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ABSTRACT 

 
This treatise provides an annotated catalogue of solo piano repertoire by currently living 

women composers who were born in the second half of the twentieth century and are from 

mainland China, Hong Kong, and Taiwan. It serves as a practical reference source and guide to 

this literature. The first chapter discusses the current situation for Asian women composers and 

the significance of this study. The second chapter is a catalogue of the composers and their solo 

piano works I collected for this study. Biographical information and descriptive summaries of the 

pieces will allow performers, teachers, and scholars to easily survey this particular repertoire, 

choose pieces for study and performance, and discover new works. The final chapter provides 

critical commentary and offers my observations on sources of inspiration and elements of 

musical style in the collected repertoire. The appendix includes a table of composers and works 

for readers to locate pieces quickly based on the origin of the composer or the level of difficulty 

and duration of the piece. This project contributes to a growing body of recent scholarship on 

new music by Asian composers. It aims to introduce more of this repertoire into the general 

piano literature so that the music of Asian women composers can be discussed and performed 

more regularly. 
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CHAPTER 1 

 

INTRODUCTION 

 

 
Background and Significance 

 

In the world of art music today, programming choices have generally become more 

diverse and innovative. Orchestra directors often program new music along with classical 

repertoire in concerts to help promote young composers; musicians often commission and 

collaborate with contemporary composers to establish their individual voices; student music 

majors often select music by living composers as lecture or research topics to explore possible 

new paths for their career journeys. While contemporary composers across the world in general 

have better opportunities now to present their music to audiences, the percentage of women 

composers remains small, and Asian women composers are featured even less than their 

counterparts in the West. 

From the sixteenth to the nineteenth centuries, Asian women composers were rare owing 

to the historical and social environment in Asian countries. During the course of the twentieth 

century, attitudes toward culture and gender became more inclusive. Asian women composers 

began to emerge and receive greater recognition by the public. In the last few decades, the rapid 

growth of internet access, social media, and online resources have broken gender and 

geographical barriers for composers. Nevertheless, when exploring the data, the results do not 

reflect what we might expect from that trend. In the 2014-15 season of twenty-one major 

orchestras, for instance, only 1.8% of the music performed was composed by women composers, 

and none of them were Asian.1 Three years later, in the 2018-19 season of fifteen major 

orchestras, the percentage increased slightly to 2.3%.2 Although nationality is not indicated in 

latter study, even if Asian women composers were among that small percentage, the number 

would be almost negligible.  

                                                 
1 Ricky O’Bannon, “2014-15 Orchestra Season by the Numbers,” accessed February 9, 2019, 

http://www.bsomusic.org/stories/the-2014-15-orchestra-season-by-the-numbers.aspx. 

 
2 “Women Composers in Concert Performances 2018-2019 Orchestral Season,” accessed February 9, 2019, 

http://www.drama-musica.com/stories/2018_2019_orchestra_seasons.html. 

http://www.bsomusic.org/stories/the-2014-15-orchestra-season-by-the-numbers.aspx
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Over the past several centuries, progress is undeniable, yet the gap is still evident. While 

professional musicians and music majors can easily name a list of Western male composers, it is 

perhaps more difficult for them to mention even a handful of Asian women composers. In order 

for women composers from Asia to begin to achieve parity with their male counterparts, I 

believe there remains a need to highlight their achievements and bring more attention to their 

work.  

Although more books, databases, essays, and dissertations are being written on Asian 

women composers, they still show limitations and drawbacks of three main types. First, there is 

an unavoidable language barrier for the majority of authors. Most of the resources are written 

and compiled by English-speaking scholars and students, and thus, Asian women composers are 

often overlooked or only receive a small percentage of the coverage. Second, the system of 

listing and cataloguing composers varies significantly in different countries. For example, in the 

United States and some of the Asian countries, composers usually have their personal websites 

as an open window for the public. Their contact information can mostly be found on websites or 

through social media. There are also numbers of composer societies, alliances, associations, 

guilds, and databases that provide as useful online resources. However, in mainland China, it is 

highly uncommon for composers to have personal websites, to list contact information on social 

media, or to have their information in online databases. This environment undoubtedly adds to 

the difficulties for researchers and musicians.  

Third, available resources are often either too broad in scope or too restricted. Most of the 

catalogues, guide books and encyclopedias cover a large amount of information about composers 

in general, and they demand a lot more time and effort for those looking for more specific topics. 

In contrast, most of the articles, treatises and dissertations provide great depth and thorough 

research on specific composers and repertoire, which is useful for scholars and professional 

musicians, but not the most ideal and accessible for general audiences.  

The study of Asian women composers and their music should be included among studies 

of composers and music in general. It is a missing piece that will fill in a more comprehensive 

picture of today’s musical world. Discovering this particular group of composers and repertoire 

is an exciting and enriching experience for many people. Learning about their music is learning 

about another culture, different perspectives, and individual creative expression. It is about 

making connections between Eastern and Western cultures and discovering how different 
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experiences have informed and shaped musical language and output. This study seeks to increase 

exposure to Asian women composers, especially in Western culture, and to encourage musicians, 

scholars, and audiences to recognize and acknowledge their music and continue discovering 

more of it.  

 

 

Overview of Method 

 

This treatise aims to serve as an annotated catalogue and reference source of solo piano 

repertoire by currently living women composers from mainland China, Hong Kong, and Taiwan. 

The completion of this treatise involved two major processes: gathering factual and biographical 

information and annotating the repertoire. The process of gathering information involved as lot 

of early-stage explorations and communications. One of the challenges with this topic is that we 

are living in an information age and that means new composers and new music are emerging all 

the time. Therefore, in order to collect as many as possible relevant composers and their music, a 

wide variety of resources and approaches needed to be consulted and applied.  

 The first step had been to sift through an array of materials gathering the names of the 

composers. I went through indexes from relevant books, articles, and online databases, checked 

every listed name, and selected all the potential Asian family names for the first round. 

Challenges during the searching process included: 1) different Asian countries often have similar 

last names, and to differentiate them could consume a lot time and effort; 2) the different 

ordering system of first and last names for Asian countries causes confusion for Western editors 

and compilers, and occasionally they mistakenly place the composer in the wrong alphabetic 

group.  

The second step was to verify all the selected names and make sure that each person has 

in fact composed piano solo works. All the selected composers are contemporary, so the best 

way to learn about their backgrounds and works is through personal websites since the 

information is usually more up-to-date and often there is a works list provided. However, not 

every composer has a personal website. In these cases, I had to look into composers’ 

backgrounds and compositions through social media platforms, articles, programs, CD liner 

notes, competition pages, composer organization pages, and many other online resources. Once a 
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composer’s biography was read and her works list was carefully checked, then her name and her 

piano solo works were included. 

The third step was the most time-consuming and challenging part of the entire gathering 

process. In order to write effective and useful annotations for each piece of music, it was 

necessary to obtain a copy of the music score. The works of more established composers are 

usually published and can be purchased online as a hard copy or digital file. However, a majority 

of composers’ works are very new and often self-published. This situation required a large 

number of email and social media correspondence, yet problems still occurred. About ten percent 

of my emails and messages were not responded to in time to be included in this catalogue. In 

addition, ten percent of some composers’ early works were eliminated due to their own 

dissatisfaction or the loss of the score. Despite all that, I have still compiled nearly ninety 

contemporary Asian women composers and around 150 piano solo works. 

Searching for composers who are currently working and residing in mainland China is an 

especially challenging task. Unlike composers developing careers in the United States, most 

Chinese composers do not build a personal website or publish their personal contact information 

on any social media sites or school websites. It is also uncommon to be an independent or 

freelancing composer in mainland China. One approach to finding women composers and their 

works is to search on faculty web pages from the major music conservatories and universities in 

China, yet information is still very limited. To get in touch with a certain composer is even more 

difficult. It requires a lot of personal networking, and to build and connect the networks takes 

time. For these reasons, only well-established Chinese composers who hold a full-time faculty 

position in a conservatory or university have been able to be included in this treatise. 

 The annotation portion of this project is more straight-forward. For each composer entry, 

basic biographical information is provided, including full name, year of birth, country of birth, 

general educational background, and highlights of teaching/composing experience. For each 

piano work in the catalogue, the following types of information are listed: year of composition; 

approximate duration; information about the premiere and/or the score and recording(s), when 

applicable; level of difficulty (early, intermediate, advanced, professional); and style keywords. 

The annotations discuss compositional background, sources of inspiration, significant style 

features, descriptive overview of the piece, and performance practice suggestions.  
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Factual and biographical information was largely obtained from personal websites, web 

pages, books, encyclopedias, program notes and linear notes; interpretative commentary in the 

annotations came from consulting dissertations, composers’ program notes, and my own study 

and analysis of the pieces. The levels of difficulty provided in this treatise can be generalized in 

the following criterion: 1) early—two voice texture, straight meter, simple rhythms and 

harmonies, basic technical requirements and hand position, and straightforward musical 

character; 2) intermediate— three or four voice texture, tonal and nontonal harmonies, certain 

degree of rhythmic complexity, various technical requirements (e.g., fast running scales, 

arpeggios, chords, and octaves), balance between hands and voices, simple or contrasting 

musical character; 3) advanced— polyphonic texture, polymeter and shifting meter, complex 

polyrhythm and irregular rhythmic groupings and figures, nontonal and atonal harmonic 

language, extended techniques, technically demanding yet musically still accessible; 4) 

professional—polyphonic or sparse texture, wide span of the keyboard, disjunct writing style, 

extremely complex and arbitrary metric and rhythmic system, nontonal and atonal harmonic 

language, extended techniques, philosophical idea, eccentric and esoteric musical style.  

Due to the current nature of this topic, there are inevitably limitations for this treatise. 

The composers and repertoire collected are only up to date as of the time of writing, and the 

content is as thorough as possible yet cannot be exhaustive. Therefore, ongoing research and 

updates will need to be conducted by me and other interested scholars, musicians, and students. 

 

 

Review of Literature 

 

Asian Women Composers and Their Piano Music 

 The most essential and current resource for this topic, rather than published books and 

documents, is online databases and websites of composers. I examined ten online databases in 

total to select the suitable composers for this treatise. Four of the nine online databases are 

devoted solely to women musicians and composers: Chinese Woman Composers’ Association, 

Donne: Women in Music, Institute for Composer Diversity, and International Alliance for 
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Women in Music.3 All the databases are limited to certain criteria, either by gender, by time, or 

by geographic location.  

Among the ten databases, “Institute for Composer Diversity” is the most up-to-date and 

useful resource for this treatise. The website is operated within the School of Music at the State 

University of New York at Fredonia on a volunteer basis, and commits to promoting and 

advancing the music “created by composers from historically underrepresented groups including 

women, composers of color, LGBTQIA+ composers, and composers with disabilities.”4 The 

database contains almost 4000 composers in total, and includes nearly 300 living women 

composers from East Asia. Each entry shows the composer’s name, current residence, and a link 

to primary or secondary sources, for example the composer’s personal website or a webpage 

with biographical information.  

The other databases are generally useful as a resource, but the very broad content often 

requires more time and increases the workload for researchers. For example, “The Classical 

Composers Database,” “The Living Composer Project,” “International Society for Contemporary 

Music” and “The Canadian Music Centre” feature both male and female composers, and female 

composers only comprise a small number of the total; “International Alliance for Women in 

Music,” and “Donne: Women in Music” focus on women musicians in all professional fields of 

music, not just composition.  

While none of the above focuses on a certain region, “Chinese Woman Composers’ 

Association”, “Hong Kong Composers’ Guild” and “The Online Database of Taiwanese 

Musicians” are the three databases that are geographically most relevant to this treatise. 

However, the contents show different level of incompleteness and inconsistency depending on 

the editors and compliers, for example some of the websites only provide limited biographical 

information and a selective works list.  

 

 

 

                                                 
3 Chinese Woman Composers’ Association, http://chinesewomancomposers.org/aboutus.html; Donne: Women 

in Music, Drama Musica, http://www.drama-musica.com/TheBigList10.html; Institute for Composer Diversity, 

https://www.composerdiversity.com/; International Alliance for Women in Music, https://iawm.org/.  

 
4 Institute for Composer Diversity, accessed February 9, 2019, https://www.composerdiversity.com. 

http://chinesewomancomposers.org/aboutus.html
http://www.drama-musica.com/TheBigList10.html
https://www.composerdiversity.com/
https://iawm.org/
https://www.composerdiversity.com/
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Standard Piano Repertoire Guides and Catalogues 

 The original model for this treatise is Maurice Hinson’s Guide to the Pianist’s Repertoire 

(4th edition, 2014). Since the first edition came into existence in 1973, this book has been looked 

on as one of the most important, inclusive, and diverse guides to general piano repertoire, and its 

purpose is significant for performers, piano teachers and students: “to make available in one 

practical listing the important piano literature.”5 The latest edition reaches over 1200 pages and 

contains more than 2000 composers worldwide from 1700 to the present. Each entry is annotated 

with basic information of the work, as well as descriptions of general character, style, and other 

notable features. Hinson sorts each work into four grades: easy, intermediate, moderately 

difficult, and difficult. When available, related research resources, publisher information, and 

edition numbers are also listed. One limitation to Hinson’s guide is that it only provides 

alphabetic and geographical indexes and so it is hardly possible to identify women composers for 

this treatise by glancing through the entire book.  

A similar book is Jane Magrath’s The Pianist's Guide to Standard Teaching and 

Performance Literature (1995). This is an invaluable guide to the pedagogical solo piano 

literature that covers the Baroque, Classical, Romantic, and 20th century periods. Biographic 

information is provided for more well-known composers, and each repertoire entry is annotated 

with general style characteristics. Editorial advice and pedagogical suggestions are provided 

when possible; music is graded into ten levels from beginning through early-advanced. A similar 

difficulty for this treatise in using Magrath’s guide is that the composers are only listed 

alphabetically by time periods, therefore, it is again not easy to locate women composers among 

the others.  

Piano Music by Women Composers: Women Born After 1900 (2004) by Pamela 

Youngdahl Dees, in contrast, is a book that specifically focuses on women composers in 

twentieth and twenty-first century and their piano music. For every composer, Dees gives brief 

biographical information. Description of each piano work is listed almost as bullet points rather 

than in paragraphs, and the content can vary significantly depending on existing material of each 

different composer. The index is listed alphabetically along with the composers’ year of birth 

                                                 
5 Maurice Hinson and Wesley Roberts, A Guide to the Pianist’s Repertoire, Preface ix.  
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and country of origin. It would be helpful if an independent index were listed by geographic 

group to help researchers looking for composers from a specific country.  

 

Specific Composer and Their Piano Music 

 The doctoral dissertations and essays consulted for this treatise focus on specific 

composers and music. These documents provide both thorough studies and valuable insights into 

the composers and their music and therefore, can serve not only as a practical repertoire 

reference for piano teachers and students, but also as useful resource and model for graduate 

students in the process of conducting similar research.  

Composers from Taiwan appear more regularly in dissertations than those from mainland 

China and Hong Kong. This may point to the greater number of Taiwanese students in the 

United States writing dissertations and treatises in recent decades. It may also suggest that 

contemporary music is promoted more actively in Taiwan than in some other Asian countries. In 

Cheng Ching-Ming’s doctoral essay (2006), twenty-four Taiwanese composers born after 1950 

are studied.6 Nearly eighty piano works are annotated with biographical information, levels of 

difficulty and other characteristics. The design and purpose of this essay also follows Maurice 

Hinson’s model. Although this essay provides a catalogue of piano music by Asian composers, it 

includes only Taiwanese composers and is not exclusively devoted to women. In fact, only about 

one third of the composers in this source are women composers.  

Another resource focusing specifically on Taiwanese women composers is Wang Lin-

Yu’s "Survey of Selected Contemporary Taiwanese Female Composers of Music for Solo Piano” 

(2011). As a selective study, this document features four Taiwanese women composers− Su Fan-

Ling, Chang Hwei-Lee, Pan Shyh-Ji, and Ying Kwang- I− and twenty-one solo piano works. The 

biographical sketches and analyses of the piano works are much more detailed than in Cheng’s 

dissertation. Wang also provides a more thorough discussion of melodic, harmonic, formal, and 

technical elements in each piece.     

 Other dissertations are more useful for researching a specific composer and her music. 

Tseng Yun-Hsin’s document (2015) discusses Taiwanese women composer Yen Ming-Hsiu’s 

                                                 
6 Ching-Ming Cheng, "An Annotated Bibliography of Taiwanese Piano Music by Selected Composers Born 

After 1950" (D.M.A. essay, University of Miami, 2006). 
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“Two Old Postcards from Formosa" from various angles such as culturally, musically, 

compositionally and technically at the keyboard.7 Qing Nadia Feenken’s “The Complete Solo 

Piano Works of Chen Yi: A Recording, Analysis, and Interpretation” (2012) not only provides 

theoretical analyses for the complete piano solo works of Chen Yi, but also shares valuable 

insights on performance practice for each piece.  

 

Women Composers and Their Music 

 Although current scholarship shows a paucity of resources focusing exclusively on Asian 

women composers, there are several major encyclopedias and dictionaries of women composers 

that are useful.  

Aaron Cohen’s International Encyclopedia of Women Composers (two volumes) (1987) 

is the largest encyclopedia existing today that features women composers. It contains over 6000 

entries over a span of forty-five centuries across nearly seventy countries8. Among these entries, 

there are 103 women composers from Asia. However, the coverage of this encyclopedia is 

extensive but not up to date. Since the last edition was published in 1987, composers who 

emerged later are not included. This encyclopedia in general provides a good starting point and 

overview for researchers. 

The Norton/Grove Dictionary of Women Composers (1994) is a subject dictionary related 

to the famous New Grove Dictionary of Music and Musicians. The dictionary is edited by two 

scholars: Julie Anne Sadie, who examines women composers from earlier centuries, and Rhian 

Samuel, who focuses on women composers from the twentieth century. The dictionary covers all 

historical periods and geographical regions, with prominent emphasis on Western women 

composers. Each entry contains biographical information, descriptions of musical style and 

context, and a list of selected works.  

Books on women musicians, composers, and their music are also available. The World of 

Women in Classical Music (2007) by Anne Gray discusses women in almost every musical field: 

composers, conductors, performers, musicologists, and women in music business. It includes 

women from ancient times through the twentieth century whose countries of origin range from 

                                                 
7 Yun-Hsin Tseng, "Two Old Postcards from Formosa" Re-Imagining Traditional Folk Tunes for the Modern 

World" (D.M.A. doc., The University of Nebraska - Lincoln, 2015).  

 
8 The earliest composer featured in this encyclopedia lived in the Fifth century of Egypt, or the 25 th century BC. 
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Greece to Europe, America to Iceland, Asia to Russia, and many more. Despite the broad 

coverage of the material, only sixteen Asian women composers are featured in this book. 

Biographical information provided in this book is solid and concise. In the book In Her Own 

Words: Conversations with Composers in the United States (2013), Jennifer Kelly interviewed 

twenty-five accomplished women composers who lived and made their career in the United 

States in the twentieth and twenty-first centuries. The conversations illuminate the composers’ 

life experiences, compositional styles and approaches, and musical intentions, as well as their 

thoughts and advice to other women composers in America.  

 

Historical Background and New Music in China 

The most comprehensive source on New Music in China is A Critical History of New 

Music in China by Liu Ching-Chih, a renowned music scholar and translator.9  The book 

contains almost 1000 pages and covers extensive content arranged chronologically in ten 

chapters. The book begins with a definition and theoretical foundations of “New Music” in 

China, and then examines the development and manifestation of New Music through 1885 to 

2006. Historical periods covered include the following:  

• The May Fourth period 

• The Anti-Japanese War Period 

• The Civil War 

• The seventeen years after the founding of the People’s Republic of China 

• The Cultural Revolution 

• The New Wave 

• The new development of New Music in China, Taiwan and Hong Kong  

 

In each chapter, Liu highlights important composers and distinctive music genres of the 

time. He also explains the historical, political, cultural, and social factors that have shaped the 

idea and uses of New Music throughout different times. This book exhibits the author’s 

encyclopedic knowledge of the subject and provides readers with a full understanding of the 

historical and cultural background of New Music in China. It also helps me to better 

contextualize the piano works collected in this treatise and to consider how some of the musical 

elements and innovations may correspond to the ideas Liu discusses.  

 

                                                 
9 Ching-Chih Liu, A Critical History of New Music in China, trans. Caroline Mason (Hong Kong: Chinese 

University Press, 2010). 
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History, Gender, and Music  

Although the topic of gender is itself not the focus for this study, it is worthwhile to 

understand the social and historical background in the musical world and how it affects women 

composers and musicians. Three books on these topics are especially useful for this project. 

From Convent to Concert Hall: A Guide to Women Composers (2003) by Sylvia 

Glickman and Martha Furman Schleifer discusses the evolution of the roles of women 

composers through the centuries from the Middle Ages to the twentieth century. Each chapter is 

written by a different scholar and surveys historical influences, trending musical styles, and 

representative women composers of each period. A timeline listing important events in history, 

politics, science, education, arts, literature, and music is also given at the end of each chapter. 

The other two books stress gender issues in music history. Karin Pendle and Melinda 

Boyd’s Women in Music: A Research and Information Guide (2010) is an annotated 

bibliography of sources on a variety of subjects including historical, financial, sexual, and 

geographical factors, that relate to or impact women in music. Nearly 3500 resources of different 

types are listed in this guide, including books, interviews, journal articles, newspapers, 

magazines, dissertations, theses, encyclopedias and dictionaries. The Woman Composer: 

Creativity and the Gendered Politics of Musical Compositions (1997) by Jill Halstead is a gender 

study in music rather than a musical reference book. The three parts of the book explore issues 

from psychological, social, and gendered perspectives.  

My treatise builds upon the current literature and seeks to provide an extensive catalogue 

to date of the names and piano works of contemporary women composers from mainland China, 

Hong Kong and Taiwan. The larger goal is to expose audiences to the distinctive contributions of 

these creative Asian women in the world of art music.   
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CHAPTER 2 

 

ANNOTATED CATALOGUE OF CONTEMPORARY ASIAN WOMEN 

COMPOSERS AND THEIR PIANO SOLO WORKS 

 

 
Alphabetical List of Composers from Mainland China, Hong Kong, and Taiwan 

 

 

Chan, Nga Man (Celia, 陳雅雯), Hong Kong 

Chan graduated from the University of Hong Kong with a double major in Music and 

Media & Cultural Studies. She is an active composer, songwriter, pianist, and arranger. Currently 

she serves as the Composer in Residence of the Hong Kong Community Philharmonic Orchestra 

and the Hong Kong Loksum Chinese Orchestra. Her representative works include soundscape 

music Vast Littleness and Command in the Rain for Chinese ensemble. Personal website: 

https://www.celiachan.com. 

 

1) Lingering Echo (2014) [1’30’’] 

Premiere: 8 December 2014 by Chan Nga Man, Hong Kong Arts Centre, Hong Kong  

Score: Obtained from composer 

Level of difficulty: Intermediate 

Style: Tonal; minimalistic 

 This piece was premiered as background music for a poetry reading in the 

“SOUND-IMAGination: Hong Kong Postcards” concert. It is a miniature piece with a 

simple, straight-forward musical idea. Mostly in C major, the pitch C, the “lingering” 

note, is constantly ringing throughout the piece. The music in the first half of the piece 

consists of two voices with the LH highlighting the melodic line and the RH playing 

running sixteenth-note broken chords.10 From the middle section to the end, the musical 

texture expands to four voices and additional harmonic complexities are introduced. 

