positive correlations have confirmed that singing with a
salient and stable SF could be highly evaluated. The latter negative
correlation, however, appeared to be a counter-intuitive. The discussion will
be provided as to this counter-intuitive observation in relation to the formant

adaptation.
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WATANABE, Hironori: Study on Integration of Music and Drama in the Revision of

Simon Boccanegra: Comparison of the Original Version, the Revised
Version, and the Middle-Period Trilogy
(Dissertation: Doctor of Music, Kyoto City University of Arts, 2017.)

Abstract: Simon Boccanegra (1857) was composed by Giuseppe Verdi (1813-1901) as his

21st opera. It was originally performed at Teatro La Fenice in Venice, turning

into a disaster. Thereafter, this opera had been about to be forgotten, but came
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back after substantially being revised in 1881 when the 24 years had already
passed from the first performance. The revised version is known as Simon
Boccanegra today.

This thesis is to examine what were pursued in the original version of
Simon Boccanegra that can be called experimental and to discuss how Verdi
successfully realized the “integration of drama and music” by getting out of
the traditional form that had continued from the time of bel canto through
the revision based on a script by Arrigo Boito (1842-1918). The “integration of
drama and music” herein refers to a phenomenon where the music and the
drama are concurrently deployed without disturbing the progress of the
drama due to musical constraint.

While quite a few comparative studies on the original version and the
revised version of the opera have been conducted so far, many of them
discussed only the differences between the two versions. Therefore, this study
compares the original version and the middle-period trilogy that was
composed in the same period, and discusses common musical features the
works share, the progressiveness in the original version, and how far the
integration of music and drama was carried out in the middle period. Also,
this study examines reasons why the original version of Simon Boccanegra
needed to be revised after the 24 years and accordingly reveals what sorts of
expression method were employed in the revision in order to further enhance
the dramatic effects that had not been observed before. In addition, this study
considers the relationships with Otello (1837) composed after the revision as
well as the influences of Wagner.

In Chapter I, the background of the composition and the first performance
of the original version of Simon Boccanegra are reviewed. What did Verdi
pursue in this work? What did Verdi try to do in the original version that
involved too novel and strong dramatic elements? The intentions of Verdi are
examined in this chapter.

In Chapter II, the original version of Simon Boccanegra was compared to
middle-period trilogy from the perspective of music. A comparison of the
original version and middle-period trilogy reveals common musical features
the works share, the progressiveness in the original version, and how far the

integration of music and drama in the middle-period trilogy was carried out.
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In Chapter III, the necessity of the revised version of Simon Boccanegra is
examined. After writing the original version, Verdi composed Un ballo in
maschera, La forza del destino, and Don Carlos. Then, he wrote Aida that can
be deemed as the opera best representing him. However, he did not compose
music for 16 years after Aida. This study finds out reasons why he stopped
composing music and started it again after an interval of the 16 years.
Further, what made him revise Simon Boccanegra was described as well.

In Chapter IV the original and the revised versions of Simon Boccanegra
were compared from the both perspectives of music and drama. What does
this revision mean in respective fields? On what grounds was this revision
made?

Chapter V discusses the influences of Wagner as well as the relationships
between the revised version of Simon Boccanegra and Otello.

Chapter VI summarizes what have been revealed in the preceding five
chapters. It is concluded that the revised version of Simon Boccanegra is the
work in which Verdi finally completed the “integration of drama and music”
where the drama progresses along with the continuing music, which he had

been pursuing throughout his life.
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further possibilities for the musical analysis of shinnnai-bushi through

musical transcription of his example
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