When the melody is embedded in the broken accompaniment figure, performers should 

vary the touch to bring out the melodic line.   

                                                 
10 LH refers to left hand and RH refers to right hand. These two abbreviations will be used for this treatise. 

https://www.celiachan.com/
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2) Tress (2013) [4’00’’] 

Premiere: 23 November 2013 by Chan Nga Man, Garden of Life, Hong Kong 

Score: Obtained from composer 

Level of difficulty: Advanced 

Style: Tonal; quasi-romantic 

Written in through-composed form, the title “Tress,” which refers to a long lock 

of woman’s hair, suggests a feeling of smoothness and ease. The 6/8 meter and medium 

tempo evoke the feel of a light-hearted dance. Two melodic ideas are used throughout: 

melody A is a long, lyrical phrase in descending motion; melody B is a contrasting 

shorter motive in ascending motion that suggests a feeling of longing or questioning. The 

start of the piece features a homophonic texture with melody A in the RH and a light 

chordal accompaniment in the LH. Later it develops into a four-voice texture with 

sixteenth and eighth notes interweaving throughout. Voicing and balancing between 

layers and between the hands are important factors for students when playing this piece. 

 

3) When No One’s Home (2012) [0’40’’] 

Score: Obtained from composer 

Level of difficulty: Early 

Style: Tonal; monotonous character 

 This miniature piece is only about forty seconds in length. The repeated motive of 

an eighth-note broken chord in the RH creates the minimalistic and monotonous character 

of the piece. The LH is mostly absent from the music, except for a few stacked intervals 

and slow-moving chromatic scales in D minor that fill the space created by occasional 

rests in the RH. The playful contrasts between sound and silence, as well as movement 

and stillness, suggest a sense of humor.  

 

4) Three Little Pieces for Piano (2010) [4’00’’] 

1. A Point of Light 

2. Running in the Sky 

3. Way to Hole 

Score: Obtained from composer 
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Level of difficulty: Advanced 

Style: Contemporary harmonic language; shifting meters; tone clusters 

Several contemporary compositional techniques are used in this piece such as 

tone clusters and a “special synthetic scale” newly conceived and named by the 

composer. The overall effect is more modern than in Chan’s other pieces, and it makes a 

good choice for introducing a contemporary music style to students. 

“A Point of Light”: This piece is built upon a synthetic scale with each pitch 

harmonized differently (Ex. 2.1). It begins with an unmetered improvisatory introduction. 

The main section is full of energy and contrasts conveyed by strong rhythmic figures, 

articulation, arpeggiated triplets in contrary motion, and the use of white- and black-key 

clusters in extreme ranges on the piano.  

 

 

 

Example 2.1. The “synthetic scale” used in “A Point of Light” with its harmonization.  

 

“Running in the Sky”: This piece is composed on a pentatonic scale consisting of 

the pitches omitted from the synthetic scale in first piece (Ex. 2.2). This music is lively 

and rhythmically pronounced with two principle figures: a quickly moving chromatic 

passages and the pointillistic dissonant dyads and clusters. These two figures shift and 

mingle between the hands throughout the piece. The music intensifies as the clusters 

gradually thicken and the dynamic level increases.  

 

 

 

Example 2.2. The pentatonic scale used in “Running in the Sky.”  
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“Way to Hole”: The last piece evokes a dreamy and mysterious atmosphere 

throughout. Both the synthetic scale from the first piece and the pentatonic scale from the 

second piece appear in this piece in part or in whole. Each layer moves at a different pace 

as the voices are interwoven in a harmonious trio. The overall lyricism and fluidity create 

a sense of peacefulness and timelessness.  

 

Chang, Yu-Hui (張玉慧), 1970, Taiwan 

Chang’s music is described as “using a contemporary language of diverse color and 

inventive effects.”11 She received her B.F.A from the National Taiwan Normal University, her 

M.M. from Boston University, and her Ph.D. from Brandeis University. She has received several 

major awards, including two from the American Academy of Arts and Letters, the Aaron 

Copland Award, and a Guggenheim Foundation fellowship. She has served on the faculty at the 

University of California, Davis and currently is a professor in composition at Brandeis 

University. Personal website: http://yuhuichang.com/. 

 

1) Lonebird (2006) [10’00’’] 

Commission: Chamber Music Now! 

Premiere: February 2007 by Marilyn Nonken, Philadelphia 

Score: Obtained from composer 

Level of difficulty: Professional 

Style keywords: Taiwanese folksong; narrative musical characters; atonal; rhythmic 

complexity 

 This piece is inspired by the Taiwanese folksong “A Small Bird Chirping” 

(translated from 一只鸟仔哮啾啾) which is about a bird chirping and wailing 

desperately in the dark, searching for its nest. It has been described as “a metaphor used 

to express Taiwanese anger and frustration for the loss of their homes and the unfair 

treatments they received” during the Japanese colonization of Taiwan from 1895 to 

1945.12  

                                                 
11 Yu-Hui Chang, Personal Website, accessed February 15, 2019. http://yuhuichang.com/. 

 
12 Yu-Hui Chang, Composer’s Notes, “Lonebird,” 2006, 2. 

http://yuhuichang.com/
http://yuhuichang.com/
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The piece is in three sections. The first section depicts the frantic bird using the 

following musical elements: 1) rhythm—shifting meters, compound meters, intricate 

rhythmic figures; 2) melody—grace notes, trills, accelerating repeated notes, leaping 

intervals; 3) articulation, dynamics, and range—opening indication “agitated and 

anxious,” unexpected accents, constant and sudden dynamic changes, emphasis on the 

high register. The music begins with a sparse texture in which a single voice imitates the 

bird’s song. It gradually builds to a polyphonic texture with dissonant harmonies and 

clusters interspersed. While the bird-like figures propel the music forward, a loud heavy 

bass line evokes the bird’s desperation and dark, intense atmosphere. 

The second section begins abstractly with a quotation from the original folk song. 

It is in a dissonant chordal texture and is marked to be played “with a very transparent 

and delicate color (Ex. 2.3).” The bird figure reappears and mingles contrapuntally with 

other layers, with the indication to be played with a “misty, soft and opaque” quality. The 

turbulent final section features a more vertical texture with a stronger rhythmic pulse. 

Successions of thirds and sixths in staccatos are used heavily in this section.    

 

 

 

Example 2.3. Quotation of “A Small Bird Chirping” in “The Lonebird,” mm. 79-81. 

  

The most notable challenges in learning this piece are in its atonality and the 

rhythmic complexities. Most importantly, the primary focus for performers beyond the 

technical aspects is to understand and to capture the sorrowful sentiment expressed in this 

music. 

 

2) Tangled in Smoke (2004) [3’00’’] 

Commission: Amy Briggs 

Score: Obtained from composer 



17 

 

Recording: “Tangos for Piano” by Amy Briggs, available on Naxos 

Level of difficulty: Advanced 

Style keywords: Tango rhythm; Spanish musical style; shifting meters 

As the title suggests, this piece displays many characteristics of the tango. The 

tango rhythm in the accompaniment provides a foundation for the piece (Ex. 2.4). The 

frequent use of compound meter, shifting meter, and shifted accents magnifies the 

rhythmic complexities. Colorful and lavish harmonic effects are manifested through 

intricate melodic contour, dissonance and chromaticism, and parallel moving thirds and 

sixths.  

 

 

 

Example 2.4. Tango rhythm in “Tangled in Smoke,” mm. 5-6. 

 

The piece is through-composed with an atmospheric introduction and a short 

coda. A leisurely and seductive character is maintained throughout the music except for a 

brief moment of lightness and cheerfulness in the middle of the piece. As the music 

continues, the melody evolves and transforms within various textures and expressive 

contexts. There are many instances of abrupt dynamic changes, intricate rhythmic figures, 

and tempo rubato in the score, which provide the opportunity for the pianist to create a 

highly expressive performance.  

 

3) Ballade (1998) [7’00’’] 

Score: Obtained from composer 

Recording: “Reform” by Lara Downes, available at Azica Recrods 

Level of difficulty: Professional 

Style keywords: Atonal; disjunct writing style; rhythmic complexity 



18 

 

 This is ballade is written in a through-composed form with each section 

presenting different musical materials, textures, and characters. The lyrical first section is 

written with a linear motion, dissonant harmonies and many instances of tempo rubato. 

The moderato section maintains a similar melodic contour but presents the line in a more 

fragmentary and disjunct manner. The section begins with a short musical fragment of 

two thirty-second notes and gradually develops to longer units of single notes and dyads 

with complicated rhythmic groupings and disjunct leaps. A steady transition fuses 

previous motives and progressively builds to a polyphonic climax. Large chords and 

clusters, broad arpeggios, and strong dynamics are all integrated into a whole and 

produce a dramatic effect and high emotional intensity.  

 Overall, this piece exhibits a high level of rhythmic complexity with a constant 

use of compound meters, shifting meters, and irregular groupings of notes, as well as 

many bewildering ties and rests. The melodic material frequently makes use of widely-

spaced intervals and extreme ranges of the keyboard. These characteristics add to the 

challenges for performers and listeners.  

 

Chao, Ching-Wen (趙菁文),1973, Taiwan 

 Chao studied composition at the National Taiwan Normal University and later received 

her DMA from Stanford University. She has won many national competitions, and her 

representative works include “String Quartet No.2,” “In an instant…” for piano solo, and “Tsang 

Tse” for 12-voice mixed chorus. She is currently an associate professor in the music department 

of the National Taiwan Normal University. Personal website: https://ccrma.stanford.edu/~ching/. 

 

1) In an instant… (2004) [9’00’’] 

Commission and Premiere: October 2004 by Pi-Hsien Chen, Concert series of GLOBAL 

EAR, Dresdner Tage Für Zeitgenössische Musik 

Score: Available on Open Music Library 

Level of difficulty: Professional 

Style keywords: Pentatonic harmony; polytonal; Chinese musical elements; wide 

distribution of registers; tempo rubato 

https://ccrma.stanford.edu/~ching/
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The inspiration for this piece is the idea of “timeless river—a spectrum based on 

symmetrical pentatonic harmony and presented in extreme registers.”13 The pentatonic 

harmonies used in this piece are built symmetrically above and below the two central 

pitches of C and A-flat. As the music continues, often four or five different pentatonic 

scales are juxtaposed simultaneously and create a polytonal harmonic effect.  

In order to illustrate constantly changing waves, Chao borrows the sonic effect 

from the Chinese traditional instrument guzheng and creates it on the piano with rolling 

chords, tremolos, and glissandos (Ex. 2.5 and Ex. 2.6). 

 

 

 

Example 2.5. Rolling chords in “In an instant…” m.1. 

 

 

 

Example 2.6. Tremolos in “In an instant…” mm. 46-47. 

 

The music is laid out in four staves with the highest and lowest layers sustaining 

throughout and various musical events occurring in the middle. This wide distribution of 

musical materials across the keyboard suggests a feel of an “oceanic whole,” as indicated 

in the score. The piece is composed in a quasi-improvisatory manner with freely 

                                                 
13 Ching-Wen Chao, Composer’s Notes, “In an instant…,” 2004, 2. 
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elaborated melodic materials, constantly changing rhythmic and melodic figures, and an 

elastic tempo rubato. For a successful performance, Chao suggests that this piece is better 

to be interpreted as “scarcely noticeable but perceived as a spiritual experience.”14 

 

Chen, Liyue (陈俪月), 1982, Mainland China 

 Chen earned her bachelor and master’s degrees from the Shenyang Conservatory of 

Music. She is currently a lecturer in the composition department of the Shenyang Conservatory 

of Music and a doctoral candidate at the Shanghai Conservatory of Music. She has published 

articles in academic journal on topics including piano works by Schoenberg, Messiaen, and 

Dallapiccola. She also served as a member of the editorial group for collections of New Music in 

China from 2010 to 2013. Biographical information can be found at: 

http://www.sycm.com.cn/display_son.aspx?vid=-1&nid=5749&dwid=87. 

 

1) The Demon in Mountain (translated from 山魁) [2’30’’] 

Score: Available online 

Level of difficulty: Advanced 

Style keywords: Tonal; Chinese musical elements; character piece 

The title refers to a demon who lives deep in the mountain from the Chinese myth 

the Classic of Mountains and Seas. The demon is described as having a huge body, dark 

fur, and a human’s face, with long arms and only one leg, and he is almost ten foot tall. 

The composer portrays this with distinctive musical features. For example, the 5/4 meter 

suggests the oddness of the demon’s “one leg;” the constant repetition of open fifths in 

the lower register imitates the heaviness of the demon’s steps; and the wide range 

between two hands evokes the hollowness in the deep mountain. Written in ABA’ form, 

section A provides a repeated rhythmic accompaniment in a low register with an intricate 

linear melody on top. The frequent use of chromaticism and fluctuating melodic contour 

create an exotic and folkish effect. In contrast with section A, section B is light and lively 

with quick and short figurations. Both hands move to the middle section of the piano and 

                                                 
14 Ching-Wen Chao, Composer’s Notes, “In an instant…,” 2004, 2. 

http://www.sycm.com.cn/display_son.aspx?vid=-1&nid=5749&dwid=87
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interact in dialogue. The return of A occurs quickly and ends softly which an abruptness 

that may suggest the disappearance of the demon. 

 

Chen, Yiqiao (陈艺峤), birth year unknown, Mainland China 

 Chen started professional composition training in middle school and graduated with a 

master’s degree from the Xinghai Conservatory of Music. She is currently a lecturer in 

composition department of the Xinghai Conservatory of Music in Guangzhou, and is also an 

active singer, cultural ambassador, and the founder of the Guangzhou Youth Jazz Band. Her 

composition style varies from Western classical to Chinese traditional to jazz, popular, and rock. 

Representative works include “The Shagari-La in A Dream” for chorus, “War in the South City” 

for Chinese Orchestra, and many Chinese lieder. Biographical information can be found at: 

http://zqx.xhcom.edu.cn/info/1043/1332.html. 

 

1) Diary of the West (translated from 西行日记) (1997) [7’00’’] 

1. Harvest Celebration (庆丰收) 

2. The Starry Night of Dzungaria (准噶尔的星空) 

3. The Tale of Afanti (阿凡提的故事) 

4. Under the Grape Trellis (葡萄架下) 

Score: Available online 

Level of difficulty: Intermediate 

Style keywords: Tonal; Chinese Uyghur folk music; character pieces  

 This set depicts four vivid images of the Uyghur people and their happy lives in 

Xinjiang, an ethnic minority region in northwest China, and displays distinctive musical 

style, rhythmic patterns, and harmonic language of the Uyghur people. The pieces can be 

played independently or together as a complete set; either way, they make for an 

accessible and enjoyable performance choice for young students and general audiences. 

 “Harvest Celebration” is written in 11/8 meter, divided into 3+3+3+2. Each 

phrase starts with a pick-up gesture. This rhythmic motive reflects a characteristic of the 

Uyghur language in which the accent is always placed at the end of words. The frequent 

use of the Phrygian dominant scale also brings a unique exotic component to the piece. 

http://zqx.xhcom.edu.cn/info/1043/1332.htm
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The music is happy and lively and depicts a scene of dancing to celebrate the harvest in 

Xinjiang.   

 “The Starry Night of Dzungaria” is a quiet, lyrical piece written in homophonic 

texture and structured in ABA form. Section A presents a simple, calm melody and 

section B contains more harmonic modulations and musical movement. The use of the 

whole tone scale in the retransition evokes a mysterious and exotic quality. Melodic 

materials naturally flow at various paces and are exchanged between hands. The overall 

musical character and texture illustrate a harmonious picture of the starry night in 

Dzungaria.  

 “The Tale of Afanti”: the title refers to the legendary figure Afanti (also known as 

Nasreddin in Western culture) from a famous children’s book in China. His personality is 

often depicted as witty and humorous and thus the piece generally portrays a playful and 

light-hearted quality. The image of Afanti is vividly illustrated by distinctive musical 

figures. For example, the melody in the RH consists of short motivic phrases with a 

strong rhythmic pulse. It is accompanied by repeated broken fifths in the LH, and 

enhanced with frequent uses of staccatos, accents, and syncopations.   

 “Under the Grape Trellis”: the last piece illustrates a joyful dance scene under a 

grape trellis. The syncopated rhythmic motive imitates the unique dance steps and is 

underlined as the foundation throughout the piece. The occasional chords that interact 

with the syncopations mimic the sound of a tambourine, which is an instrument 

commonly used by the Uyghur people while dancing. Grace notes and other ornaments 

embellish the melody and symbolize the dazzling, flowery costumes that Uyghur people 

wear for big celebrations.  

 

Chen, Yi (陈怡), 1953, Mainland China 

 Chen started her musical training with violin and piano. She received her B.A and M.A in 

composition at the Central Conservatory of Music in Beijing right after the Cultural Revolution 

and completed her D.M.A. at Columbia University. She is an award recipient of many 

international competitions and scholarships, as well as Honorary Doctorates from several 

colleges and universities. She has served on the faculty at Peabody Conservatory and is currently 

a distinguished professor of composition at the University of Missouri-Kansas City. As one of 



23 

 

the most prolific Chinese women composers today, she is also a strong advocate of new music, 

Asian composers, and women in music. Her music is described as “blend[ing] Chinese and 

Western traditions, transcending cultural and musical boundaries… and inspir[ing] peoples of 

different cultural backgrounds throughout the world.”15 Biographical information can be found 

at: https://www.presser.com/composer/chen-yi/. 

 

1) Northern Scenes (2013) [7’30’’] 

Commission: Ms. May Lui, Mr. John Schumann, the Portland State University 

Foundation, the Regional Arts & Culture Council, the Oregon Arts Commission 

Premiere: 2013 by Susan Chan in China and Thailand 

Score: Published by Theodore Presser Company 

Level of difficulty: Professional  

Style keywords: Chinese culture and scenery; contemporary musical language  

 This piece is Chen’s most recent solo piano work and was adapted into the second 

movement of her piano concerto Four Spirits in 2016. Written as a musical poem, this 

piece is full of imagination and expressivity. Her inspiration came from this line: “In the 

north, the vast and magnificent blue mountains, boundless, desolate, and indistinct…”16 

Chen vividly depicts this imagery through “layers of passion and lyricism, and a misty 

sense of suspended time.”17 

 The harmonies and expressive elements in this music are considerably more 

contemporary compared to many other solo piano works by Chen Yi. Instead of 

borrowing melodic or rhythmic material from Chinese folk music, this piece focuses on 

portraying an impression of the Northern landscape through harmonic and textural 

effects. The opening sets the tone for this piece. Throughout the music, frequent use of 

heavy, dissonant intervals and chords, discordant scalar figures and ostinato, the plaining 

open octaves, tempo rubato, contrary motion, and contrasting registers on the piano, 

                                                 
15 “Chen Yi,” Theodore Presser Company, accessed February 18, 2019, 

https://www.presser.com/composer/chen-yi/. 

 
16 Yi Chen, Composer’s Notes, “Northern Scene,” Theodore Presser Company, 2013, 2.  

 
17 Ibid.  

https://www.presser.com/composer/chen-yi/
https://www.presser.com/composer/chen-yi/
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resonate with the text and evoke the cold, expansive Northern scene. As the music 

progresses, musical figures develop into a layered and sometimes contrapuntal texture. 

The climactic cadenza showcases bravura techniques and thrilling passion characterized 

by successive octaves, and assertive rhythmic pulse, and grandiose sonorities. This piece 

represents a more recent and mature style period in Chen’s oeuvre and therefore requires 

a deeper, more nuanced understanding of musical interpretation from the performer. 

 

2) Bamboo Dance (2013) [2’00’’] 

Score: Published by Theodore Presser Company 

Level of difficulty: Intermediate 

Style keywords: Melodic and rhythmic influence from Chinese folk dance and music  

 Bamboo dance is a traditional ritual dance popular in southern China and often 

used for ritual ceremonies and harvest celebrations. In the dance, pairs of males hold the 

two ends of bamboo sticks and strike the sticks on the ground with a steady rhythmic 

pulse, while a group of girls dances with intricate steps and formations in between the 

constantly varying shapes created by the bamboo sticks. Meanwhile, a decorative melody 

is played on a bamboo flute by performer.  

The most prominent motive in this piece is a descending seventh interval, which 

is drawn from the folk tune of the Li People from Hainan Island in Southern China. This 

interval is used in both the melody and the accompaniment (Ex. 2.7). The lyrical folk 

melody is presented in unison and resembles the tune played on bamboo flute. The 

bamboo striking rhythm is played by the RH in short and energetic staccato chords and 

continues throughout the piece. The figure of thirds and sixteenth-notes in the LH 

illustrates the intricate dance steps and is often placed on the off-beats or between the 

rests with occasional hand crossings. Students need to pay close attention to the 

articulation and changing dynamics in the music in order to capture the essential 

character of the bamboo dance. 
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Example 2.7. The descending 7th used in “Bamboo Dance,” mm. 2-3 and mm. 10-11. 
     

 

3) Ji-Dong-Nuo (2005) [3’00’’] 

Commission: Carnegie Hall for Emanuel Ax’s “Ballad” concert program 

Premiere: 13 November 2005, Birmingham Symphony Hall, England, UK 

     4 December 2005, Isaac Stern Auditorium, Carnegie Hall, U.S 

Score: Published by Theodore Presser Company 

Level of difficulty: Professional 

Style keywords: Chinese folksong and legend 

 As a commissioned work for a ballade-themed concert, this piece is inspired by a 

folk legend popular among Yao ethnic people in southwest China. “Ji-Dong-Nuo” is the 

name of a quail who sings beautifully. The plot depicts a girl who is expelled by her 

husband’s family for being unhappy after her father ordered her not to sing anymore 

since she is a married woman. On her way home, a happily singing quail revives her 

spirit and inspires her to sing again. The girl’s beautiful song eventually wins her 

husband back.   

 Chen borrows the original folk melody as the basic pitch material and presents the 

lyrical tune in unison several times throughout the piece. The music remains in the treble 

clef for most of the piece, and the melodic line is frequently ornamented. These features 

suggest the character and timbre of the girl’s beautiful singing voice and the bird’s 

chirping sound. An energetic rhythmic figure alternates between both hands, along with 

constantly changing meters, drastic dynamic contrasts, unexpected accents, and guzheng-

like figures of fast, running quintuplets and sextuplets, all of which bring out the lively 

folk character of the music. This piece is in general motive-driven and, by using a variety 
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of pianistic techniques and figurations, Chen explores the possibilities for sound and 

color on the piano.   

 

4) Singing in the Mountain (2005) [2’00’’] 

Commission: Associated Board of the Royal Schools of Music, for the piano collection 

Spectrum 4. 

Score: Published by Theodore Presser Company 

Level of difficulty: Early 

Style keywords: Chinese folk tune  

This small piece is in the style of southern Chinese mountain song and the 

harmony combines uses of the pentatonic scale and bitonality. Extreme registers are used 

to create a spaciousness in the music that echoes the characteristics of the mountain song. 

An open fifth is provided as a sustaining ground bass for the entire piece and should be 

pedaled throughout as indicated. The first time, the melody is played in unison in the high 

range of the keyboard and the second time it is played in parallel fourths, which enriches 

the harmony and enhances the rustic folklore effect.  

 

5) Ba Ban (1999) [6’00’’] 

Commission: Carnegie Hall in 1999 to celebrate the new millennium 

Score: Published by Theodore Presser Company 

Level of difficulty: Professional 

Style keywords: 12-tone row technique; “Ba Ban” rhythmic structure  

 This piece is one of the most representative and sophisticated piano works by 

Chen Yi. It combines Chinese traditional elements with Western musical approaches such 

as bitonality and 12-tone technique.  

The principal material and basic formal structure of this piece is drawn from the 

original “Ba Ban,” literally “Eight Beats,” which is a popular genre in Chinese traditional 

instrumental music. There are three types of pitch material that Chen employs in this 

piece. The first material is borrowed from the original tune of “Ba Ban” and is presented 

at the opening of the piece; the other two materials are a 12-tone row and an ascending 
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five-note motive. All three materials “are used horizontally and vertically in primary or 

transposed forms, sometimes simultaneously in a phrase” (Ex. 2.8).18  

 

 

 

Example 2.8. The pitch material 1, 2, and 3 used in “Ba Ban,” mm. 64-68.  

 

The piece is constructed in four sections, as well as an introduction that presents 

the theme, a coda that demonstrates the rhythmic principle, and transitions. Each section 

showcases different tempos, musical characters and playing techniques, almost in the 

style of a theme and variations. In the introduction, Chen elaborates the theme (pitch 

material 1) with grace notes, glissandos, and accents to mimic the timbre and techniques 

of traditional Chinese instruments. In the next few sections, the music develops through 

various moods and textures. Section 1 (m.18-48) features a highly rhythmic and toccata-

like character with contrasting dynamics; section 2 (m.48-156) uses discordant large 

leaps, irregular arpeggio figures, and rhythmic ambiguity to suggest an improvisational 

quality.  

The final section is a cadenza that displays a progression of motives, textures, and 

expressive intensity. It begins with scaler passages in a single layer, develops into a two-

voice texture, and then builds to a bombastic climax characterized by a succession of 

octaves in both hands followed by a percussive toccata-like section. All the pitch 

materials are quoted and combined in this section using the full range of the keyboard. In 

the coda, the highest C is repeated with seemingly irregular rests and groupings, which is 

                                                 
18 Yi Chen, Composer’s Notes, “Ba Ban,” Theodore Presser Company, 1999, 2. 

      PM 1 
PM 3 

PM 2 
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Chen’s creative way of presenting the complete rhythmic structure of the original Ba 

Ban.19 

 

6) Two Chinese Bagatelles (1984/1993) [3’00’’] 

1. Yu Diao 

2. Small Beijing Gong 

Score: Published by Theodore Presser Company 

Award: “Yu Diao” won the composition competition for the Beijing Chinese Children 

Piano Competition in 1984 

Level of difficulty: Intermediate 

Style keywords: Chinese traditional opera − Yu Diao and Beijing Opera; bitonality 

This set of bagatelles is written for children. The two pieces were composed nine 

years apart. The first piece “Yu Diao,” written in 1984, refers to a type of Chinese 

traditional opera from the Henan province in Central China. The overall feeling and 

melodic contour of this piece reflect the style of a traditional Yu Diao, including elements 

such as the pentatonic scale, grace notes used to elaborate the basic melody, and the 

frequently altered and bended pitches.20 The piece is in ternary form. Section A is written 

in a homophonic style with the operatic melody presented in the RH and light 

accompaniment in the LH. A new melodic idea is introduced in section B in antiphonal 

style. After shifting the leading role between the two hands, the melody comes into a 

unison with a written-out acceleration that brings the music to the climax.  

The second bagatelle “Small Beijing Gong” is a miniature in only twenty 

measures with a childlike character. The overall musical style reflects the characteristics 

of traditional Beijing Opera, but the harmony is treated in bitonality which creates a sense 

of modernism. The first half of the piece is built upon an ostinato bass that imitates the 

stringed instruments in a Beijing Opera ensemble. The melodic contour in the RH 

                                                 
19 The folk tune “Ba Ban” consists of eight phrases, each phrase containing eight beats, except the fifth phrase 

that has an additional four beats, where the golden section falls in the middle. The rhythmic grouping of the original 

“Ba Ban” is read as 3+2+3, 3+2+3, 4+4, 3+2+3, 3+2+3+2+2, 4+4, 5+3, 4+4. Yi Chen, Program Notes, “Ba Ban,” 

2006, 2. 

 
20 Qing Nadia Feeken, "The Complete Solo Piano Works of Chen Yi: A Recording, Analysis, and 

Interpretation" (D.M.A. diss., Arizona State University, 2012), 56.  



29 

 

represents the typical style of Beijing Opera, especially with the grace notes embellishing 

the sustained long notes. In the second half, a different ostinato pattern is presented in the 

LH with more melodic inflections and rhythmic diversity. Throughout the piece, a high-

pitched minor seventh interval is heard throughout the piece on the off beats of the 

measure; this figure mimics the effect of the Gong, which is a standard instrument used in 

Beijing Opera ensemble.  

 

7) Guessing (1989) [5’00’’] 

Commission: 1990 Renee B. Fisher Awards Competitions, required repertoire for the 

Senior Division (ages of 14-18) 

Score: Published by Theodore Presser Company 

Level of difficulty: Advanced 

Style keywords: Chinese folk tune 

 This piece is based on the Chinese folk tune “Guessing.” While keeping the happy 

and rustic quality of the original melody, Chen presents the material in a theme-and-

variation-like manner by varying musical elements such as melody, rhythm, dynamic, 

texture, motive, tempo, accompaniment figure, and techniques. Throughout the music, 

the theme is treated in various ways, including antiphony, homophony, stretto, unison, 

and bitonality. The piece is in through-composed form with obvious rests or long chords 

indicating the separation of each section.  

Without any written indication for tempo changes, Chen creates for listeners the 

illusion of tempo changes by the regularly use of rhythmic augmentation and diminution. 

Hemiola and stretto are also used to magnify the musical excitement. This piece was 

commissioned as part of a required competition repertoire for teenagers and, therefore, 

provides opportunities for young pianists to demonstrate technical versatility through fast 

running passages, double notes, octaves, and large, leaping chords.   

 

8) Duo Ye (1984) [6’00’’] 

Score: Published by Theodore Presser Company 

Awards: First Prize winner of the China 1985 National Composition Competition 

Level of difficulty: Professional 
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Style keywords: Chinese folksong and dance; Chinese rhythmic methods − “Sum of 

Eight” and “Golden Olive” 

 Duo Ye is a term that describes a traditional form of dance, song, or greeting of 

Dong minority from the Guangxi province in China. During a Duo Ye, people line up in a 

circle with a bonfire in the middle and dance slowly in one direction while singing a 

phrase in their dialect− “Ya Duo Ye” −in response to a lead singer who sings short 

improvised tunes. Duo Ye often is used as a warm welcome to guests or in a happy 

celebration. The phrase “Ya Duo Ye” carries no literal meaning and consists of fixed 

intervals of a minor third, perfect fourth, and major second (Ex. 2.9).21 

 

 

 

Example 2.9. The thematic pitch material used in “Duo Ye,” mm. 5-6. 

 

In her article “Traditions and Creations,” Chen Yi introduces the four types of 

melodic material in this piece and explains the motivic ideas and uses of each one. The 

first two motives are presented at the opening of the piece with the top voices taken from 

intervals of “Ya Duo Ye” and the bass accompaniment repeating the same intervals yet in 

another tonality (Ex. 2.10). The third motive appears in the middle section. It is derived 

from the initial motive yet presented in a much longer and improvisatory manner, which 

imitates the melodic style of the Beijing Opera. The last motive is developed into a 

twelve-note rhythmic pattern and treated as an ostinato-like dancing accompaniment in a 

later section. 

 

                                                 
21 Yi Chen, “Tradition and Creation,” Current Musicology 67 (Fall 1999): 61, 

https://currentmusicology.columbia.edu/article/tradition-and-creation/. 
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Example 2.10. Motive 1 and 2 in “Duo Ye,” mm. 1-4. 

 

The rhythmic motives that are embedded into the overall design and construction 

of this piece are the “Sum of Eight” and “Golden Olive,” two commonly used rhythmic 

methods in Chinese traditional percussion ensemble. The “Sum of Eight” is a systematic 

grouping of rhythms in which the sum of the strikes in each phrase must add up to the 

same number. The “Golden Olive” means to treat a series of phrases in a palindrome 

manner to represent the shape of an olive.22 Grace notes are often used to decorate basic 

melodies to imitate the style of high-pitched mountain songs. In the composer’s own 

words, “the power of the primitive imagination, the highly energetic spirit, and the 

charming folk-singing are represented in the composition as the soul of the music.”23 

 

9) Variations on “Awariguli” (1978) [9’00’’] 

Premiere: October 1979 by Min Chen 

Score: Published by Theodore Presser Company 

Level of difficulty: Intermediate 

Style keywords: Conventional tonality and harmony; Chinese folksong  

 This piece was composed during Chen’s freshman year of study and exhibits a 

clear formal structure and conventional harmonies. The theme is based on a Chinese folk 

song from the Uygur ethnic minority of Xinjiang in northwest China. “Awariguli” is the 

                                                 
22 Feeken, "The Complete Solo Piano Works of Chen Yi: A Recording, Analysis, and Interpretation," 22-40. 

 
23 Chen, “Traditions and Creations,” 63. 

 

Motive 1 
Motive 2 
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name of a beautiful Uygur girl and the tune is often sung as a love song by a handsome 

young man.24  

 This piece comprises a theme and nine variations followed by a coda, and it 

employs standard variation techniques. The theme is presented in unison with simplicity 

and lyricism that reflects the original character of the melody. Through each variation, 

the theme is embellished and developed into various versions with contrasting features, 

personalities, and styles. For example, Variations 1, 2, 5, and 8 are written in a 

homophonic texture with a clear melody and one or more accompanying voices; 

Variation 4 is a serious chorale; Variation 6 is a fugue; Variation 7 is an energetic folk 

dance; Variation 9 acts as the “calm before the storm” and leads the music into a glorious 

Coda. 

While the music is based on a Chinese folk song, it also demonstrates Chen’s 

ability to incorporate Western “classical” style elements, including stretto, ostinato, and 

chorale and fugue textures, in the early stage of her compositional studies at a time when 

China was reopening to Western culture. 

 

Cheung, Hon-Ki (Viola, 張浣琪), birth year unknown, Hong Kong 

 Cheung is an active composer, theorist, pipa player, and organ player. She received 

bachelor’s degrees in music theory & composition and in organ performance from the University 

of Kansas. She also earned a bachelor’s degree in electronic engineering from the Chinese 

University of Hong Kong. She is a graduate of the Florida State University and is currently a 

Ph.D. candidate in music theory at the University of Minnesota. Personal website: 

http://honkicheung.com. 

 

1) 5 Sketches of Water (2014) [11’00’’] 

1. The River 

2. Soft Rain 

3. Snow Flakes 

4. Vapor 

                                                 
24 Feeken, "The Complete Solo Piano Works of Chen Yi: A Recording, Analysis, and Interpretation," 7-22.  

http://honkicheung.com/
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5. Still Water 

Score: Obtained from composer 

Level of difficulty: Advanced 

Style keywords: literature; imitating various forms of water 

The inspiration for this set comes from five quotes from various poems and the 

Quran. The texts describe different forms of water, and Cheung seeks to mimic the 

various effects of water on the piano through the use of different figures and techniques.  

“The River”: Written in ABA’ form, this piece is composed using the pentatonic 

scale. The use of the compound triple meters of 6/8 and 9/8 suggests the wavery 

movement of the river. The melody is played by the LH and alternates between a solo 

voice and a duet. A smooth, flowing running-sixteenth-note figure played by the RH 

propels the music forward, and hemiola is frequently incorporated to create rhythmic 

variety.  

“Soft Rain”: The harmony and rhythm in this piece are ambiguous because of the 

absence of key signatures and time signatures. Continuous trills in the high register are 

heard throughout the entire piece, evoking the shimmering water in the soft rain. In 

contrast, soft octaves in the low range are provided as the foundation for the music. In 

between the activity in the high and low registers, layers of scattered melodic materials 

are presented improvisatorially.    

“Snow Flakes”: The use of 3/4 meter carries a waltz-like dance feeling. The 

lyrical melodic contour and arpeggiated accompanying figures illustrate typical 

characteristics of a traditional waltz, though the harmonic language and tonality reflect a 

more modernist style. The music depicts an image of snowflakes falling and whirling 

from the sky.  

“Vapor”: This is the most dramatic and intense piece in the set. The piece is 

inspired by a quote from the Quran.25 Rather than depicting the imagery or motion of the 

water, this piece seems to focus on symbolizing the power and dignity of water. In order 

to achieve this effect, Cheung writes the music in a more vertical texture with the use of 

                                                 
25 The Quran 23:18. We sent down water from the sky in due measure, And lodge it in the earth. But if we 

please, we can take it all way. 
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large open chords, dissonances, extreme registers, drastic dynamics, intricate rhythmic 

figures, and sound clusters. 

“Still Water”: The opening expressive marking “grave” conveys the overall mood 

for this music. Unmetered, with no time signature, the entire piece is built upon sustained 

low pitches in the bass with a succession of long chords floating above it. The overall 

dynamic range never exceeds mp and the use of the damper pedal is suggested 

throughout. This piece was written in memory of the composer’s grandmother and 

suggests a feeling of peacefulness and spiritual eternity.  

 

Cheung, Pui Shan (Florence, 張珮珊), birth year unknown, Hong Kong 

 Cheung studied composition successively at the Hong Kong Academy for Performing 

Arts and the University of California, and received her DMA at the University of Missouri. She 

has served as an Assistant Professor at the Central Conservatory of Music in Beijing, and 

currently is the co-director for the Hong Kong Composers’ Guild and a lecturer at the Hong 

Kong Academy for Performing Arts. Her music is “sensitive and effective” and “full of Chinese 

spirit and inspirations.” Personal website: http://www.cheungpuishan.com/page/HOME.  

 

1) Three Chinese Paintings (2004) [10’00’’] 

1. Lotus Ponds 

2. Cloud Mountain 

3. Wildly Flowering 

Score: Obtained from composer 

Recording: “Lotus Pond” is collected in Mélange - New Music for Piano by Jeri-mae 

Astolfi, recorded by Capstone Records 

Level of difficulty: Professional  

Style keywords: Chinese painting; contemporary musical language; atonal; shifting meter 

This set of three pieces is inspired by three paintings by the Chinese painter Wu 

Guanzhong− “Lotus Pond,” “Cloud Mountains,” and “Wild Flowers.” Cheung borrows 

the title directly from the paintings and depicts the image or her impression of it through 

the music by exploring a variety of contrasting timbres and effects. Overall, the abstract, 
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dissonant musical language, the highly disjunct writing style, and the rhythmic intricacy 

in this piece make it challenging to the learning process.  

“Lotus Ponds”: This piece reflects a Zen-like “atmospheric and mysterious” 

quality, as indicated on the score. The overall musical character has a light and 

improvisatory feel that is manifested through the undulating lines that interweave in 

multiple layers and move at different paces. These musical figures evolve into various 

forms and textures throughout the piece, sometimes with a single voice or intervals of 

fourths and fifths moving in a linear motion, and sometimes with vertical, dissonant 

chords moving in a highly disjunct motion. There is a sense of tempo rubato that created 

by an abundant use of fermatas and rests, frequent tempo and meter changes, and 

irregular rhythmic groupings.    

 “Cloud Mountain”: The first section of the piece consists mostly of tremolos and 

repeated pitch patterns, which creates a tight-knit texture and coloristic effects (Ex. 2.11). 

In the second section, the musical figures are presented in shorter fragments that are more 

active and disjunct and further characterized by staccatos, accents, abrupt dynamic shifts, 

and dissonant clusters (Ex. 2.12). The “dissonant chords and the arabesque arpeggios 

crossed intricately” in this piece and evoke the ever-changing and unpredictable 

characteristics of the clouds.   

 

 

 

Example 2.11. Tremolos and repeated pitch patterns in the first section,  

“Cloud Mountain,” mm. 17-20. 
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Example 2.12. Disjunct musical figures in the second section, “Cloud Mountain,” mm. 32-34. 

 

“Wildly Flowering”: This piece is written in a highly discordant and disjunct 

style. Scalar figures are presented in seemingly scattered fragments with intricate and 

complex rhythmic groupings. The music begins in a soft, light single-voice texture and 

gradually develops into a chaotic, contrapuntal three-voice texture that evokes the 

“wildness” of the painting (Ex. 2.13). 

 

 

 

Example 2.13. Musical figures presented in a three-voice texture in “Wild Flowering,” m. 27. 

 

Gong, Xiaoting (龚晓婷), 1970, Mainland China 

 Gong started her music study with her father who was also a renowned composer in 

China. She obtained her B.A. and M.A. from the Central Conservatory of Music in Beijing and 

since then has served on the faculty in the composition department. She is an award winner of 

many national and international competitions and has published articles in various Chinese 

professional journals. She has released several albums under the China Record Corporation label 

and they have been featured in many important Chinese media sources. Biographical information 

can be found at: http://www.ccom.edu.cn/jxyx/zqx/zqxxyls/201603/t20160303_39251.html. 
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1) Fantasia (year unknown) [1’50’’] 

Score: Published by Hunan Literature & Art Publishing House 

Level of difficulty: Intermediate 

Style keywords: Impressionistic musical language; conventional harmony 

 This little piece is written in ABA’ form with a simple, songlike homophonic 

texture. The A section features a lyrical single-line melody accompanied by gentle, wavy 

arpeggiations. The return of A’ is intensified by textural density and musical expression. 

The single melodic line is thickened into chords and the arpeggio figure changes from 

soothing eighth-note triplets to more rapidly-moving, fluctuating sixteenth notes. In the B 

section, the melodic line becomes more active and interweaves more frequently with the 

accompaniment, especially through the 2-against-3 rhythmic figures. The harmonic 

language becomes more variable and unstable, often with direct modulations or 

unresolved open cadences. The use of parallel moving fourths, fifths, and chords is also 

largely incorporated. The overall musical style of this piece, as conveyed by the melodic 

contour, accompanying figures, decorative materials, harmonic treatment, and use of the 

wide span of the keyboard, suggests the influence of Impressionism.  

 

2) Three Preludes (year unknown) [8’30’’] 

1. Ru Meng Ling 

2. Grits Washed Out 

3. Fragrance of the Gauze 

Score: Published by Hunan Literature & Art Publishing House 

Level of difficulty: Professional 

Style keywords: Ancient Chinese poetry; impressionistic musical language 

 This set of three pieces is inspired by three different styles of Cipai from ancient 

Chinese poetry. The titles of the pieces are the names of the styles in Gong’s translations, 

but the meanings are difficult to define. In the music, Gong seems to focus more on 

evoking an ancient and classic aesthetic and atmosphere rather than representing the 

poetic structure or approach.  

“Ru Meng Ling”: The piece starts and concludes with the same musical material, 

which is a succession of unmetered, dissonant, slowly-moving chords presented in the 
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extreme registers of the keyboard. The main body of the piece features a recitative-like 

melody based on a pentatonic scale that is full of expressive inflections. The melody is 

first presented in the soprano voice, then moves to the tenor voice, and is finally doubled 

in perfect fourths and fifths. The harmonic “discordance” in this piece is solely 

emphasized by a tritone interval that is written as both an augmented fourth and a 

diminished fifth; it is used in the accompaniment throughout the piece and creates a 

bitonal effect.  

 “Grits Washed Out”: The focus of this piece is to evoke the broad, surging quality 

suggested by the title. The poetic style represented by this piece translates as “waves 

washing out the sand.” The rapid, sweeping scalar passages in diminished harmonies are 

used throughout the first half of the piece to accompany the heavy and risoluto octave 

melody in the LH. The melodic contour, especially with its emphasis on the tritone, has 

an angular and ruthless musical character. The second half of the piece is characterized 

by a toccata-like texture that focuses on creating harmonic and sonic effects rather than 

emphasizing melody. The toccata begins with a mysterious and stormy character, and 

gradually builds to a percussive and turbulent climax. In the coda, after a final, emphatic 

statement of the melody, the music fades away like an echo and concludes softly. 

 “Fragrance of the Gauze”: In order to illustrate the airy and transparent quality of 

“fragrance” and “gauze,” Gong uses distinctive musical figures and textures. For 

example, the dissonant chords are mostly presented in rolled, ascending arpeggiated, and 

rotated broken versions to lighten the texture and dissolve the acoustic discordance. In the 

A section, a polyphonic texture spans the contrasting ranges of the keyboard; a repeated 

figure is played continuously in the middle register while a melodic line flows under and 

above it in the very low and high registers. In the B section, the musical material is 

presented in a homophonic texture with an arabesque melodic contour and a 

polyrhythmic intricacy.  

 

3) Three Fugues (year unknown) [6’30’’] 

Score: Published by Hunan Literature & Art Publishing House 

Level of difficulty: Intermediate/advanced 

Style keywords: Fugue; Chinese folk tune 
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 The three fugues in this set were written as independent works. In the first fugue, 

named “Yili Dance,” Gong borrows the melody from that Chinese traditional folk tune as 

the theme and writes a simple, joyful two-part invention. The themes of other two fugues 

are newly composed. The “Fugue in B minor” is a three-voice fugue with a cantabile 

musical character. The “Fugue in F major” is a double fugue in four voices with a 

maestoso character. Many conventional fugue techniques are evident in these pieces; they 

include traditional form and phrase structure, key relationships, and cadences and 

modulations, as well as sequence, imitation, inversion, and stretto.   

 

4) Six Impromptus—After Poems by Dai Wangshu (2007) [11’00’’] 

Score: Published by Hunan Literature & Art Publishing House 

Level of difficulty: Professional  

Style keywords: Poem; impressionistic musical style; free atonal 

 The inspiration for the six impromptus in this collection come from the poems 

written by Dai Wangshu, a Chinese modern Symbolist poet who lived in the first half of 

the twentieth century. Each piece borrows the title of the poem and uses abstract and 

impressionistic musical language to correspond to the imagery and sentiment reflected in 

the poem. The impromptus can be played independently or in a group.  

 “Rain Lane”: The poem depicts a misty and melancholy rain scene and, therefore, 

the emphasis is on evoking the atmosphere rather than the notes themselves. The music is 

unmetered and unmeasured throughout, and a sense of regular rhythmic pulse is also 

absent. While the overall dynamic level remains soft, Gong incorporates extreme 

registers on the keyboard to feature distinctive timbres and colors. The piece is built upon 

spontaneous pitches flowing at different paces and transforming into various textures: 

sometimes in horizontally-moving motion, sometimes in vertical or arpeggiated tone 

clusters; sometimes pitches are slowly stacked one after another and sometimes they are 

presented in rapid, smooth scalar or arpeggio figures (Ex. 2.14). 
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Example 2.14. Musical material presented in “Rain Lane.”  

 

“Don’t Look at Each Other so Gracefully”: The piece begins with a lyrical, 

recitative-like melody in a single voice, yet the pitches are distributed in a highly disjunct 

manner. The shifting meters, irregular grouping of notes, and ties create a sense of 

rhythmic obscurity. A second voice joins as a bass line that is written in the same style as 

the top voice. The two voices are melodically juxtaposed and rhythmically interwoven 

throughout the piece, but they never actually overlap. Occasional accents and staccatos 

add nuances to the music.  

 “Meng Du Zi”: The original poem evokes the poet’s feelings of elation and desire 

for a Japanese geisha. The music has a lighthearted, scherzando character, which is 

manifested by short, disjunct melodic motives with dotted and syncopated rhythms (Ex. 

2.15), quickly running musical figures, and grace notes, as well as contrasting registers, 

dynamics, and articulations. 

 

 
 

Example 2.15. Rhythmic motive presented in “Meng Du Zi.” 
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 “Birds in the Paradise”: The original poem was written when the poet was 

informed that his long-time girlfriend was going to marry another man after being apart 

from him for three years. The music is intended to evoke the loneliness, despair, and 

emotional collapse reflected in the poem by creating drastic timbral and dynamic 

contrasts. The pitch material is highly discordant and is presented in scattered fragments 

with extremely wide leaps across three staves. The rhythm is extremely complex with 

constantly shifting meters, seemingly arbitrary dotted notes and ties, and irregular 

grouping of notes. The music is laid out in three layers and covers a wide range on the 

piano. The bass voice features a low, repeated pitch; the top voice resembles the frantic, 

high-pitched sound of birds; and the middle voice creates melodic and rhythmic 

complexity (Ex. 2.16). 

 

 

 

Example 2.16. Musical material presented in “Birds in the Paradise,” mm. 8-11. 

 

 “Sleepless”: This piece features two distinctive musical styles in contrasting 

sections. The opening and ending are highly improvisatory and ornamented. Musical 

elements presented in these sections are focused on creating harmonic and timbral 

effects. For example, glissandos and turbulent, dissonant running passages are largely 

incorporated and also imitate the technique and sound of the Chinese instrument guzheng 

(Ex. 2.17). The middle section, in contrast, is a joyful dance in a homophonic texture. It is 

characterized by an angular melodic line with frequent use of staccatos and accents. The 

emphasized syncopations highlight a strong and energetic rhythmic pulse.  
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Example 2.17. Musical materials imitating the sound of guzheng, “Sleepless.” 

 

 “Night Is…”: This piece creates a gentle and mysterious soundscape. The music 

highlights contrasting timbres and registers. Each phrase is structured in a call and 

response manner with two distinct musical figures. One is a short succession of steadily 

moving, dissonant chords that provide harmonic richness with an emphasis on the tritone 

interval. The other is made up of melodic fragments that are presented in predominantly 

single-line texture with intricate rhythmic variations that create timbral nuances (Ex. 

2.18). The contrasting climax originates from the “steadily moving chordal figure.” 

However, instead of moving conjunctly in a peaceful mood, the chords are thickened 

with more dissonances and they move in wide, sweeping motion with dynamic intensity 

and tempo acceleration (Ex. 2.19). 

 

 

 

Example 2.18. Distinct musical figures presented in “Night is…,” mm. 5-8. 
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Example 2.19. Moving chordal passage in the climax, “Night is…,” 25-26. 

 

5) Five Paintings in Light Color (2002) [8’00’’] 

Score: Published by Hunan Literature & Art Publishing House 

Level of difficulty: Professional 

Style keywords: Impressionistic musical language; polyrhythm; compound meter; 

bitonality; character piece; folk dance 

 Gong composed the five pieces in this collection as “musical paintings.” Each 

piece uses distinctive textures and musical figures to illustrate characteristics of the 

subject depicted in the title.  

 “Snow”: This piece is written in ABA’ form with a two-voice texture. The 

melodic material presented in each hand mainly features broken-chord arpeggio figures 

moving at different paces in contrary motion. The B section uses similar musical figure 

but is thickened in texture with more dyads and chords, which help to enrich harmonic 

density and increase musical expression. The piece in general evokes the light, drifting 

imagery of the snow, and subtle harmonic inflections are created by treating the melodic 

line with sequence and modulation in different pentatonic scales. 

 “Murmuring of Flowing Water”: This piece is written in a simple homophonic 

texture. The lyrical and meandering melody is built on a pentatonic scale and alternates 

between different registers. The accompaniment is characterized by a fluid, broken-chord 

figure in duplets and triplets, which illustrates the “murmuring water.” 

 “Rosy Clouds”: The colorful and kaleidoscopic quality of the rosy clouds is 

illustrated by the variant textures and harmonies of the music. The opening and ending of 

the piece are laid out in three staves providing space for the resonance of layered sounds 
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produced in contrasting registers of the keyboard. Harmonic planing and embellished 

scalar figures are incorporated extensively in these sections. The middle section, in 

contrast, the musical materials are presented in a homophonic texture with bitonality and 

cross-rhythm.  

 “Fog”: This piece focuses on evoking the misty color and airy, floating texture of 

the fog. These qualities are conveyed by the circular motion of the short arpeggio ostinato 

figures in both hands and the ambiguity created by the use of bitonality and polyrhythm 

(e.g., 6 against 5, 6 against 7, etc.). In the middle of the piece the ostinato figure is 

maintained in the middle voice while a new melodic line derived from previous materials 

appears in short fragments in contrasting registers. In the climax, the ostinato figure is 

doubled in perfect fourths in both hands, which intensifies the harmonic color and 

expressiveness.  

“Dance”: This piece depicts an energetic and rustic Chinese folk dance. The 

disjunct melodic contour, highly dissonant chords, and use of bitonality suggest the 

strong influence of Western contemporary style, yet the emphasis on intervals of perfect 

fourths and fifths highlights the Chinese folk quality. The strong, intricate rhythmic pulse 

is also significant in conveying the nature of the dance. There is extensive use of 

compound meter, shifting meters, and polyrhythm, as well as seemingly arbitrary accents 

that create rhythmic ambiguity (Ex. 2.20). 

 

 

 

Example 2.20. Intricate rhythms used in “Dance,” mm. 49-52. 

 

6) Sketches of Southwestern China (year unknown) [3’00’’] 

1. Bamboo Ballad  

2. Singing and Dancing 

Score: Published by Hunan Literature & Art Publishing House 
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Level of difficulty: Intermediate/advanced 

Style keywords: Chinese folk style; pentatonic scale; bitonality;  

 “Bamboo Ballad” is inspired by a Chinese folk tune. The melodic material is 

treated in a theme and variation style; it is presented in its original version and then 

successively augmented and elaborated. The cantabile melody is accompanied by broken-

chord and arpeggio figures in straight or syncopated rhythms. The harmony stays mostly 

in the pentatonic scale with occasional dissonance and bitonality. 

 “Singing and Dancing” is a simple and happy piece. The music is written in a 

homophonic texture and features frequent polytonal harmonies. The melody is presented 

in a single voice or doubled in thirds or fourths with staccatos and accents, and it is 

accompanied by jumpy, vertical figures that are often marked with accents and tenutos on 

the off beats to create a lively, syncopated rhythmic effect.    

 

7) Children at Play (year unknown) [2’45’’] 

1. Leisurely Camel 

2. Taking-Hands Dancing 

3. Horse-Training 

Score: Published by Hunan Literature & Art Publishing House 

Level of difficulty: Intermediate 

Style keywords: Character piece; Arabic scale; pentatonic scale; polytonality 

 “Leisurely Camel” uses an Arabic scale to evoke an exotic Middle Eastern sound. 

The piece is in a homophonic texture with an elaborate, winding melodic line 

accompanied by a repeated dotted rhythmic figure emphasizing the distinctive minor-

second interval in the bass line.  

 “Taking-Hands Dancing” is a light-hearted, playful dance written for the two 

hands. The entire piece consists of a fast-running, unceasing toccata figure played by 

both hands. The music becomes more intense in the middle section through increased 

dynamic level and increased rhythmic speed, from straight sixteenth notes to sextuplet 

and septuplet sixteenth notes. Hand crossing is frequently incorporated. 

 “Horse-Training” is primarily built upon the interval of perfect fourth with a 

consistent, dotted rhythmic pulse evoking the clip-clop of the horse. The simple, lyrical 
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melody based on a quasi-pentatonic scale is juxtaposed with the double-fourth 

accompaniment, resulting in polytonality.     

 

8) Blossoms (year unknown) [3’00’’] 

1. Star River 

2. Celebrating the Lunar New Year 

3. Row, and Row 

4. Broken Mirror 

Score: Published by Hunan Literature & Art Publishing House 

 Level of difficulty: Intermediate/advanced 

 Style keywords: Character piece; Chinese musical traditions; pentatonic scale; perfect  

fourth interval; polytonality; polyrhythm; shifting meters 

This collection contains four miniatures. Each piece has a descriptive title and 

depicts a topic or subject often associated with childhood memory. The harmonic 

language reflects Chinese musical traditions.  

“Star River” is written in a simple homophonic texture. The lyrical, gentle melody 

appears several times in a single voice or doubled in fourths, in different registers and key 

areas throughout the piece. The wavy, broken-chord accompaniment is presented with 

bitonality and polyrhythm in juxtaposition with the melody, creating a kaleidoscopic, 

glittering effect to evoke the “star river” imagery (Ex. 2.21).  

 

 

 

Example 2.21. Bitonality and polyrhythm presented in “Star River,” mm. 11-15. 

 

“Celebrating the Lunar New Year” is a festive, dance-like piece with a strong 

rhythmic pulse characterized by a long-short-short rhythm (x xx) and triplets. The 

interval of a perfect fourth once again predominates the melodic and harmonic plan. 
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Musical excitement is created by frequent accents and loud dynamic markings, as well as 

constantly shifting meters.   

“Row, and Row” is a tender, tranquil lullaby. Written in a homophonic texture, 

the melody is presented successively in different registers, then in rhythmic 

augmentation, then doubled in fourths. The accompaniment figure changes along with the 

melody; it begins with simple broken chords, then features doubled fourths in bitonality, 

then various triplet figures. 

“Broken Mirror” is the only piece in the collection that does not showcase a 

distinctive Chinese musical element. The music features a polytonal effect created by the 

abundant use of chromaticism and dissonance. Instead of focusing on the melody, the 

music consists primarily of fragmentary motivic figures. The intricate rhythmic 

component is emphasized in the music through the extensive use of cross rhythms (e.g., 2 

against 3, 3 against 4) and complex dotted and syncopated rhythmic groupings.  

   

9) Clouds Reflected in Water (year unknown) [7’30’’] 

Score: Published by Hunan Literature & Art Publishing House 

Level of difficulty: Professional 

Style keywords: Impressionistic musical language; pentatonic scale; 12-tone concept; 

theme and variation 

 This piece consists of a theme, five variations, and a coda. The music reflects 

Chinese musical traditions in melodic contour and the use of pentatonicism, Gong also 

integrates an impressionist style with an emphasis on color, as well as a contemporary 

harmonic language that hints at the 12-tone method. The theme incorporates all twelve 

pitches, yet Gong treats the pitch material in a lyrical and linear texture that dissolves the 

dissonant effect. The intervals of a perfect fourth and fifth and the planing technique are 

frequently employed, which suggest the Oriental, impressionistic harmonies. The rolled-

chord and arpeggiating-triplet figures in the accompaniment evoke a water-like fluidity 

and transparency. Through the course of the variations, Gong incorporates various 

musical figures to create different musical characters and evoke the everchanging state of 

the water and the clouds. For example, Var. I features undulating scalar and broken-chord 

figures to symbolize the drifting, flowing motion; Var. III has a rhythmic, dance-like 
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character conveyed by an energetic staccato presentation of the melody and 

accompaniment, as well as a strong rhythmic pulse created by accents and syncopation. 

This piece demonstrates a fusion of musical elements and styles from the East and the 

West, and creates a colorful soundscape.   

 

Ho, Ping Yee (Alice, 何冰颐), 1960, Hong Kong/ Ontario  

 A Hong Kong-born Canadian composer, Ho’s music is acclaimed for its “distinctly 

individual” style and “organic flow of imagination.” (D. Ariaratnam, The Record) Ho holds a 

B.M. from Indiana University and M.M. from the University of Toronto. She has been an award 

winner of numerous national and international competitions and fellowships, and her music has 

been featured at many music festivals and concerts worldwide. Representative works include the 

opera The Lesson of Da Ji, “Glistening Piano” for two pianos, and the chamber piece “The 

Mysterious Boot.” Besides being a successful composer, Ho is also a classical pianist and an 

advocate for contemporary music. Biographical information can be found at: 

https://www.musiccentre.ca/node/37481/biography. 

 

1) Solus (2013) [11’00’’] 

Commission: Yoko Hirota, on a grant by the Toronto Arts Council 

Score: Available for purchase from the Canadian Music Centre  

Recording: Umbra Septentrionis by Yoko Hirota, available on Naxos 

Level of difficulty: Professional 

Style keywords: Contemporary musical language; contrasting and dramatic musical 

expressions; imitation of Chinese instrument; extended piano techniques 

 As Ho mentioned in the notes to the score, she has always been fascinated by “the 

eccentric and neurotic nature” of many great artists in the past. This piece, which is full 

of dramatic contrasts within each section and also as a whole, is written as a tribute to 

these artists who were “true with their passions and indulged in their creative worlds.”  

 This is a lengthy, fantasy-like piece that displays the composer’s imagination and 

a sense of spontaneous inspiration. It begins with a lyrical section that should be played 

as if “in deep thoughts…,” as marked in the score. Distinctive musical materials in each 

hand are presented in different registers: sustained, dissonant intervals in the middle to 
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lower registers and rhythmically complex scalar and arpeggio figures in a higher register 

(Ex. 2.22). These two figures gradually become more active in motion, intertwined in 

texture, and intensified in musical expression. The subsequent section features a series of 

rapid, dissonant sextuplets, and acceleration and cross-rhythms (6 against 4, 6 against 5, 8 

against 3, and 5 against 2) are incorporated to increase the frantic tone. The climactic, 

chordal, fortissimo moment is “shattered” by a succession of light, dissonant rolling 

chords.  

 

 

 

Example 2.22. Musical material presented in the first section in “Solus,” mm. 1-3. 

 

A long transition incorporates rolling chords, scalar passages with frequent tempo 

shifts, and irregular rhythmic phrasing. In the joyful, light-hearted section that follows, 

the accompanying figure gradually thickens and leads to a stormy climax characterized 

by tempo acceleration, highly dissonant harmonies, successions of octaves, the tonal 

depth of the lower register, and extremely loud dynamics (Ex. 2.23). 

 

 

 

 

Example 2.23. Musical materials presented in the climax in “Solus,” mm. 171-176. 
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  The cadenza-like section is preoccupied with a restless triplet figure that gradually 

intensifies from a mysterious, agitated mood to a dramatic climax with a low trill and a fff 

tone cluster (Ex. 2.24). This leads into an almost surreal, improvisatory sound world that 

Ho labels “dramatic trance…” Extended techniques are incorporated in this section, 

including tone clusters, plucking strings, hitting strings, and brushing or gliding on 

strings. In this section, Ho manipulates musical figures, techniques, pentatonicism and 

sonic effects in a way that represents traditional Chinese musical aesthetics. The music 

closes with a return to the opening material with a lyrical, intimate character and its 

harmonic simplicity and melodic fluidity.  

 

 

 

Example 2.24. Motivic triplet figure used in the cadenza in “Solus,” mm. 177-180. 

  

2) Aeon (2012) [7’30’’] 

Commission: Claudia Chan, support of the City of Toronto through Toronto Arts Council 

Score: Available for purchase from the Canadian Music Centre 

Level of difficulty: Professional 

Style keywords: Art paintings— “The Persistence of Memory” by Salvador Dali 

 This piece evokes a surrealistic concept of time that is inspired by Salvador Dali’s 

famous painting The Persistence of Memory. As Ho mentions in her notes, the dreamlike 

image of the soft, melting pocket watch in the center of the painting suggests the 

“unconscious ‘softness’ and ‘hardness’ of matters” and is presented almost like a 

meditation on “the collapse of some fixed cosmic orders.”26 

This piece consists of two contrasting parts, “Melting Clock” and “Rapid 

Meditation,” two imaginary titles inspired by the image and concept from the painting. 

                                                 
26 Ping Yee Ho, Composer’s Notes, “Aeon,” accessed on March 12, 2019, https://www.musiccentre.ca/node/ 

74097.  
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“Melting Clock” is characterized by slowly flowing vertical tone clusters. They are 

played predominantly as rolled clusters, evoking the “melting” imagery in the painting 

(Ex. 2.25). Ho exploits the wide range and extreme registers of the keyboard to imply the 

spaciousness and eternity of time. The dynamic level builds from pppp to fff and, 

combined with the acceleration of tone cluster tremolos, intensifies the expressive effects.  

 

 

 

Example 2.25. “Melting” figure presented in “Melting Clock,” mm. 1-3. 

  

“Rapid Meditation,” in contrast, features exclusively quickly-moving chromatic 

scale passages in perpetual motion (Ex. 2.26). Occasionally, the tight-knit scalar passages 

transform into large leaps in contrary motion, which Ho indicates is a “nostalgic 

reference” to “[remember] the Romantics” (Ex. 2.27). Throughout this relentless 

progression, musical elements, including pointillistic accompanying staccatos, accents, 

shifting meters, irregular rhythms, rests, ties, opposing articulations, and dynamic 

changes, are incorporated to provide coloristic and characteristic nuance. 

  

 

 

Example 2.26. “Meditative” figure presented in “Rapid Meditation,” mm. 29-30. 

 



52 

 

 

 

Example 2.27. “Romantic” figure presented in “Rapid Meditation,” mm. 122-124. 

 

3) Nicking Time (2009) [1’00’’] 

Score: Obtained from composer 

Level of difficulty: Professional 

Style keywords: Contemporary musical language; dyads 

 Ho composed this miniature piece within twenty-four hours as a last call for the 

ISCM’s “Momentary Pleasure” concert on the last day of 2009. The most prominent 

features of this piece are the intervallic motive of the dyad and the single-line melodic 

gesture. Ho manipulates the rhythmic groupings, dynamic shifts, articulation, motion, and 

register to evoke a “spontaneous but poignant” character. A short section toward the end 

of the piece is filled with continuous semitone trills and scalar passages, and the piece 

concludes with vertical, highly dissonant dyads and a strong, percussive character. This 

gestural ending resonates with Ho’s original intention to present “a miniature of various 

flashbacks of mirth and despondency, as well as self-examination for new resolution.”27 

 

4) Garage (2005) [8’00’’] 

Premiere: February 2007 by Alice Ho, Newfound Music Festival, Memorial University 

of Newfoundland, St. John’s, CA 

Score: Available for purchase from the Canadian Music Centre 

Level of difficulty: Advanced 

Style keywords: Thriller film music; experimental music  

 This piece was composed as the theme music for an independent psychological 

thriller, Garage, directed by Edmond Chan. The film depicts the horrifying experience of 

                                                 
27 Ping Yee Ho, Composer’s Notes, “Nicking Time,” 2009, 1.  
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two troubled individuals trapped in an underground garage.28 Their fear and desperation 

are primarily conveyed in the music by extreme sonic and textural effects, contrasting 

registers, and sudden dynamic changes. Without a time signature or traditional melodic 

material, the music is mostly conceived with motivic figures, including single notes, 

dyads, and tone clusters treated with repetition, fluctuating tempo, tremolos, and 

glissandos. In addition, after intense passages or dramatic gestures, Ho often incorporates 

a long pause that fills with resonance of overtones and residual of sounds. This treatment 

of musical material creates a dramatic contrast between the concepts of sound and 

“silence” that enhances the psychological suspense for the audience.  

 

5) Caprice (1997) [6’00’’]  

Score: Published by Plangere Editions 

Level of difficulty: Advanced 

Style keywords: Polyrhythm; compound meter; extended techniques 

 This piece features a tense, angular character and a strong, shifting rhythmic 

pulse. Ho focuses on “playing” with a variety of rhythmic techniques, such as shifting 

meter, compound meter, diminution of meter, and all kinds of polyrhythm. The main 

motivic material presented at the opening demonstrates metrical diminution (Ex. 2.28). 

This phrase reoccurs several times later with the same metric idea and almost identical 

intervals in different registers and keys. In between each appearance of the phrase, 

musical materials vary and develop into different textures and forms, but the 

compositional focus remains on intricate rhythmic variation. Another important factor 

that enhances the excitement and energy is the marked contrasting articulations, including 

accent, legato, tenuto, staccato, staccatissimo, and staccato with tenuto.  

 

 

Example 2.28. Example of metrical diminution in “Caprice,” mm. 1-4. 

                                                 
28 Ping Yee Ho, Program note in score, “Garage,” Canadian Music Centre, 1995, 3.  
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While the first half of the piece is in a rondo-like form, towards the climactic coda 

two short sections act as retreats from the impulsive music. Rhythmic pulse is almost 

absent in the two sections; instead they feature extended techniques, such as glissando 

and plucking the strings inside the piano, which creates an improvisatory and misty 

atmosphere. This piece features a dramatic and exciting musical character as well as 

coherence of musical ideas and structure, and makes a great choice for a concert program.   

     

6) Music Tableaux— Cyclone (1994) [3’00’’] 

Score: Available for purchase from the Canadian Music Centre 

Level of difficulty: Advanced 

Style keywords: Toccata 

“Cyclone” was written as a tribute for the 35th Anniversary Gala Concert for the 

Canadian Music Centre.29 The whirling cyclone is depicted by a perpetual toccata figure 

throughout the music. The toccata figure is presented in either sixteenth notes or triplets 

and with metric augmentation or diminution to suggest different speeds and intensities. 

Various types of accented articulation are employed to enhance musical excitement. A 

short middle section evokes a more relaxed musical character created by less 

rhythmically-driven eighth-note melodic figures with legato articulation. 

 

7) Fire of Imagination (1991) [11’00’’] 

Score:  Available for purchase from the Canadian Music Centre 

Level of difficulty: Professional 

Style keywords: Contemporary musical language; fast-slow-fast movement; shifting 

meter; polyrhythm; free atonality 

 This piece was composed as a three-movement work but each movement can 

stand alone as an independent piece with musical ideas and technical virtuosity. Ho 

demonstrates in this piece with her highly imaginative and dramatic musical language, 

and therefore it will make a great concert piece for pianists.  

                                                 
29 Ping Yee Ho, Composer’s Notes, “Music Tableaux,” 1994, 3.   
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The first movement was later titled as “Blaze” and included in Ho’s Music 

Tableaux. This is a virtuosic piece that combines energy and whims, as described by the 

composer in the program notes. Ho manipulates pianistic figurations involving short 

triplet patterns, scales, and octaves into various textures, registers, and moods, along with 

a prominent underlying rhythmic pulse, to create dramatic musical contrast and 

excitement.   

The second movement is a slow piece that evokes an atmospheric sound world. 

This piece was also later included in Ho’s Music Tableaux with a title of “Shade.” Unlike 

the first movement, which focuses on creating musical energy and rhythmic excitement, 

this movement explores the rich harmonic textures and colors of the piano to achieve 

musical expressiveness. The music is primarily characterized by rich and highly 

chromaticized chords moving steadily in blocked, broken, rolling, or arpeggiated forms, 

creating a dense musical texture. As Ho describes in her program notes, this music 

depicts “a free spirit in search for a refuge,” and this spirit travels through various moods, 

registers, and textures, eventually finding its destination “in the heart of a lonely child.”30 

 Although the last movement incorporates motivic ideas and musical materials 

from previous movements, Ho manipulates these figures in a more fragmentary and 

disjunct manner, and the texture is lighter. Contrasting musical figures, rather than being 

featured separately, are presented with more interaction and stretto. The strong rhythmic 

pulse evoked in the first movement is replaced with shifting meters and complex 

rhythmic groupings.  

 

8) Arc (1986) [4’30’’] 

Score: Available for purchase from the Canadian Music Centre 

Level of difficulty: Professional 

Style keywords: Arc (symmetry); atonal; contemporary musical language 

The primary focus in this piece is to reflect the arc shape suggested in the title. 

Therefore, there is an emphasis on symmetry reflected at various levels of the music. The 

form of the piece, for example, is ABCB’A’. The symmetrical balance also occurs in the 

                                                 
30 Ping Yee Ho, Composer’s Notes, “Shade” in Fire of Imagination, 1991, 17.  
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use of register and textural densities of sections and phrases. The pitch materials of the 

piece are carefully designed, and throughout the course of music the basic pattern is 

transposed, inverted, retrograded, expanded, and contracted (Ex. 2.29).31 The A section 

contains short motivic scalar figures with complex rhythms and contrasted articulation 

and dynamics (Ex. 2.30). The B section features more linear motion with rapid, 

chromatic triplet runs in one voice and a melodic line moving at a slower pace in another 

voice (Ex. 2.31). The C section, the peak of the arc, presents a variety of musical ideas, 

some of which have appeared previously in the music, including disjunct short motivic 

figure, chromatic runs, trills, tremolos, leaping chordal figures, and dissonant dyads 

moving in back-and-forth or parallel motion (Ex. 2.32).  

 

 

 

Example 2.29. The basic pitch material used for “Arc.” 

 

 

 

Example 2.30. Musical figures presented in section A in “Arc.” 

 

 

 

Example 2.31. Musical figures presented in section B in “Arc.” 

                                                 
31 Ping Yee Ho, Analytical Notes in score, “Arc,” 1986, 4.  
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Example 2.32. Selected musical figures presented in section C in “Arc.” 

 

He, Yuanyuan (Kay, 贺园园), birth year unknown, Mainland China 

 An active multimedia composer and video artist. After getting her B.A at the Central 

Conservatory of Music in Beijing, she obtained her M.M at the University of Missouri-Kansas 

City and her DMA from the University of Texas at Austin. Her music often explores and 

intertwines various forms of media to create unique audiovisual experiences. She is currently an 

assistant professor in composition at the University of Arizona. Representative works include the 

piano trio “Imprint of the Spring Breeze” and “Legends of Old Peking” for orchestra. Personal 

website: http://www.kayhecomposer.com/. 

 

1) Fascinating Silverfall (2007) [10’00] 

Score: Obtained from composer 

Level of difficulty: Professional 

Style keywords: Chinese philosophy; imitation of Chinese instrument; use of whole-tone 

and pentatonic scales 

 This is a piece that reflects the Chinese ancient philosophy of Zen Buddhism. The 

composer intends to express her personal reflection and take listeners on a spiritual 

journey through the music. She explains in her program notes that the title “Fascinating 

Silverfall” is a personal reflection on a literary phrase originating from one of the Chinese 

Four Great Classical Novels Dream of the Red Chamber. The literal translation of the 

phrase is “flowers in a mirror and moon on the water” and can be interpreted as 

http://www.kayhecomposer.com/
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describing the emptiness of life: “everything belongs to endless change resulted by heart 

and different environment, … if the water is clear, then the moon is close; if the heart is 

peaceful, then the buddha emerges before you.”32 

 To portray this Zen-like atmosphere, He incorporates many Chinese musical 

elements in this piece. The underlying whole tone and pentatonic scales evoke the 

distinctive Chinese harmonic color. Conventional pianistic techniques, such as glissandos 

and short arpeggios, as well as various extended techniques, including staccatos with 

muted strings, striking the strings, and glissando over the strings, are incorporated to 

mimic the typical timbre and playing techniques of the Chinese traditional instrument 

guzheng (Ex. 2.33). Musical materials are distributed in a wide, open range on the 

keyboard, metaphorically implying the philosophical idea of emptiness in life. This piece 

is through-composed with no clear time signature or rhythmic pulse. When playing, 

performers are encouraged to immerse themselves into the sound world and artistic 

conception of the music rather than concentrating primarily on precision with the notes or 

the rhythms. 

 

     

 

 

Example 2.33. Techniques used to imitate guzheng in “Fascinating Silverfall,”  

mm. 6-7; mm. 21-23; mm. 14-18. 

 

 

 

                                                 
32 Yuanyuan He, Composer’s Notes, “Fascinating Silverfall,” 2007, 2. 
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Ho, Wai On (aka Ann Kay, Lin 何蕙安), 1946, Hong Kong/ London 

Born in Hong Kong, Ho is best known as a composer and creator/director of cross-

cultural combined arts projects. Ho studied English Language and Literature at the Chinese 

University of Hong Kong, as well as piano performance and composition at Royal Academy of 

Music. She obtained a master’s degree in contemporary and electronic music at the Cardiff 

University in Wales and a Ph.D. from the Anglia Ruskin University in the UK. She currently 

resides in London. Personal website: http://www.howaion.co.uk/index.html. 

 

1) Apollo Dancing (1975) [1’30’’] 

Score: Available on composer’s personal website 

Level of difficulty: Intermediate 

Style keywords: character piece; dissonant use of harmony 

This is a slow and dignified piece formed with two main motives: a flowing 

arpeggio figure in single voice and a group of steadily moving dissonant chords. These 

two motives take turns appearing and they create contrasts in texture and musical 

character. Sudden dynamic shifts, contrary motion of arpeggios, and the regular use of 

dissonance enrich the musical expression of this little piece. Ho mentioned in her notes, 

“Chordal passages can be played in the style of a funeral march” to evoke the image of 

death or other solemn moods.33 This piece was used as the original music material in 

Ho’s music project Song and Dance of a Three Time Cancer Survivor, Act 7 Single or 

Return?34 

 

2) Many Happy Returns (1975) [3’30’’] 

Score: Available on composer’s personal website 

Level of difficulty: Intermediate 

Style keywords: Neoclassical 

                                                 
33 Wai On Ho, “A Cross-Cultural Combined Arts Prototype Arising from Cancer and Remembering Cantonese 

Opera” (Ph.D. Thesis, Anglia Ruskin University, 2016), 306. 

 
34 “Song and Dance of a Three Time Cancer Survivor” is the composer Ho Wai-An’s doctoral dissertation 

project. It is a Cantonese Quben, similar to a libretto cum script, that consists of twelve acts and presents a humorous 

story inspired by her personal experience. The texts, music, and production ideas are originally written and 

composed by Ho Wai On.  
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 “Many Happy Returns” is used as a quasi-ritornello in Ho’s music project Act 

12—Postlude Bouquets. The piece was originally written as a birthday gift for Ho’s 

goddaughter Sue Chiu, who asked Ho to write a piece in the style of Classical music. 

Therefore, this piece exhibits quintessential characteristics of musical style from the 

Baroque and early Classic periods, including formal structures, harmonic language, 

aesthetic qualities like simplicity and balance, and compositional techniques like 

imitation and sequence.35  

 

3) The Waves (1974) [4’00’’] 

Score: Available on composer’s personal website 

Level of difficulty: Intermediate 

Style keywords: Imitating water; bitonality 

As Ho has stated in the note to the score, this piece is a “melody waltzing with 

waterflow.” The music is written in a quasi-ABA’ form with the use of bitonality. The 

character of the waltz is conveyed by the triple meter with a strong emphasis on the 

downbeat; the motion of waves is manifested by the spontaneously flowing melodies. 

The hypnotic waltz motive travels through several key areas and is interwoven between 

multiple layers of voices. Ho suggests that by varying the tempo of the piece, the 

performer may deliver different characters through the music, either melancholic or 

lively. This piece is also included in Act 7 in Ho’s music project. 

 

Huang, Ssu-Yu (黄思瑜), 1970, Taiwan  

 Huang studied piano and composition successively at the Tainan Woman’s College of 

Arts and Technology, Chinese Culture University, University of Melbourne in Australia, and 

University of Rhode Island. She is an award recipient of many national and international 

competitions and her music has been featured in many prominent festivals and concerts 

worldwide. She is currently a freelance composer and an active advocate of contemporary music. 

Personal website: http://musicated.com/syh/. 

                                                 
35 Ho, “A Cross-Cultural Combined Arts Prototype Arising from Cancer and Remembering Cantonese Opera,” 

394. 
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1) Scourge (2018) [4’40’’] 

Premiere: 10 February 2019 by Max Lifchitz, Placido Domingo Hall, National Opera 

Center, New York 

Score: Available for purchase on composer’s personal website 

Level of difficulty: Advanced 

Style keywords: Western painting; minimalism 

This piece is inspired by Picasso's famous painting "Guernica," which was painted 

as a reaction to the Nazi’s devastating bombing of Guernica during the Spanish Civil 

War. It reflects the tragedies and suffering that the war inflicts upon individuals, 

particularly innocent civilians.36 Huang seeks to reflect the horrors and mindsets in the 

raging of the war and hopes to remind us once again of “the scourge and terror that the 

war could bring.”37  

The music is written in the style of minimalism. The harmonic quality of the piece 

is generally consonant and steady. The initial figure is a single-voiced quintuplet. 

Through the course of the music, this figure gradually expands into dyads and triads, then 

to percussive octaves and chords, and eventually to a polyphonic texture with low octaves 

sustained in the bass. The melody is presented in unison on the top, while the quintuplet 

figure remains in the middle range. The dynamic and emotional chaos is calmed by a 

sudden hymn-like section that acts as a reflection or contemplation on the previous 

music. The piece finally ends with a dreamy and surreal coda.  

 

2) Yearning (2016) [5’45’’] 

Premiere: 5 November 2017 by Martin Jones, Jamestown, Rhode Island 

Recording: The American Music Series CD vol. 3 by MahinMedia available on Naxos 

Score: Available for purchase on composer’s personal website 

Level of difficulty: Professional 

Style keywords: Chinese ancient poetry; motivic driven  

                                                 
36 “Guernica, 1937 by Pablo Picasso,” accessed February 28, https://www.pablopicasso.org/guernica.jsp. 

 
37 Ssu-Yu Huang, Composer’s Notes, “Scourge,” 2018, 2. 

https://www.pablopicasso.org/guernica.jsp
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 The piece draws inspiration from Wang Wei’s poem “Love Seeds (相思).”38 The 

poet uses the red bean as a symbol to express the nostalgic thoughts and sincere yearning 

for his faraway friendship. 

 The music features a motivic writing style. Huang employs a foundational upward 

fifth figure and develops through inversion, contrapuntal textures, changing meters, and 

various characters. The basic motive is a short-long figure consisting of an eighth note 

followed by a quarter note presented in 3/8 meter (shown in the red box in Ex. 2.34). 

Huang consecutively augments the meter from 3/8 to 5/8 and to 8/8 and recapitulates that 

metric pattern throughout the piece (highlighted in yellow in Ex. 2.34).  

 

 

 

Example 2.34. Basic motive and metric augmentation in “Yearning,” mm. 1-8. 

 

The piece is written in a through-composed form with each section varying the 

texture and musical character of the basic motive. Musical materials are mostly 

distributed in an open and wide range on the keyboard, creating a dreamy atmosphere and 

a sense of yearning. The polyphonic texture features low, sustaining chords; airy, ringing 

high pitches; and the basic melodic motive in the middle. In contrast, when musical 

materials move closer to the center of the piano, the texture becomes homophonic and 

often reflects a lively and energetic character. Throughout the course of the music, the 

basic melodic motive is decorated with grace notes, accents, trills, tremolos, repeated 

accelerating notes, short arpeggios, ostinatos, and scaler passages. The motive is also 

                                                 
38 Love Seeds by Wang Wei (699-761 AD, Tang Dynasty). In southern lands the red bean tree grows. It sprouts 

when the vernal breeze blows. Pick the red beans with your hands filled. Your yearning for love will be fulfilled. 

Ssu-Yu Huang, Liner notes for “Yearning,” American Piano Series, Vol. 3, PnOVA Recordings, PnOVA21003, 

2017. 

 

Basic Motive 
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presented in various harmonies and textures, such as in fourths and octaves, and in 

chordal passages. Dynamic contrast and accents are also employed. Overall, although the 

narrative of this piece does not directly correspond with the poem, the lingering motive 

and the spontaneity of this music may imply the emotional attachment and longing of the 

poet’s enduring friendship.  

 

3) Snow on the River (2012) [5’30’’] 

Premiere: 5 November 2017 by Martin Jones, Jamestown, Rhode Island 

Recording: The American Music Series CD vol. 3 by MahinMedia available on Naxos 

Score: Available for purchase on composer’s personal website 

Level of difficulty: Professional 

Style keywords: Chinese ancient poetry; imitation of Chinese instrument; improvisatory-

like quality;  

 The inspiration for this piece comes from an ancient Chinese poem, “Snow on the 

River (江雪)” by Liu Zongyuan.39 The poem was written when Liu was exiled to 

Yongzhou after the political reform that he supported had failed. The image he portrays 

in the poem is a metaphor of his struggle against corrupt politicians and the determination 

and hope he felt for his political ambitions. 

 This piece is written in through-composed form with each section distinguished 

by changing tempos and different music materials. Huang creates a musical soundscape 

in an open and wide range to resonate with the coldness, bitterness, and loneliness 

conveyed in the poem. At the opening, the low, sustaining bass symbolizes the frozen 

river that has been covered by snow; the recurring, high pitch, ornamented with short 

grace notes and presented in scattered fragments, represents the lone bird in the winter 

(Ex. 2.35). This setting unfolds in the music with a severe coldness and hollowness that 

corresponds to the snow imagery of the poem. The music continues into the next section 

characterized by a steadily moving, ostinato-like accompaniment in sixteenth notes and a 

                                                 
39 Snow on the River by Liu Zongyuan (773-819 AD, Tang Dynasty). Not a bird in a thousand hills; not a soul 

on ten thousand trails. An old man on a raft in straw quilts; fishes alone with snowy chills. Ssu-Yu Huang, 

Composer’s Notes, “Snow on the River,” 2012, 2. 
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glimmering upper voice based on a pentatonic scale that is highlighted in the 

juxtaposition with the ostinato figure (Ex. 2.36). The cadenza-like section that follows 

evokes an improvisatory feel. The abundant use of glissandos, trills, tremolos, and 

quickly moving ostinatos and running scales imitates the sound and style of the Chinese 

instrument guzheng. The last section has an energetic and lively character created by 

jumping melodic figures in perfect fifths, a strong rhythmic pulse, and accents, as well as 

a fast tempo and drastic dynamic markings. The coda is reminiscent of the opening and 

brings the cold and lonely atmosphere back in the music. 

 

 

 

Example 2.35. Opening texture in “Snow on the River,” mm. 1-3. 

 

 

 

Example 2.36. “Snow on the River,” mm. 27-28. 

 

4) Shining Star: Piano Solo for Children (1999) [14’30’’] 

Score: Obtained from composer 

Level of difficulty: Early to intermediate 

Style: Conventional harmony and tonality; Taiwanese folksong; pedagogical use; 

character piece 
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 This is a set of pedagogical pieces written specifically for children in early to 

intermediate levels. There are ten little pieces in this set and each one has an independent 

title, musical character, and pedagogical focus. Each piece can be played by itself, in 

group, or as a complete set.  

 “Shining Star” [0’45’’] (early): Joyful piece with childlike and tuneful melody in 

the RH and Alberti-bass accompaniment in the LH. A well-controlled balance between 

two hands, melody and accompaniment, should be emphasized when teaching and 

playing. 

“Summer Afternoon” [0’45’’] (early): A light-hearted and graceful piece in triple 

meter. The lyrical melody in the RH is accompanied with a waltz-like figure in the LH. 

The down-up-up waltz rhythm needs to be emphasized in order to capture the dance 

character of this piece.  

“Valiant Note” [0’30’’] (early): This is an energetic little piece. The “valiant” 

quality of the music is emphasized by the use of a repeated single note. Staccatos and 

accents are also used to enhance the spirit of the music. Independence of finger tips, 

quick release of notes, and clarity in the execution of scalar passages are essential 

requirements for students.  

“The Rite of Mountain Deity” [0’35’’] (early): This would be a technically 

challenging piece for students at an early level. Although the rustic and lively musical 

characters are easy to portray, students need to undertake various techniques, including 

broken octaves in the LH, repeated notes in the RH, and the ability to outline the melody 

between two voices and coordinate different materials between two hands independently. 

“A Legend of Mountain” [1’40’’] (early): Similar to the last piece, this piece 

could be technically demanding for many early-level students. Besides bringing out the 

folklike and pristine character of the music, students need to be able to control the 

balance and to voice the melody nicely between three or four voices. Finger legato needs 

to be acquired, and octaves in the RH need to be played clearly with firm fingertips.   

“Meet” [2’00’’] (intermediate): This piece is written in a style very much like 

Mendelssohn’s Song Without Words or Grieg’s Lyrical Pieces. The lyricism, the 

undulating broken chord figure, the incorporation of low bass notes in the 
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accompaniment, and interlacing voices all reflect the style of Romanticism. Legato 

playing and balancing between multiple voices are the main focus of this piece. 

“Due Due Don” [1’10’’] (early): This piece has a strong folklike and primitive 

musical character. The melody is formed with perfect fourth and fifth and a simple 

rhythmic pulse. Staccato accompaniment in the LH must be played lightly yet still with 

great energy. 

“Field- Ploughing” [0’45’’] (early): This piece is based on a Taiwanese folk song 

and, therefore, a simplicity and pastoral feeling should be captured while playing. 

Dialogue occurs regularly between hands, and whenever the melody is presented in one 

hand, students need to be aware of the balance between voices. The jumping figure in the 

accompaniment should be played with lightness, and quick shifts between different 

positions need to be practiced for accuracy and agility. 

“Taiwanese Children Song- Traditional” [1’05’’] (early): This piece is also 

adapted from a Taiwanese folk song. The literal meaning of the song has to do with a 

grasshopper teases a rooster, but it is actually a metaphor of a flirtation between a young 

girl and an old man. Playfulness and sarcasm are implied in the music and are 

characterized through the use of staccatos, grace notes, and occasional large leaps in 

between hands. The dialogue of musical materials may suggest the different characters 

depicted in the original folk song.   

“Jasmine of June” (2000) [5’20’’] (intermediate): This piece is an adaption of a 

traditional Taiwanese folksong which uses the full-blooming jasmine flower to symbolize 

the mindset of a young woman’s yearning for love.40 Many techniques that are frequently 

used in theme and variation form are evident in this piece, including varying textures, 

figures, musical characters, and shifting of the melody into different voices or contrasting 

registers. As the piece progresses, harmonic sonority and musical expressiveness are also 

enriched and intensified. While playing, students need to be aware of voicing and 

balancing between hands, especially when melodies are hidden within chordal passages. 

Use of pedal is also suggested for fuller resonance.   

 

                                                 
40 Ssu-Yu Huang, Composer’s Notes, “Jasmine of June,” 1999, 2.  
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Hui, Melissa, 1966, Hong Kong/ Vancouver 

 Born in Hong Kong and raised in Vancouver. Hui received her B.M from University of 

British Columbia, her master’s degree from California Institute of the Arts, and her doctorate 

from Yale University. Her musical inspiration comes from the haunting music of the Central 

African Republic and Japanese gagaku court orchestra, and she strives to create “a personal 

music of ethereal beauty, intimate lyricism, and raucous violence.”41 She has received awards 

from the Guggenheim Foundation, the Aaron Copland Fund, the Canada Council, among others, 

and her works have been performed in numerous renowned concert venues worldwide. She has 

served on the faculty at Sandford University and currently is an associate professor in 

composition at Schulich School of Music at McGill University. Biographical information can 

be found at: https://www.musiccentre.ca/node/37461/biography. 

 

1) When Soft Voices Die (2000) [7’00’’] 

Premiere: 22 November 2000 by Simon Docking, Banff Centre for the Arts, Banff, AB 

Score: Available for purchase from the Canadian Music Centre 

Recording: And blue Sparks burn: Music of Melissa Hui, 2006 available on CMCCD 

Level of difficulty: Advanced 

Style keywords: Experimental; minimalism 

This piece is dedicated to Hui’s three important mentors who unfortunately 

passed away within a few years of each other. The title may be borrowed from Percy 

Bysshe Shelley’s poem “Music, When Soft Voices Die” which illustrates immortal love 

and the power of memories.42 

There is no key signature used for this piece, and the time signature and dotted bar 

lines are used as suggestive instructions for phrasing. The entire piece is built upon a 

single motive that is a succession of blocked chords moving steadily in quarter notes (Ex. 

2.37). The repetitive use of chords suggests the style of minimalism, yet Hui “encrypts” a 

                                                 
41 “Melissa Hui: Biography,” Canadian Music Centre, accessed Feburary 27, 2019, 

https://www.musiccentre.ca/node/37461/biography. 

 
42 Percy Bysshe Shelley (1792-1822) is an English writer and poet of the Romantic period. Andrew Lacey, 

“Percey Bysshe Shelley: Introduction,” Oxford Bibliographies, accessed February 28, 2019, 

http://www.oxfordbibliographies.com/view/document/obo-9780199846719/obo-9780199846719-

0155.xml?rskey=fRbxVE&result=1&q=Percy+Bysshe+Shelley#firstMatch. 

https://www.musiccentre.ca/node/37461/biography
file:///C:/Users/Paige/Documents/School/FSU%20Treatise/accessed%20Feburary%2027,%202019,%20https:/www.musiccentre.ca/node/37461/biography
file:///C:/Users/Paige/Documents/School/FSU%20Treatise/accessed%20Feburary%2027,%202019,%20https:/www.musiccentre.ca/node/37461/biography
http://www.oxfordbibliographies.com/view/document/obo-9780199846719/obo-9780199846719-0155.xml?rskey=fRbxVE&result=1&q=Percy+Bysshe+Shelley#firstMatch
http://www.oxfordbibliographies.com/view/document/obo-9780199846719/obo-9780199846719-0155.xml?rskey=fRbxVE&result=1&q=Percy+Bysshe+Shelley#firstMatch
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melody within the chords by using large note heads to outline the melody across multiple 

voices (Ex. 2.38). Performers should voice those notes as a melody while playing. 

Contrasting dynamics and the expressive marking “calm, but with passion and rubato” 

are indicated by composer. The “haunting-like quality” and “non-teleological musical 

narratives” of this music create a sheer beauty on the surface, yet beneath that, there is a 

“subtle contrapuntal interaction of musical materials,” as well as deep and expressive 

sentiments from the composer.43  

 

 

 

Example 2.37. Principle motive used in “When Soft Voices Die,” m. 1. 

 

 

 

Example 2.38. The “encrypted” melody in “When Soft Voices Die,” mm. 9-11. 

 

Hsiau, Ching-Yu(蕭慶瑜), 1966, Taiwan 

 Hsiau began her professional music training at a young age. After graduating from the 

department of music at the National Taiwan Normal University, she attended the École Normale 

de Musique de Paris and later the Ecriture du 20ème Siècle, the class for 20th-century music 

writing, at the Conservatoire national supérieur de musique et de danse de Paris, where she 

received a grand prize for composition. She has taught at the University of Taipei and currently 

is a professor at the National Taiwan Normal University. Besides being a dedicated composer 

                                                 
43 Edward Jurkowski, Review of And Blue Sparks Burn: Music of Melissa Hui, CAML Review 34 (2) (2006): 

43-44, https://caml.journals.yorku.ca/index.php/caml/article/view/2313. 
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and educator, she is also a researcher focusing on French contemporary piano music by 

composers such as Ravel, Satie, and Jolivet. She has published two books: A Study on 

Messiaen’s “Vingt regards sur l'Enfant-Jésus” and French Contemporary Piano Music: from 

Debussy to Dutilleux. Biographical information can be found at: 

http://musiciantw.ncfta.gov.tw/list.aspx?p=M103&c=.  

 

1) Air on a Theme by Gallon (2006) [2’00’’] 

Score: Available on Open Music Library 

Level of difficulty: Intermediate 

Style keywords: Lyrical piece; conventional harmony 

 This song-like piece is written in the style of a typical air. The music is written in 

6/8 meter in F minor, with a simple ABA from. The A section features a four-voice 

texture in which an expressive, melancholy melody is accompanied by a down-up gesture 

in the lower two voices, emphasizing the bass line, as well as a double-third figure 

providing harmonic richness in the alto voice (Ex. 2.39). The B section features a three-

voice texture with two top melodies interacting with one another over an arpeggiated 

accompaniment. In addition to the highly active, fluctuating accompanying figure, 

harmonic instability caused by frequent modulation also creates a more agitated musical 

character in this section. 

 

 

 

Example 2.39. Primary musical material in A section, “Air on a Theme by Gallon,” mm. 1-3.  

 

2) Nocturne (2005) [2’00’’] 

Score: Available on Open Music Library  

Level of difficulty: Advanced  

Style keywords: Atmospheric; harmonic and timbral effect; atonal 
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 This nocturne differs from a typical nocturne. The piece is short in length and 

incorporates contemporary harmonies and musical ideas. It opens and ends with a 

mysterious, haunting melody played in unison in the extreme high and low registers. The 

main body of the work, instead of presenting a lyrical, memorable melody as Chopin 

does in his nocturnes, Hsiau approaches the music in another way. A variety of 

contrasting musical ideas, including discordant blocked chords, disjunct melodic figures, 

and repeated single pitches, are manipulated with different tempos, note values, rhythms, 

articulation, and dynamics (Ex. 2.40). These figures are distributed across a wide range of 

the keyboard creating a sparse musical texture and a seemingly improvisatory style.  

 

 

 

Example 2.40. Contrasting musical figures in “Nocturne,” mm. 13-16. 

 

3) Le Phénomène de la Ligne I-VIII (1992-2010) [8’00’’-12’00’’] 

Score: Available on Open Music Library 

Level of difficulty: Professional 

Style keywords: Contemporary musical language; atonal; complex rhythms; disjunct 

writing style; extreme registers 

Since 1992 Hsiau has been composing a series of independent pieces under the 

title Le Phénomène de la Ligne. The eight pieces that currently comprise the series reflect 

her contemporary musical language and ideology. Representative characteristics include 

1) free atonality, 2) complex metric and rhythmic system, 3) chromatic and dissonant 
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running figures, chords, and clusters, 4) highly disjunct writing style, 5) extreme 

registers, 6) contrasting, abrupt changing dynamics and articulations, and 7) seemingly 

improvisatory and arbitrary musical character. Hsiau does not conform to traditional 

melodic and harmonic constructs in these pieces. Instead, she manipulates musical 

materials based on the concept of geometric points, lines, and planes, and intends to 

create a mystical sound world through timbre, harmony, resonance, silence, time, and 

space.44  

While the overall concept and musical style remains similar across the series, 

each work is crafted with a distinctive focus and reflects the progression of Hsiau’s 

musical interests and compositional style. The first two works (1992, 1993) focus on the 

concept of geometry and contain multiple layers of musical effects; No. III (2004) 

employs a stronger rhythmic pulse with repeated dyads and chordal figures, and has a 

clearer texture in terms of the consistency of musical materials in each voice; No. IV 

(2005) uses serialism and features a linear texture; No. V (2006) is inspired by an ancient 

guqin piece characterized primarily by a vertical, chordal texture; No. VI (2007) explores 

extreme contrasts of registers and textures; in No. VII (2009) figures consisting of 

repeated single pitches, dyads, and chords are incorporated extensively to striking effect; 

and No. VIII (2010) is written in the style of minimalism. 

 

Hsu, Chia-Yu (許家毓), birth year unknown, Taiwan 

 Hsu received her B.M. from the Curtis Institute of Music, M.M. and A.D. from Yale 

School of Music, and Ph.D. from Duke University. She is currently an associate professor of 

composition at University of Wisconsin-Eau Claire. Her musical inspiration often comes from 

poems, myths, and images, and she is especially interested in fusing Chinese elements and 

Western techniques into her music. Representative works include the orchestral piece “Shan 

Ko,” “Xuan Zang” for horn and orchestra, “Contrast” for oboe and piano, as well as the piano 

solo works “Among Gardens” and “Blue Ridge Sketches.” Personal website: 

http://chiayuhsu.com/bio.html. 

 

                                                 
44 Ching-Ming Cheng, 123.  
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1) Games (2017) [3’30’’] 

1. Follow the Line 

2. Repeats Rock 

Score: Obtained from composer 

Level of difficulty: Professional 

Style keywords: Etude; shifting meter; polyrhythm; repeated note 

 This work consists of two etudes that each focus on specific technical elements. 

The musical materials are treated with playfulness, almost like musical games for the 

composer and performer. These two etudes demonstrate both technical virtuosity and 

musicality, and are a great choice for concert performance.  

 “Follow the Line” is a game of rhythms that is described by Hsu as “a slight hit 

of [jazz].” The music is presented in a homophonic texture with simple five-finger 

running figures and light staccato accompaniment. The challenge is created by the 

puzzling rhythmic patterns of the notes, including eighth-note triplets, sixteenth-note 

triplets, group of four sixteenth notes, and sixteenth-note quintuplets (Ex. 2.41). When 

these patterns are distributed into equal beat, it will require meticulous practice from the 

pianists in order to distinguish the pattern with preciseness and accuracy.  

 

 

 

Example 2.41. Rhythmic pattern in “Follow the Line,” mm. 1-3. 

 

“Repeats Rock” has a rhythmic concept similar to that in “Follow the Line” but it 

demands more sophisticated technical versatility. In addition to the complex use of shifting 

meter and polyrhythm, the etude also requires a high level of finger dexterity for playing the 

repeated notes, intervals, and chords with clarity and speed (Ex. 2.42). The music is written 

in a toccata-like style with a vertical texture; there is an emphasis on intervals often used in 

Rock music and it features percussive chordal figures and clusters. It also requires a high 
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level of coordination and technical precision to move quickly between distant parts of the 

keyboard.   

 

 

 

Example 2.42. Repeated figure in “Repeats Rock,” mm. 20-22.  

 

2) Rhapsody Toccata (2014) [9’00’’] 

Score: Obtained from composer 

Level of difficulty: Professional 

Style keywords: Jazz; Toccata; technical virtuosity 

 As Hsu explains in her program note, this piece was inspired by the styles of 

toccata and jazz, and it “superimposes these two contrary styles into a cohesive 

structure.” The first half of the piece is occupied by the fast-moving, agitated toccata 

figure; the jazzy fragments, characterized by a relaxed, swing rhythm, interrupt only 

occasionally as brief interludes. The two styles alternate until a section toward the middle 

that combines their distinctive characteristics into one idea. This foreshadows the second 

half of the piece in which the jazz style takes the leading role. A variety of jazzy elements 

are used in this second half:  lush and seductive harmonies, tempo rubato, swing rhythm, 

cross rhythms, syncopation, broken-chord tremolos, decorative scalar figures, virtuosic 

running passages, a walking bass, percussive accented chords, and even hand clapping. 

This engaging piece makes a great program choice to showcase the pianist’s dazzling 

virtuosity, stylistic versatility, and artistic interpretation. 

 

3) Blue Ridge Sketches (2014) [6’30’’] 

1. Blue Mist 

2. The Singing Forest 

3. Summer Afternoon 
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Score: Obtained from composer 

Recording: Nicholas Phillips available on YouTube 

Level of difficulty: Professional 

Style keywords: Nature; impressionistic musical language; contemporary harmonies; 

extended techniques 

 The three sketches are inspired by the nature and scenery of the Blue Ridge 

Mountains. In each piece, Hsu features distinctive timbres, musical figures, and 

techniques to create coloristic and textual effect that musically illustrate the subject and 

imagery of the titles.  

 In “Blue Mist,” Hsu uses slowly-moving consonant and dissonant chords, along 

with extensive pedaling, to create rich and colorful harmonies. In between the harmonic 

resonances, seemingly improvisatory, disjunct running figures lightly drift through the 

musical “mist.” This contrast of texture, timbre, and register creates a “warm and 

mysterious atmosphere” and evokes the “bluish color” of the misty mountain when seen 

from a distance.  

 “The Singing Forest” depicts characteristic sounds from the mountains. The 

sound of birds is conveyed by trills and short motivic figures in the high register; the 

rustling of leaves and branches in the wind is characterized by swiftly running scalar and 

broken-chord passages, as well as the extended technique of rapidly tapping on the wood 

with a diminuendo.  

 “Summer Afternoon” illustrates an image in Hsu’s mind— “In a clear summer 

afternoon, suddenly, thunder tumbles and rain pours down from the sky.” In the opening, 

extended techniques, such as glissando on strings and playing on muted strings, are 

played in the high register and used to evoke the clear summer afternoon. The tumbling 

thunder and pouring rain are illustrated with an agitated toccata-like figure in the 

extremely low register that is increasingly combined and enhanced with trills, repeated 

notes, and tremolos in chords and clusters.  

 

4) Among Gardens (2006) [9’00’’] 

Dedication: Natalie Zhu 

Recording: Images by Natalie Zhu, Meyer Media Records available on Naxos 
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Score: Obtained from composer 

Level of difficulty: Professional 

Style keywords: Nature; Impressionistic musical language; contrasting musical character 

 This piece was written after Hsu’s summer visit to the Duke Gardens in North 

Carolina. In the music, Hsu intends not only to depict the terraces, flowers, plants, and 

ponds in the Garden but also to reflect her encounters with people strolling, birds singing, 

and other activities during the visit. Hsu described this experience as “a real carnival!”  

 The music is composed in an impressionistic style. Contrasting sections feature 

distinctive musical textures and motives. The introduction opens with an improvisatory, 

atmospheric sound world characterized by short, birdsong-like melodic figures, rapid 

scalar runs, and long pedal points. The “Animato con allegrezza” evokes a dexterous and 

delicate quality with its continuous, light ostinatos in sixteenth notes and short melodic 

motives (Ex. 2.43). These motives are presented in intricate rhythms and elaborated with 

grace notes and trills, along with various articulation styles and textural densities, all of 

which create coloristic nuances. The middle section, “Andante, tranquillo” is structured 

in a small ABA form. The A section is laid out in a three-voice texture that features a 

long pedal point in the low bass, a repeated single pitch in the middle voice creating a 

bell-like timbral effect, and an expressive melodic line harmonized with lush chromatic 

chords (Ex. 2.44). The B section features a two-voice texture with sparkling ostinato 

figures floating in the high register and a lyrical melody underneath (Ex. 2.45). After the 

return of the lighthearted Animato section, the piece concludes with a playful, energetic 

gesture that makes a strong ending. 

 

 

 

Example 2.43. Musical material in the first section, “Among Gardens,” mm. 14-15. 
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Example 2.44. Three-voice texture in “a” in the middle section,  

“Among Gardens,” mm. 105-107. 

 

  

 

Example 2.45. Two-voice texture in “b” in the middle section, “Among Gardens,” m. 115.  

 

Kao, Ying-Chen (高盈真), birth year unknown, Taiwan 

 Kao graduated from the University of Miami with bachelor’s and master’s degrees in 

theory and composition, and further studied at the Peabody Institute of the John Hopkins 

University. Representative works include “Transmutation” for trombone, “Lilac, Star, Bird” for 

solo guitar, and “Collidescope” for dance collaboration music. Besides being a composer, she is 

also an active graphic and web designer. Personal website: http://www.yingchenkao.com/. 

 

1) Formosa, the Old Train (2010) [4’00’’] 

Dedication: Jenny Lin 

Premiere: 7 May 2010 by Jenny Lin, “Taiwan Night 2010 Concert,” Taiwan Culture 

Center, Robert E. Parilla Performing Arts Center, Maryland 

Score: Available for purchase on composer’s personal website 

Level of difficulty: Advanced 

Style keywords: Taiwanese folksong; conventional style 

http://www.yingchenkao.com/
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 The piece is based on the melody of the Taiwanese folk tune “Diu Diu Dang A 

(丢丢銅仔).” In the original folksong, a traveling train and the sound of water dropping 

on the train rooftop are depicted in the texts. Kao is drawn to the simplicity and joyful 

charm of the song and intends to reproduce these characteristics through her musical 

language.  

The piece is structured almost in a theme and variation form with brief transitions 

linking the sections. The original melody is quoted in its entirety or in part throughout the 

piece. Presentation of the melody varies in single voice, octaves, chords, and alternation 

between two hands. Another prominent element in this piece is a rhythmic toccata-like 

sixteenth-note figure that imitates the rumbling sound of the spinning wheels of the train 

and is often used as transitional or accompanying material. The melodic material and the 

toccata-like figure appear independently or combined with contrasting musical texture 

and character, sometimes in a lively or expressive homophonic or polyphonic texture and 

sometimes in a majestic chordal texture. With the vivid musical character, exciting sound 

effect, and impressive but manageable techniques, this music makes an appropriate and 

enjoyable piece for advanced students to learn and perform.  

 

2) Spanish Rhapsody (2003) [6’10’’] 

Score: Available for purchase on composer’s personal website 

Level of difficulty: Advanced 

Style keywords: Spanish musical style (melodic contour, rhythm, etc.) 

 As the title suggests, this piece exhibits many distinctive Spanish musical features 

in tonality, harmony, rhythm and musical character. The music is structured in ABA’ 

form. The A section represents a lively and passionate Spanish dance. The principle 

melody is an exotic and fluctuating line lingering on Phrygian mode which is typical in 

Spanish flamenco.45 The melody continues to grow through the A section and eventually 

becomes highly ornamented with quickly running triplets, quintuplets, sextuplets, and 

                                                 
45 Israel J. Katz, “Flamenco,” In Grove Music Online, Oxford Music Online, accessed March 4, 2019, 

http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/om

o-9781561592630-e-0000009780.  

 

http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000009780
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000009780
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thirty-second note scaler passages. The syncopated accompanying figure creates a strong 

rhythmic pulse, along with unexpected accents and decorative triplets, which imitate the 

sound of Spanish guitar playing (Ex. 2.46).  

 

 

 

Example 2.46. Syncopated accompanying figure in “Spanish Rhapsody,” mm. 20-22. 

 

In contrast, the B section is more relaxed and sentimental. The musical texture 

becomes more contrapuntal with alternating hymn-like chordal passages and lyrical 

duets. This section presents more dramatic changes in mood and more elasticity in tempo. 

The use of harmonies and pitch materials is also more disjunct and chromatic. 

Transitional material often incorporates long sustaining trills and a singing melody in the 

low register of the piano which suggests the style of Spanish cante hondo (deep song) 

(Ex. 2.47).46 

 

 

 

Example 2.47. Transitional material imitating the Spanish conte hondo, 

 “Spanish Rhapsody,” mm. 54-55. 

 

 

                                                 
46 Cante hondo is a generic term encompassing the purest and oldest strata of songs of the flamenco tradition. 

Hondo means a deep or profound feeling with which the singer expresses his or her innermost thoughts, 

emphasizing the tragic side of life. J.B. Trend, rev. Israel J. Katz, “Cante hondo,” In Grove Music Online, Oxford 

Music Online, accessed March 4, 2019, http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/grovemusic/view/ 

10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000004759. 
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Lam, Bum Ching (林品晶)，1954, Hong Kong (Macau) 

 Born in Macau, Lam is a versatile and prolific composer, pianist, and conductor. She 

received her B.A. in piano performance from the Chinese University of Hong Kong and a Ph.D. 

in composition from the University of California at San Diego. She was on the faculty at Cornish 

College of the Arts in Seattle and served as a Visiting Professor at the Yale University School of 

Music and Bennington College. She is a recipient of numerous awards, including the Prix de 

Rome, as well as fellowships from the Guggenheim Foundation and the American Academy of 

Arts and Letters. She has been seved as composer-in-residence for many festivals and orchestras, 

and her music has been performed in numerous concerts and festivals worldwide. Personal 

website: http://www.bunchinglam.com/index.htm.   

  

1) Album for the Young—Spring Roll (2004) [0’35’’] 

Commission: Kaufman Center 

Score: Published by Subito Music Corporation 

Level of difficulty: Intermediate 

Style keywords: Rhythmic ambiguity; polytonality  

This playful miniature is built upon two primary motivic figures: a rapid 

quintuplet scalar figure in upward or downward motion, and a series of single staccato 

pitches. Lam uses these two figures alternately with contrasting dynamic markings and 

articulations, and intentionally “misplaces” them on “random” beats to obscure the 

rhythmic pulse. She also uses polytonality. This little piece will be a fun choice for young 

students to learn and perform, especially with Lam’s indication on the score that 

“students [will] be rewarded with spring rolls when they practice well.” 

 

2) Six Phenomena (1997) [17’00’’] 

Dedication: Ursula Oppens 

Recording: “Heidelberg Concerts—Bun-Ching Lam” available for listening on YouTube 

and Spotify, or purchase on Amazon 

Score: Published by Subito Music Corporation 

Level of difficulty: Professional 
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Style keywords: Buddhist philosophy; Diamond Sutra; contemporary musical language; 

shifting meter; polyrhythm 

The inspiration of “Six Phenomena” comes from an excerpt from the “Diamond 

Sutra,” a Mahayana Buddhist scripture that is considered as one of the most influential 

sutras in East Asia for centuries.47
 As Lam explains in the program notes, her approach is 

based on the Buddhist concept that the physical world is just an illusion; therefore, each 

of the six movements in the set depicts a phenomenon and evokes an illusive quality. 

“Phantasm”: This piece is written in a fast perpetual motion. The music features 

fluctuating, heavily chromaticized running figures and abrupt, discordant chords, both of 

which are characterized by percussive use of articulation, including accents, staccatos, 

and staccatissimos. Rhythmic and textural tension is created and enhanced by extensive 

use of shifting meter and cross rhythm, as well as the wide, leaping gesture across 

extreme registers. 

“Dream”: The music illustrates several contrasting types of dream-like imagery. 

The quiet, atmospheric sections are characterized by steadily moving dyads and chords 

with consonant harmonies and a hypnotic accompanying figure (Ex. 2.48). They feature 

the distinct timbre of the piano’s high register to evoke a transparent quality. The lyrical, 

expressive section demonstrates the influence of Romanticism with virtuosic Lisztian 

melodies, trills, scalar passages, and a Chopinesque accompanying figure (Ex. 2.49). An 

abrupt, impulsive section appears in the middle that mainly consists of highly disjunct 

clusters with extreme dynamics and articulation. 

 

 

 

Example 2.48. Musical figures presented in quiet, atmospheric sections in “Dream,” mm. 58-63. 

                                                 
47

 "Everything has Potential Dharma, even as a dream, a faulty vision, a bubble or a shadow, as dew drops or 

lightning flash, it should be viewed as it is." Bum Ching Lam, Program Notes in score, “Six Phenomena,” 1997, 

Notevole Music Publishing, title page. 
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Example 2.49. Romantic musical figures presented in the lyrical section, “Dream,” mm. 27-31. 

  

“Bubbles”: This piece incorporates dissonant dyads and triads, sustained single 

pitches, and staccato running figures into a pointillistic texture to illustrate the 

unpredictable and variable forms of bubbles. Ornamentation, including swift grace notes 

and scalar runs, is frequently used to evoke the light quality of the bubbles. Musical 

material is treated in a disjunct manner, and the constant use of shifting meters and cross-

rhythm create a rhythmic complexity.  

“Shadow”: The music is laid out in three staves across a wide range on the piano. 

The ghostly and erratic characteristics of the shadow are illustrated by dramatic contrasts 

in timbre, texture, dynamic, and articulation. Dissonant chords are presented either in 

isolation with short articulation or in succession with intense dynamic markings; 

sustained single pitches are more melodic with a legato quality. These figures sometimes 

appear as an independent section and sometimes appear in juxtaposition.  

“Dew”: This movement incorporates frequent use of damper pedal to enhance the 

resonance and create distinct color. The music alternates between a single voice and 

multiple layers of voices moving with different rhythmic pacing, but always with a light 

touch and thin, transparent texture. Slow-moving single notes in the high register are 

treated as the melody and represent drops of dew, and rapid scalar and arpeggiated 

figures provide the accompaniment. 

“Lightning”: The last movement consists entirely of unceasing running passages 

in a single-voice texture. The running figure sometimes moves in a close interval and 
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sometimes in wider leaps. While the musical figure remains monotonous for this piece, 

the fleeting, jagged quality of the lightning is manifested by the contrary motion of the 

running figures, contrasting timbres from the extreme ranges of the piano, and drastic 

dynamic changes (Ex. 2.50). The entire piece should be played at an extremely fast 

tempo, making a melodic or rhythmic impression on the listeners almost impossible, and 

instead creating an “instantaneous” musical effect.  

 

 

 

Example 2.50. Rapid, leaping running figure presented in “Lightning,” mm. 67-69. 

 

Lam, Lan Chee (林蘭芝), 1982, Hong Kong 

Lam graduated from the Chinese University of Hong Kong with bachelor’s degree and 

received her M.M and D.M.A from the University of Toronto. Her music often combines 

Chinese traditions and contemporary techniques that explore possibilities and new dimensions of 

the sound world. She is a winner of many prestigious awards, including the Grand Prix of the 

19th George Enescu International Composition and 2008 Luxembourg International 

Composition Competition. Biographical information can be found at: https://www.hkcg.org/lam-

lan-chee. 

 

1) In the Distance (2013) [5’30’’] 

Score: Obtained from composer 

Level of difficulty: Advanced/ professional 

Style keywords: Impressionistic musical language 

 This piece contains three movements. Although each movement is indicated with 

a Roman numeral, and each showcases diverse motives, textures, and figures, the overall 

impressionistic musical style and expressive elements are consistent throughout. 
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Therefore, it would be ideal to perform them as a complete work and think of them as a 

cohesive whole in an almost through-composed form. 

 Movement I begins with an improvisatory introduction with a strong, sustaining 

bass note and short, chromatic scalar figure presented in fragments or ostinatos. A 

toccata-like passage serves as a transition to the main section. The pitch B in the LH is 

repeated to the end of the piece with a fixed rhythmic pulse, and above that are two 

ostinato figures in the RH, one consisting of sixteenth notes in a fixed position and the 

other a sweeping, descending figure consisting of thirty-second notes (Ex. 2.51). These 

figures alternate and move the music from the middle to the lowest register until the end 

of the piece. Movement II opens with a succession of ostinatos that creates a dreamy and 

flowing sound world. The rest of the movement is set polyphonically in three staves with 

1) a deep, long bass line resembling the sound of a gong; 2) various musical elements, 

including ascending chords in open harmony and continuous triplet ostinatos, in the 

middle layer creating various harmonic or textural effects; and 3) highlighted melodic 

notes on top (Ex. 2.52). The last movement is very similar to the second movement both 

in overall texture and structure, except the musical elements are more vertical and chordal 

(Ex. 2.53).   

  

 

 

Example 2.51. Main musical figures in Movement I, “In the Distance,” mm. 15-20. 
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Example 2.52. Main musical figures in Movement II, “In the Distance,” mm. 53-54. 

 

 

 

Example 2.53. Main musical figures in Movement III, “In the Distance,” m. 72. 

 

This piece exhibits many characteristics of the impressionistic style, including 

abundant uses of planing, open textures, multiple layers of material, hand crossings, 

prolonged bass, ostinatos, and the emphasis on creating harmonic and sonic color and 

atmosphere.  

 

2) Ringing Bells (2011) [9’00] 

Dedication: Hui-Ting Yang 

Score: Obtained from composer 

Level of difficulty: Professional 

Style keywords: Extended piano techniques; diverse musical styles and elements included 

This piece is written in through-composed form with each section embodying 

different textures, techniques, and musical motives. A substantial amount of 
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contemporary piano techniques is incorporated in several sections, including muted 

strings, plucked strings, glissandos on strings, and sound clusters. The time signature is 

absent in the sections containing these techniques, but approximate duration is provided 

for each measure. Along with the frequent use of accents, diverse articulations, and 

opposing dynamics, Lam creates an improvisatory and illusive sound world of diverse 

timbres and effects (Ex. 2.54).  

 

 

 

Example 2.54. Extended techniques used in “Ringing Bells,” m. 20. 

 

The lyrical section consists of wavy arpeggios in the LH providing rich and 

colorful harmonies and a penetrating melody on top resembling the sound of ringing 

bells. This presentation of musical material evokes Romantic musical style. A more 

active and motivic section is built upon a continuously resounding trill that vibrates like 

bells throughout the entire section. On top of that are short motivic figures presented in 

scattered fragments shifting up and down across the keyboard with accents, complex 

rhythmic groupings, and quickly changing dynamics (Ex. 2.55). When playing this piece, 

performers must practice the coordination between hands and body with the extended 

techniques, and also focus on the atmosphere of the music rather the notes.  
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Example 2.55. Continuous trills and motivic figures presented in “Ringing Bells,” m. 36. 

 

3) Autumn Sketch (2005) [6’00’’] 

Score: Obtained from composer 

Level of difficulty: Advanced 

Style keywords: Impressionistic musical language; diverse figures and colorful timbres 

The musical language and technique displayed in this piece resemble the style of 

impressionism, especially as heard in Debussy’s music. The piece is through-composed 

with each section distinguished by different presentations of techniques, musical 

materials, and sound colors.   

The opening and coda are similar in style and mood. Musical materials are 

presented in an improvisatory way. Rather than “playing” the notes, the emphasis for 

these sections is on exploring diverse timbres and creating a colorful sound world for 

performers and listeners to feel the music. To achieve this effect, Lam manipulates and 

integrates a variety of contrasting techniques and motives, including parallel moving 

fourths, prolonged pedals, quickly running scalar passages, percussive dyads, and 

continuous tremolos and ostinatos. 

A lyrical section comes before the Allegro, in which the use of planing, 

unresolved open cadences, and layered textures are especially representative of 

Debussy’s musical style. The Allegro is contrastingly more rhythmic and energetic. It 

demonstrates technical virtuosity and musical excitement through successions of fast 

octaves distributed in both hands, as well as an exhilarating big chordal section that 

covers a wide span of the piano.  
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4) Fantasia (2003) [6’00] 

Score: Obtained from composer 

Level of difficulty: Advanced 

Style keywords: Romantic musical language 

The music begins with a lengthy recitative-like opening that has similarity to 

Liszt’s Hungarian Rhapsody. Both melodic contour and accompanying figures show 

influence from the Romantic period. Although the general structure and style are 

conventional, the harmonic language is treated in a more contemporary manner with 

increased chromaticism and dissonance. 

The main theme is written in a homophonic texture. A lyrical and tuneful melody 

is accompanied with chordal figures that provide a steady rhythmic pulse and a rich 

harmonic foundation. Through the highly-ornamented running scalar passages and 

Lisztian tremolos, the music reaches a climax. Marked “Appassionato,” the second 

appearance of the theme is presented with grandiose chords in both hands, along with 

flourishing scalar passages, which both thicken the texture and increase the emotional 

intensity.  

This piece demonstrates a clear formal structure and appealing musicality, and the 

technical aspects create a sense of virtuosity that is still accessible. It would be an ideal 

recital piece for many advanced students.  

 

Lee, Hope, 1953, Taiwan/Canada 

 Lee was raised in Taiwan by mainland Chinese parents and later immigrated to Canada 

with her family. She received her bachelor’s and master’s degree at McGill University and holds 

a Bachelor of Science degree from the University of Toronto. She further studied composition at 

the Staatliche Hochschule für Musik Freiburg in Germany, and later studied Chinese traditional 

music and poetry, as well as computer music, in Berkeley, California. She has been featured as a 

guest composer at many festivals and universities across Asia, Europe and Canada. Personal 

website: https://www.hopelee.ca/. 

 

1) O som do desassossego… (2015) [11’00’’] 

Commission: “New Works Calgary” special event supported by Canada Council 
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Premiere: 1 October 2015 by Winston Choi, Rozsa Centre, Calgary, Canada 

Score: Published by Furore Verlag 

Level of difficulty: Professional 

Style keywords: Poem; contemporary musical language; contrasting musical character 

The music is inspired by a poem in the collection A Little Larger Than the Entire 

Universe, written by Portuguese poet Fernando Pessoa, one of the most significant 

literary figures of the twentieth century.48 Echoing the spirit of the poem, this music is 

atmospheric and illusive in its exploration of distinctive sounds and musical textures. 

Although the music employs free atonality and dissonant harmonies, Lee manipulates the 

musical materials into light, fluid figures and presents them in extreme registers on the 

keyboard in an improvisatory manner. This texture evokes a transparent and “perfume-

like” quality that allows the dissonant, atonal music to be sensually pleasing. The middle 

section suggests a more precise rhythmic pulse characterized by shifting meters and 

cross-rhythm, yet the melodic material is still presented in a linear, light texture (Ex. 2. 

56). The climax has a more energetic rhythmic character that features discordant and 

accented chords, chromatic scalar figures, and virtuosic broken-octave arpeggios moving 

in contrary motion, and finally culminates in a series of trills and tremolos. The music 

returns to a reflective and intimate state and concludes with a recollection of the opening 

material.  

 

 

 

Example 2.56. Musical material presented in the middle section,  

“o some do desassossego,” mm. 37-38. 

 

                                                 
48 “If sometimes I say that flowers smile-And if I should say that rivers sing, It’s not because I think there are 

smiles in flowers- And songs in the rivers’ flowing… It’s so I can help misguided men-Feel the truly real existence 

of flowers and rivers.” Hope Lee, Program Notes in score, “O som do desassossego…,” 2015, Furore-Edition, 3.   
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2) Flower Drum Dance (2001) [2’20’’] 

Premiere: 25 May 2002 by Claire Eagle, Steinway Hall, Calgary, Canada 

Score: Published by Furore Verlag 

Level of difficulty: Intermediate 

Style keywords: Chinese folksong; conventional and contemporary harmonies 

 This piece was written as a gift for Lee’s daughter Claire, who wished to have a 

piece similar to Béla Bartòk’s “Swine-Herd’s Dance.”49 The piece is written in ABA 

form with contrasting harmonic style and musical character in each section. The melody 

of the piece quotes a Chinese folk tune from the folksong genre of “Fong Yang” (Flower 

Drum), which is popular in and around the Anhui Province in China. The music is 

usually sung and danced by famine refugees on the streets during wartime to support their 

families, and it evokes a joyful and optimistic feeling. Lee presents the melody in its 

original version in the A section with syncopated, dance-like accompaniment in the LH. 

The music has a simple homophonic texture and conventional harmonies. In contrast, the 

B section has a sinister and mysterious musical character and a more contemporary 

harmonic language. The motivic fragments derived from the original song are 

manipulated with tritones and diminished harmonies and presented in the low, dark 

register of the piano.  

 

3) Across the veiled distances: Ling's Dream (1996) [11’00’’] 

Commission: Colleen Athparia supported by the Alberta Foundation for the Arts 

Premiere: 25 March 1997, University Theatre, Calgary, Canada 

Score: Published by Furore Verlag 

Level of difficulty: Professional 

Style keywords: French-written ancient Chinese legendary; Wang-Fo; multimedia 

project; extreme registers and contrasting timbral effects; atonal 

 This piece was composed as a part of a large collaborative, multimedia project 

called One Thousand Curves Ten Thousand Colours that integrated various art genres, 

including acoustic and electroacoustic music, poetry, drama, and animated visual images. 

                                                 
49 Hope Lee, Program Notes, “Flower Drum Dance,” 2001, Furore-Edition, 4.  
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The project was originally inspired by “How Wang-Fo Was Saved,” an ancient Chinese 

legend written in 1938 by the French novelist Marguerite Yourcenar.50 Lee’s piece is 

written as a musical illustration of the character Ling’s dream and contains four sections 

that should be played as one continuous movement. As Lee notes in the score, parts in the 

third and fourth sections are suggested to be played on a MIDI controller.  

Lee exploits the entire range of the keyboard to craft a dramatic, imaginative, and 

evocative sound world. The music focuses on arousing listeners’ emotions and senses 

rather than intellect. The music originates from a three-note motive—B, C-sharp, D—

which is featured exclusively in the first movement, titled “being,” and then evolves into 

various motives, figures, harmonies, and textures throughout the rest of the piece. The 

second movement, “growth,” depicts the textural, harmonic, rhythmic, and emotional 

growth of the music. For example, the slowly-moving, single-note idea featured in the 

first movement is transformed into heavily articulated octaves and dissonant chords in 

highly complex rhythmic groupings within a polyphonic or contrapuntal texture. The 

third movement, “seeking,” incorporates an extensive amount of repeated-note figure and 

trills that evoke the sound of Chinese instruments. These decorative figures are treated 

with tempo elasticity within an unmetered context in a way that evokes intonational 

subtleties and aesthetic nuances of ancient Chinese music. They interact frequently with 

dissonant melodic materials in other voices, which creates textural complexity and 

dramatic timbral effects (Ex. 2.57). The last movement, “transformation,” is a peaceful 

conclusion of the dream characterized primarily by steadily moving single pitches, and 

wide, resonating blocked or rolled chords that resemble the faraway sound of bells.  

                                                 
50 Hope Lee, Program Notes, “Across the veiled distances,” 1996, 3. “How Wang-Fo Was Saved” is part of 

Yourcenar’s collection of short stories titled Oriental Tales. The complete story can be read at 

http://www.hermanstudios.com/HowWangFowassaved.html. 
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Example 2.57. Musical figures presented in “seeking,” “Across the veiled distances.” 

 

4）Flake Upon Flake Upon—Piano Pieces for Young Pianists (1989) [*0’30’’-5’00’’] 

Commission: Alliance for Canadian New Music Projects  

Score: Published by Furore Verlag 

Level of difficulty: Early/intermediate/advanced 

Style keywords: Pedagogical pieces; contemporary musical style; extended techniques 

 This collection contains thirteen pieces with level indications by Lee from 

primary to IX. In the preface, Lee lists specific information for each piece, including title, 

duration, level, pedagogical focus, and performance instructions. Although written as 

pedagogical pieces, the musical style and approach do not conform to any conventional 

piano method. Each piece successively introduces concepts and techniques of 

contemporary musical style, and therefore, this collection is a wonderful gateway for 

young students to become exposed to and involved in contemporary music. Some of the 

pieces seem to be more advanced than the levels indicated by the composer. Teachers 

should carefully examine the content and technical aspects to make sure the piece is 

appropriate for the specific student.  

1. “First March of Robot O” (primary) [1’05’’]: Introduces note C; different note values 

(e.g. whole note, half note, quarter note); involves clapping, counting, and tapping on 

the wood. Teacher’s part for duet playing is provided.  
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2. “Let’s Stick Together” (Grade I) [0’40’]: Composed based on half-step dyads; 

rhythmic shift between duplets and triplets; contrasting dynamics and articulation; 

hand crossings. (Rhythmic component may be difficult at level I).  

3. “Mirror, Mirror, Who is that in the mirror?” (Grand I) [0’45’’]: Introduces shifting 

meters; polyrhythm; bitonality; legato and portamento articulations. 

4. “Second March of Robot O” (Grade II-III) [1’00’’] Extensive use of dissonance; 

bitonality; introduces ostinato accompanying figure. 

5. “Shadow Play” (Grade II-III) [0’35’’]: Composed based on a two-note motive and its 

inversion; various articulations (e.g. two-note slur and staccato); rhythmic shift 

between duplets and triplets; intricate rhythmic displacement; fast, repeated notes. 

6. “Two Bees Visiting a Blooming White Rose” (Grade IV-V) [1’15’’]: Composed 

based on tight-knit five-note ostinato figures; coordination and distribution between 

two hands; evenness in running figures; introduces new technique of playing with 

blocked notes (playing a phrase with one or more keys already depressed to create a 

“stumbling running effect”) (Ex. 2.58). 

 

 

 

Example 2.58. Blocked notes figure, “Two Bees Visiting a Blooming White Rose,” mm. 22-23. 

 

7. “SEE-SAW with my big brother” (Grade IV-V) [1’10’’]: Composed based on a 

descending and ascending C semitone scale; wide ranges; grace notes; shifting 

meters; introduces extended techniques (e.g., clusters with palms).  

8. “They Say ‘Now Say Goodnight’” (Grade IV-V) [1’55’’]: Introduces dotted rhythm; 

distinction between the dotted rhythm and triplet (Ex. 2.59); dissonance; shifting 

meters; shifted accents; flexible tempo changes.  
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Example 2.59. Rhythmic comparison between dotted eighth + sixteenth, and triplet, 

“They Say ‘Now Say Goodnight’.” 

 

9. “Flake upon Flake upon…” (Grade VI-VII) [1’30’’]: Introduces contemporary 

musical notation, technique, and style (e.g., spatial notations, unmetered, 

unmeasured) (Ex. 2.60).   

 

 

 

Example 2.60. Contemporary musical notation presented in “Sloping, Slipping, Sliding….” 

 

10. “Sloping, Slipping, Sliding…” (Grade VI-VII) [1’15’’]: Spatial notations; unmetered; 

unmeasured; improvisatory and atmospheric musical style; extended techniques (e.g. 

glissandos, improvisatory pitch pattern).  

11. – 13. “Two Dreams and A Nightmare” (Grade VIII-IX) [tempo and duration vary]: 

Composed with highly contemporary musical language; free atonality; disjunct 

writing style; extended techniques (e.g. tone-cluster glissandi played with palm) (Ex. 

2.61); extensive use of trills; complex rhythmic groupings.  

 

 

Example 2.61. Extended techniques incorporated in “Two Dreams and A Nightmare.” 
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5）Dindle (1979) [10’00’’] 

Premiere: 1981 by Louis Philippe-Pelletier, Radio Canada, Montreal 

Score: Published by Furore Verlag 

Level of difficulty: Professional 

Style keywords: Experimental music; atonal; rhythmic complexity 

 As noted by Lee in the score, this music intends to reflect the idea that “silence 

creates unspeakable tension suggesting the mystery of uncertainty, sound is destined to 

thrill.”51 Therefore, the focus of this music is not melodic or harmonic material but, 

rather, timbral and textural effects. Lee treats the pitch material in a freely atonal and 

highly pointillistic manner, and the musical texture varies in different sections from a 

single-voice texture to homophonic, polyphonic, and even contrapuntal textures. Musical 

intensity is conveyed by manipulating sound and silence, i.e., the contrast between the 

sparsity and density of the notes and rhythms. The music demonstrates a rhythmic 

complexity that demands meticulous calculation for pianists. It features extensive use of 

arbitrary rests, ametric note-groupings, shifting meters, and a variety of polyrhythms.  

 

Lee, Wan Ki (Wendy, 李允琪), 1977, Hong Kong 

 Lee is an active composer, pianist, theorist, and advocate of contemporary music. She 

received her B.M. at University of Toronto, her M.M. and Ph.D. from University of Michigan. 

Lee has received many commissions and has won many awards and honors, including those from 

the American Academy of Arts and Letters and the Aspen Music Festival. She had held a 

teaching position at Oberlin College Conservatory of Music and the State University of New 

York at Binghamton, and currently is an associate professor in the composition department at the 

Chinese University of Hong Kong. Biographical information can be found at: 

http://www.arts.cuhk.edu.hk/~music/tc/people_detail.php?cid=24. 

 

1) Macromusophagy (2011) [4’00’’] 

Score and recording: Available as a supplementary material in Lee’s article 

“Macromusophagy: A solo piano musical representation of macroautophagy” 

                                                 
51 Hope Lee, Program Notes, “Dindle,” 1979, Furore-Edition, title page. 
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Level of difficulty: Professional 

Style keywords: Scientific collaboration—Autophangy; descriptive musical elements 

This piece was composed as part of a scientific collaborative project. Lee and her 

team, a group of scientists, intended for this piece to use a more accessible and 

stimulating musical language to illustrate the complex concept and process of autophagy 

(“self-eating”), which is “a detox process your body undergoes to clean out damaged 

cells and regenerate new ones.”52 This piece consists of five main sections distinguished 

by tempo, texture, motivic figure, timbre, and musical character, as well as varying 

degrees of harmonic dissonances. Each section resembles a different stage of autophagy.  

As explained in Lee’s article, she started by composing the most climactic 

sections, “fusion” and “digestion,” which are two steps that involve the highest degree of 

molecular movement. Musical elements, such as strong dynamics, changing meters, 

angular rhythms, toccata-like figures in single note or dissonant dyads and chords, and 

repeated heavy tone clusters, all contribute to the musical intensity and become the 

culmination of the entire piece (Ex. 2.62 & 63).   

 

 

Example 2.62. Motive figure presented in “Fusion” section in Macromusophagy, mm. 75-76. 

 

 

Example 2.63. Motivic figure presented in “Digestion” section in Macromusophagy, mm. 91-94. 

                                                 
52 Julie Hand, “Forget Juice Cleanses. Autophagy Is the Real Way to Detox Your Body,” Bulletproof Blog, 

accessed March 14, https://blog.bulletproof.com/autophagy-for-longevity-detoxification/. 
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Lee then filled in the remaining piece with other contrasting sections that involve 

lower levels of energy. The opening, marked “moaning,” represents the “induction.” It 

carries a lazy, legato quality in 6/8 meter with successive unresolved harmonies, which 

reflects an “insatiable feeling from hunger.” The “phagophore,” the formation of a 

double-layered membrane, is illustrated by a two-voice texture with a repeated-note idea 

in the LH and a more lyrical idea in the RH. The texture thickens as these ideas transform 

into fuller versions of themselves with repeated, dissonant dyads in the LH and 

percussive major-sevenths in the RH melody. The “autophagosome formation” features 

rapid, semi-circular, sixteenth-note figures in the middle range and wide hand-crossings. 

The perpetual motion of the musical figures and the strong rhythmic pulse evoke a busy 

machine-like imagery of the formation process. After the climax, the piece concludes 

with an extremely soft, sparse coda. The use of light grace notes and many silences 

illustrates the “evaporating” quality of the final stage of cargo recycling in autophagy.53   

 

Li, Jun (李珺), birth year unknown, Mainland China 

Li received her Ph.D. from the Shanghai Conservatory of Music. She currently serves on 

the faculty in the composition department at the Zhejiang Conservatory of Music. Biographical 

information can be found at: http://www.sohu.com/a/130803461_270973. 

 

1) Leaf (translated from 叶) (2011) [4’00’’] 

Awards: Honorable mention of the Eighth Chinese Golden Bell Award for Music 

Score: Available online 

Level of difficulty: Advanced 

Style keywords: Chinese musical language (melody, harmony, texture) 

The musical language and compositional techniques embodied in this piece reflect 

many influences from Chinese musical aesthetics. For example, the type of harmony, 

melodic contour, textural arrangement, and the expressive quality. Written in through-

composed form, the overall writing style is very linear and flowing in motion. This music 

                                                 
53 Wendy W-K Lee, and Daniel J Klionsky, “Macromusophagy—A solo piano musical representation of 

macroautophagy," Autophagy vol. 10,5 (2014): 721-35. 



97 

 

illustrates an image of leaves in various forms and movements: falling, drifting, and 

swirling. A strong rhythmic pulse is absent for most of the piece. Instead, the music is 

fulfilled with continuous lyrical melodies presented in scales, arpeggios, and ostinatos 

based on pentatonicism, and with beautiful and gentle harmonic effects. The piece is 

mostly written in a two-voice, duet texture, until the climax arrives. The melody is 

enriched with a succession of octaves and chromatic chords, and by using glissandos, 

rolling chords, and wide ranges on the piano, which causes the musical expression and 

sonority to intensify. The climax ends on a loud sound cluster, and the music soon decays 

softly to a thin texture and a light character. 

 

Lin, Chia-Ying (林佳瑩), 1990, Taiwan  

 Lin studied composition at the Taipei National University of the Arts. She completed a 

master’s degree at the University of Manchester and furthered her study at the Conservatorio S. 

Cecilia in Rome. She has been an award winner of many international competitions including the 

Royal Philharmonic Society Composition Prize and the International Jean Sibelius Composition 

Competition. Personal website: https://chiayinglin2015.wordpress.com/ 

 

1) The Gaze (2015) [11’00’’] 

Premiere: 7 August 2015 by Juhani Lagerspetz, XVII Mänttä Music Festival, Finland 

Score: Obtained from composer 

Level of difficulty: Professional 

Style keywords: Contemporary musical language; atonal; depicting states of mind 

As Lin describes in her program note, this unmetered, freely atonal piece is meant 

to evoke “a spectator’s state of gazing.” She further explains that when the outer 

appearance of a gazer may seem static, the inner world of the gazer can be filled with all 

kinds of emotions and states of mind, e.g., calm, nonchalant, wondering, joyful, agitated, 

passionate, turbulent. Lin uses distinctive musical figures to represent the opposing 

external and internal aspects of a gazer. Through the course of music, the external, static 

appearance is mainly conveyed by long, sustained chords and steadily, continuously-

moving repeated single pitches (outlined in yellow in Ex. 2.63). In contrast, the various 

states of the internal mind are illustrated by highly disjunct, chromatic, and rhythmically 



98 

 

complex running figures and clusters, combined with dramatic dynamics and types of 

articulation (outlined in red in Ex. 2.64). This piece is written in a highly contemporary 

and abstract musical style, and its enigmatic figures, rhythms, and ideas create significant 

challenges for the learning process.  

 

 

 

Example 2.64. Selected figures representing 

the “internal” (in red) and “external” (in yellow) states of the gazer, “Gaze.” 

 

2) Chanson Perpétuelle (2012) [3’00’’] 

Award: First prize, William Howard’s Love Songs Composing Competition 

Score: Obtained from composer 

Premiere and recording: 26 April 2017 by William Howard, Hoxton Hall, London, 

available on YouTube 

Level of difficulty: Professional 

Style keywords: Atonal; improvisatory musical style; high register 

 As Lin describes/explains in the composer’s note, this piece seeks to convey the 

“kind of love which is everlasting and constantly renewed over time.” The music is 

atonal and features shifting meters. It opens with a melodic fragment presented in a 

“seemingly perpetual rhythm” in the high register, which creates a sparkling quality and 

suggests a sense of timelessness. This repeating fragment gradually expands into a denser 

texture and moves into the lowest register of the piano. Thereafter, the music “evaporates 

into a space of openness” characterized by various improvisatory musical figures, 

including repeated-pitch patterns, tremolos, and light, disjunct arpeggios, which contrasts 

with the rhythmic consistency of the first part of the piece. These musical events are 
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played exclusively in the high register, which brings out the transparent timbre of that 

range and also evokes the “sweetness, freedom, and love” she intends to express through 

the music.     

 

Lin, Livia (凌崎偵), birth year unknown, Hong Kong 

 Lin is an active composer, audio engineer, and pianist. She holds a Licentiate of the 

Royal Schools of Music in Piano Performance. She completed her B.M with a double major in 

Music Production & Engineering and Film Scoring at Berklee College of Music and received her 

M.A. in music composition from Tufts University. Her music has been performed in concerts 

and festivals. As an audio engineer, she has participated in many production projects. She is 

currently an assistant engineer to Joel Gordon. Personal website: 

https://livialin.weebly.com/about-livia.html.  

   

1) Five Elements (2015) [5’00’’] 

Score: Obtained from composer 

Level of difficulty: Early to intermediate 

Style keywords: Extended piano techniques; emphasis on sonic and textural effects 

This is a set of five piano solo miniatures written for young pianists. Lin describes 

this set “as a gateway to contemporary classical music.” The inspiration of each piece 

comes from Metal, Wood, Water, Fire and Earth. Lin explores all kinds of sonic 

possibilities to reflect the characteristics of each element; these include distinct registers, 

varying texture, and extended piano techniques such as tone clusters and tapping or 

knocking on the instrument. Therefore, when introducing this piece to students, teachers 

must become familiar with the music and its techniques beforehand. 

Wood—Think of the piano as a huge wooden coffer; tap on it and listen to the 

sound [0’45’’] (intermediate): This piece demonstrates three main types of extended 

techniques: slapping/knocking on the piano lid, tapping at the bottom of the keyboard, 

and clusters on the keyboard. Tapping with the palm creates a warm and deep sound; 

knocking with the fist produces a crisper sound (Ex. 2.65). Lin provides very specific 

instructions for playing and pedaling that are particularly helpful for young students. The 

piece consists of two basic rhythmic motives, and due to the absence of tonality and 

https://livialin.weebly.com/about-livia.html
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harmony, musical expression is manifested through articulation and dynamic changes. In 

order to play the extended techniques smoothly, students must practice coordination 

between hands and body.  

 

 

 

Example 2.65. Extended techniques presented in “Wood,” mm. 1-9. 

 

Fire—do you hear the different shapes and colors of the flame? [0’30’’] 

(intermediate): The melodic motive and texture of this piece are simple and straight-

forward. The two voices are played by each hand respectively and circle continuously in 

parallel or contrary motion until the end of the piece (Ex. 2.66). Pedagogical focuses for 

this piece can be summarized in three aspects: 1) constantly shifting meters—6/8, 2/8, 

3/8, 4/8 and hemiola (highlighted in yellow in Ex. 2.66); 2) contrasting articulations− 

staccato, legato (highlighted in green in Ex. 2.66); and 3) extreme dynamic contrasts 

created by gradual or sudden changes and unexpected accents (highlighted in orange in 

Ex. 2.66). Students need to acquire enough ability to control all these elements accurately 

and promptly.  
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Example 2.66. Musical elements presented in “Fire,” mm. 1-9. 

 

Earth—the unhurried evolution and nurture of the fundamental [0’50’’] (early): 

This is a slow and lyrical piece featuring pentatonicism and a contrapuntal texture. 

Legato articulation is essential when playing this piece, therefore, students need to plan 

and incorporate hand distribution to effectively connect the melody.   

Metal—the glitter is not always gold, but you must never stop trying [1’10’’] 

(intermediate): Writing in a vertical style, this piece is laid out in three staves to 

distinguish timbres and characters. A cluster is held down silently in the middle voice, so 

the corresponding strings can vibrate throughout the piece; various types of tone clusters 

make up the bass voice; the top voice features high-pitched clusters and single note to 

resemble the glittering gold (Ex. 2.67). 

 

 

 

Example 2.67. Musical elements presented in “Metal,” mm. 1-3. 
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Water—journey of the meandering water stream- Drip! Splash! [1’00’’] 

(intermediate): This piece showcases three main figures to represent the different forms 

and movements of the water. The rolling cluster resembles the water splash (Ex. 2.68 a); 

The wavy broken chord figure resembles the meandering stream (Ex. 2.68 b); the short 

grace notes and dyads in the higher register resemble water droplets (Ex. 2.68 c). A 

special pedaling technique is introduced in the piece to evoke the motion of water 

rippling and requires careful practice on the part of students (Ex. 2.69).  

 

 

 

Example 2.68 a, b, c. Three figures of water represented in “Water,” m. 8. 

 

 

 

Example 2.69. Special pedaling used in “Water,” m. 1. 

 

This piece is especially valuable for introducing the style and techniques of 

contemporary music to students in their early studies. The composer suggests that each 

piece can be performed individually or as a whole in any preferred order, and playing this 

piece will surely be an interesting and exciting experience for many students. 

 

Lin, Mei Fang (林梅芳), 1973, Taiwan 

 Lin received her B.A from the National Taiwan Normal University, her master’s degree 

from the University of Illinois at Urbana-Champaign and her Ph.D. from the University of 

California at Berkeley. She furthered her study in France with Philippe Leroux and participated 

 

 

a 

 

 

        b 

a 

 

c 

 

a 
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in the “Cursus de Composition” at IRCAM in Paris. She has been a prize winner of numerous 

national and international competitions and her music has been performed and broadcasted in 

over thirty countries worldwide. She has served as a visiting assistant professor at the University 

of Illinois and assistant professor at the Texas Tech University. She is currently an associate 

professor of composition at the Taipei National University of the Arts. She is also an active 

conductor and pianist focusing mainly on contemporary repertoire. Personal website: 

https://rmnmusic.com/mei-fang-lin.  

 

1) Mistress of the Labyrinth (2008) [8’00’’] 

Commission: The National Theater and Concert Hall 

Recording: Parma Music Festival Live 2013 labeled by Navona, available on YouTube 

Score: Available for purchase on BabelScores 

Level of difficulty: Professional 

Style keywords: Myth; complex rhythm; highly dissonant harmonies 

 The music is inspired by the Greek myth of Ariadne, the Mistress of the 

Labyrinth, though it does not depict any literal narrative. Lin uses distinctive musical 

figures to symbolize and illustrate the powerful figure of the goddess and the maze-like 

architecture of the labyrinth. The melodic and harmonic language used in this piece is 

highly dissonant, jarring, and angular. Two musical ideas alternate throughout the piece. 

One consists of highly disjunct, dissonant melodic figures and chords that are combined 

with aggressive articulation and intricate rhythmic groupings (Ex. 2.70). The other is a 

rapid, running chromatic scalar passage featured in the low register (Ex. 2.71). These 

features suggest the powerful goddess, the tangled passageways, and the dark secret at 

the center of the labyrinth—the half-man, half-bull monster, the Minotaur. As Lin has 

explained, the demanding technical virtuosity displayed in this piece symbolizes the 

triumphant victory of the pianist in conquering this difficult work.54  

 

                                                 
54 I am grateful to Yingying Wang for this observation, which is based on her correspondence with the 

composer for her dissertation titled “A Study of the Musical Style of Elliott Carter’s Piano Sonata (1945-46) and of 

Mei-Fang Lin’s Disintegration and Mistress of the Labyrinth” (D.M. Treatise, Florida State University, 2019).  

https://rmnmusic.com/mei-fang-lin
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Example 2. 70. Disjunct figure presented in “Mistress of the Labyrinth,” mm. 32-33.  

 

 

 

Example 2.71. Rapid scalar passage presented in “Mistress of the Labyrinth,” mm. 101-102. 

 

2) Disintegration (2000) [12’00’’] 

Commission: Jana Mason and Richard Anderson, the 21st Century Piano Commission 

Competition 

Recording: Aurora Australis - Asia Pacific Festival 2007 by Ayako Inada, available on 

Naxos 

Score: Available for purchase on BabelScores 

Level of difficulty: Professional 

Style keywords: Chinese folksong; contemporary musical language 

 The set consists of five movements and each is transformed into an individual 

sound world where “the east coexists with the west.” The main source of the set is an 

original Chinese folk tune, and throughout the piece it is manipulated and disintegrated 

into different shapes with various degrees of clarity: sometimes “barely recognizable” 

and sometimes “so clearly unprocessed but positioned so remotely that we have the 

impression that it’s just an illusion or a vague memory from the past.”55  

                                                 
55 Mei-Fang Lin, “Notes on this Piece,” Babel Scores, accessed March 9, 2019, https://www.babelscores.com/ 

catalog/instrumental/disintegration.  
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 Movement I: Although the presence of the original folk tune is evident throughout 

the movement, it is often accompanied with “interferences,” such as the use of bitonality, 

chromaticism, discordant harmonies, or distorted or fragmented shapes. The music covers 

a wide range of the keyboard, along with frequent uses of shifting meters, irregular 

rhythmic groupings, and sudden dynamic shifts, which create challenging rhythmic and 

musical obscurities and complexities. The sound effect of the Chinese traditional 

instrument guzheng is evoked by the use of grace notes, glissandos, and extended 

techniques such as plucking the strings.  

Movement II: This movement has a two-voice texture and uses bitonality with a 

tone cluster holding silently throughout the entire piece. The two voices are continuously 

elaborated with linear or chordal ornamental figures with short articulation (Ex. 2.72). 

With the absence of meter, rhythm, and tuneful melodic material, this piece gives artistic 

license to the performer to explore various possibilities of timbre and character.  

 

 

 

Example 2.72. Musical material presented in Movement II in “Disintegration,” mm. 12-15. 

 

Movement III: This is a stirring movement in perpetual motion, which is 

characterized by highly chromatic running sixteenth notes in both hands in contrary 

motion, along with discordant harmonies, unexpected accents, contrasting articulations. 

The pitch material presented in this movement is extremely arbitrary and disjunct 

especially with frequent large leaps, and this would present great challenges for pianists 

to learn and perform. 

Movement IV: This movement is mostly written in monophonic texture with one 

single voice moving throughout. The melodic contour is wide and disjunct with mostly 

large leaps in which hand distribution will be necessary for better connecting the line. 

The regular use of grace notes, ties, shifting meters, varying rhythmic patterns, rests, and 
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tempo rubato, evokes an improvisatory quality of the music (Ex. 2.73). These musical 

effects along with the movement in hands and arms may suggest the playing style of the 

Chinese traditional instrument guzheng.  

 

 

 

Example 2.73. Musical material presented in Movement IV  

in “Disintegration,” mm. 13-14. 

 

Movement V: The last movement is like reminiscence of all the musical materials 

and motives that emerged in previous movements. Ostinato figures are presented in 

different rhythmic groupings (e.g., triplets, quintuplets, sextuplets, septuplets) juxtaposed 

with intricate melodic and harmonic materials in other voices (Ex. 2.74). Lin recalls all 

the seemingly irrelevant elements and disintegrates them into rhythmic, melodic, 

harmonic, and emotional complexities. The entire set is peacefully concluded with the 

most original and simple version of the melodic material, which is presented by plucking 

the strings inside the piano. 

 

 
 

Example 2.74. Musical material presented in Movement V in “Disintegration,” mm. 59-60. 

 

The overall disjunct writing style and rhythmic complexity displayed in this piece 

create great challenges for learning the music. It demands a high level of technical ability 
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and artistry from pianists and will make a fine concert piece of repertoire owing to its 

distinctive musical characteristics and expressive qualities.   

 

Liu, Qing (刘青), 1974, Mainland China 

 Liu obtained her bachelor and master’s degree from the China Conservatory of Music 

and her Ph.D. from the China Central Conservatory of Music. Her music pursues exquisite style 

yet is moving and emotional, and her writing demonstrates her traditional Chinese musical 

background and Western compositional theory and techniques. She is currently an associate 

professor of composition at the China Conservatory of Music in Beijing. Personal website: 

https://liuqing.webs.com/.  

 

1) Fantasia of Chinese Ancient Dance (翩跹) (2011) [7’00] 

Score: Available online 

Level of difficulty: Advanced 

Style keywords: Chinese ancient poetry and musical style 

 This piece is inspired by a poetry of Bai Juyi from the Tang Dynasty. The poetry 

depicts the rainbow-colored and feather-like garments that beautiful girls wear in ancient 

dance and implies their fantastic and graceful dancing movements. The music follows 

with the basic structure of the poetry which contains an improvisatory prologue, 

developmental section in the middle, and a peaceful epilogue. Influences from Chinese 

traditional music is reflected through the use of pentatonic scale, parallel fourths, and the 

distinctive melodic contour.  

 The improvisatory introduction uses bitonality and parallel fourths which creates 

a dreamy and atmospheric effect. The rolling chords imitate the sound of guzheng. The 

following theme section is written in a classic ancient style with steadily moving melodic 

notes and conventional harmony, in a clear homophonic texture. The accompaniment is 

presented in flowing broken-chord figures and alternates between two hands. The music 

then develops into a lengthy cadenza that goes through various techniques, textures, and 

musical effects, including series of repeating triplets, scaler passage in single or double 

https://liuqing.webs.com/


108 

 

notes, toccata-like passage, and a grandiose chordal climax. The music finally concludes 

with a dreamy and peaceful coda.  

This piece is a refined original Chinese music that demonstrates Liu’s beautiful 

and expressive musical language and will make a good repertoire for performers and 

audience.  

 

Luc, Weily (陆伟莉), birth year unknown, Hong Kong/Belgium/USA 

 Belgian pianist and composer of Chinese origin, Luc graduated from the Royal Music 

Conservatory of Brussels with several diplomas. She studied composition under the guidance of 

Berthe di Vito-Delvaux. Her music has been performed in Belgium, China and the United States. 

Her music characterized by “sincerity” and “spontaneity” and is well as an overall structural 

coherency. She is now a piano teacher and composer based in Los Angeles. Personal website: 

http://www.weilyluc.com/. 

 

1) Ocean (2014) [3’00’’] 

Score: Available for purchase from the Sheet Music Plus 

Level of difficulty: Intermediate 

Style keywords: Nature (ocean); romantic/impressionistic musical language  

 This piece utilizes different figures, textures, and articulations to depict and 

mimic the various aspects of the ocean. The grandiose depth and power of the ocean are 

illustrated by long, broad arpeggios distributed in both hands; the ripples are suggested by 

stacked intervals in a syncopated rhythm; the gentle waves are portrayed by lyrical and 

tender melodies accompanied by eighth-note ascending figures with light staccatos. 

Various types of ornamentation, including grace notes, rolling chords, and tremolos, are 

used for enhancing sonic effects. The musical imagery is highly descriptive and features 

variety of musical character. It will be an engaging recital piece for young students. 

 

2) Feuillet d’album (2014) [1’40’’] 

Score: Available for purchase from the Sheet Music Plus 

Level of difficulty: Intermediate 

Style keywords: Album leaf; romantic/impressionistic musical language 

http://www.weilyluc.com/
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 As the title suggests, this piece is written in the style of Feuillet d’album 

(Albumleaf), which originally meant a short, pleasant piece written in dedication to a 

friend or patron and inserted into their album.56 The music is laid out in a homophonic 

texture with a tuneful melody singing in the RH and a flowing arpeggio figure in the LH 

that enriches harmonic and musical expression. The melodic material is presented in 

inversion for the short interlude. In both the melody and accompaniment, figures of 

triplets, quintuplets, sextuplets, and septuplets are used extensively throughout, along 

with shifting meters that suggest a tempo elasticity and musical fluidity.  

 

3) Piano Prelude No. 7 “Waltz Prelude” (2012) [1’20’’] 

Score: Available for purchase from the Sheet Music Plus 

Level of difficulty: Intermediate 

Style keywords: Conventional style; Waltz 

 A beautiful and pleasant waltz written almost in the style of a salon or film music. 

The “whirling” waltz motion is evoked through the flowing melody in eighth notes and 

light accompaniment in the typical down-up-up gesture. This piece displays a simplicity 

and naturalness in its character, and the musical expression is enhanced by subtle and 

delicate harmonic inflections. Students will need to have delicate touches when playing 

the melody and fine coordination when playing hand crossings in the accompaniment.  

 

4) Easy Piano Preludes No. 5 “The Out of Tune Accordion” (2012) [0’30’’] 

Score: Available for purchase from the Sheet Music Plus 

Level of difficulty: Early  

Style keywords: Conventional style; character piece for children 

 This is a short, cute piece written in conventional style for young beginners. It is 

in 3/4 meter with a light and joyful character. A lyrical melody is played in the LH and 

accompanied by jumpy staccatos in the RH. The “out of tune” quality is conveyed by the 

                                                 
56 Maurice J.E. Brown and Kenneth L. Hamilton, “Albumleaf,” In Grove Music Online, Oxford Music Online, 

accessed March 12, http://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/ 

omo-9781561592630-e-0000000483.  
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half-step interval used throughout the accompaniment. Balance between different voices 

and control of various articulations will be the main pedagogical points. 

 

5) Le Jardin Secret (2001) [1’30’’] 

Score: Available for purchase from the Sheet Music Plus 

Level of difficulty: Intermediate 

Style keywords: Conventional style; contrasting musical character 

A short entertaining piece written in ternary form. The A section has a scherzo-

like and mysterious character with a simple and repetitive melodic motive accompanied 

by light staccato figures. The contrasting B section is a graceful waltz in the parallel 

major key. The musical expression is warmer and more lyrical. This piece will require 

finger dexterity and fine musical expression from young students. 

 

Luo, Jingjing (罗晶晶), 1953, Mainland China 

 As a prolific composer and pianist, Luo started her professional piano training at the 

Central Conservatory of Music in Beijing. She earned her bachelor’s degree in piano 

performance and composition at the Shanghai Conservatory of Music, her master’s degree at the 

New England Conservatory, and her Ph.D. in composition at Stony Brook University. She was a 

Visiting Composer and Professor at Oberlin Conservatory, and has lectured in many 

conservatories and universities across China and the United States. She has received awards from 

many foundations, including the American Academy of Arts and Letters and the Rockefeller 

Foundation. As described on her website, her musical language “connects East and West and 

thereby transcends traditional boundaries.” She currently resides in Oberlin, Ohio. Personal 

website: http://jingjingluo.com/. 

  

1) Mosquito (1991) [4’20’’] 

Dedication: Evelyn Luest 

Recording: Available on YouTube 

Score: Obtained from composer 

Level of difficulty: Professional  

Style keywords: Toccata-like texture; character piece; minimalistic; tone clusters 
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 This piece uses distinctive musical figures and textural effects to depict the image 

and movement of a flying mosquito. The music starts by evoking the “buzzing” of the 

mosquito with a repetitive, tight-knit staccato gesture in a toccata-like style (Ex. 2.75). 

Subtle expressive inflections are created primarily through contrasting registers and 

sudden dynamic shifts. In the middle section, the mosquito becomes more active—the 

musical figure becomes more disjunct and energetic with fragmentary pitches from 

extreme registers, intricate rhythmic groupings, sudden accents, and loud octaves and 

tone clusters. A contrasting section provides a reprieve from the intensity. The toccata 

gesture disappears, and the music features a relaxed, syncopated rhythm in the bass line 

with pointillistic musical fragments loosely “flying” above with constantly shifting, 

abrupt changes in dynamics (Ex. 2.76). The music concludes with a frantic, aggressive 

ending created by rapid figurations, clusters, and a final two-arm cluster glissando.  

 

 

 

Example 2.75. Toccata figure in “Mosquito,” mm. 1-3.  

 

 

 

Example 2.76. Relaxed musical figure in “Mosquito.” 
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Pan, Chia Lin (潘家琳), 1972, Taiwan 

 An active composer and educator, Pan received her bachelor’s and master’s degrees from 

the National Taiwan Normal University and her D.M. in composition from Northwestern 

University. Her music has been performed in many international new music festivals and 

concerts. She currently serves as an associate professor at the University of Taipei. Personal 

website: https://chialincomposer.wixsite.com/chialinpan/home. 

 

1) Phenomenon· Image II (2011) [13’00’’] 

Score: Available on Open Music Library 

Recording: Available on YouTube 

Premiere: January 6 by Wei-Chi Lin, 2011 Piano Music From FORMUSIC, National 

Concert Hall, Taiwan 

Level of difficulty: Professional 

Style keywords: Experimental; philosophical dualism concept 

 In 2009, Pan developed an interest in the philosophical idea of dualism and 

thereafter composed a series of solo piano works titled “Phenomenon· Image.” The 

dualism concept is between the “unsure (nihility, emptiness)” and the “real (trueness).” In 

Pan’s musical language, she uses “phenomenon” to present the “unsure” and “invisible,” 

and “image” to present the “real” and “concrete.” 57  

In this piece, Pan explores many “predictable” and “unpredictable” possibilities in 

the musical elements, such as rhythm, dynamics, and time, to present the dual concepts. 

The “Image” components, the realness, are the written-out materials, including the 

repeated pitch patterns, disjunct melodic notes, articulations, dynamics, and tone clusters 

presented in chordal, rolling, scalar, and arpeggiated forms (Ex. 2.77). The 

“Phenomenon” components, the unsureness, are the composer’s indications that allow for 

great freedom in the performer’s interpretation. For example, for the repeated pitch 

pattern, a referential duration of time is indicated by the composer, and within that time 

frame performers have the liberty to play the material with a flexible speed to “build up 

the unconsciousness in music and ‘timeless’ flow” in the music. The “phenomenon” is 

                                                 
57 Chia Lin Pan, Composer’s Notes, “Phenomenon· Image II,” 2011, 2. 

https://chialincomposer.wixsite.com/chialinpan/home
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also reflected in the absence of a time signature and bar lines, as well as various harmonic 

and sonic effects that are created through the vibration of sound (Ex. 2.78).  

 

 

 

Example 2.77. Elements representing “Image,” the “realness,” 

in “Phenomenon·Image,” mm. 15-17. 

 

 

 

Example 2.78. Elements representing “Phenomenon,” the “unsureness,” 

in “Phenomenon·Image,” mm. 57-58. 

 

 This piece allows a wide creative space for performers to experience and explore 

personal and expressive interpretation. When learning this piece, the focus is to 

understand and empathize with the composer’s philosophical concept, and to illustrate a 

unique sound world that delivers the spiritual impact to the audience.  

 

Pang, Yan (庞艳), 1989, Mainland China  

A composer, pianist, and a dance choreographer, Pang received her B.M in composition 

and theory at the Sichuan Conservatory of Music, her M.M in piano performance from McNally 

Smith College of Music, and her Ph.D. in music composition with a minor in theater arts and 

dance at University of Minnesota. She seeks to use her music and dance as means to build 

multicultural understanding and tolerance. Personal website: 

https://www.yanpangcomposition.com. 

https://cla.umn.edu/music
https://www.yanpangcomposition.com/
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1) Wine (2012) [4’00’’] 

Score: Obtained from composer 

Level of difficulty: Advanced 

Style keywords: Chinese musical style; collaboration with modern dance 

This piece was composed as a collaborative project with a modern dance group. 

Because the musical ideas and materials should reflect and correspond to the dance 

movements and gestures, the compositional process was highly cooperative and recursive 

between the musicians and dancers in order to represent the optimal symbolic 

approximation of ideas.58  

The harmonic and melodic language presented in this piece reflect a typical 

Chinese tradition. The two main melodic motives are a four-pitch ascending figure from a 

pentatonic scale and a roaring and undulating half-step scalar figure. These motives are 

emphasized by their recurrence throughout the piece in sequences in different pentatonic 

“tonalities.” A contrasting dance-like section appears in the middle of the music and 

demonstrates more active rhythms and harmonic modulations. The repetition of single 

notes is employed as an accompanying figure throughout the piece and mimics the 

finger-shaking technique and sound effect of the Chinese instrument guzheng.  

 

Tang, Lok Yin (鄧樂妍), 1978, Hong Kong 

Tang received her bachelor’s and doctoral degrees in composition from the Hong Kong 

Academy for Performing Arts and the Chinese University of Hong Kong respectively. Tang’s 

music fuses Chinese and Western elements and covers instrumental, dance and operatic music. 

Her works have been frequently performed around the world and have won many awards. Apart 

from composing, Tang is also an active music producer, arranger, performer, educator, and 

broadcaster. Biographical information can be found at: https://www.hkcg.org/tang-lok-yin.  

 

  

                                                 
58 Yan Pang, “A Dialogue Between Traditional Southwestern Chinese and Contemporary North American 

Music & Dance” (Ph.D. Diss., University of Minnesota, 2018), 15-21.  

https://www.hkcg.org/tang-lok-yin
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1) Convergence I (2001) [10’00] 

Score: Obtained from composer 

Level of difficulty: Professional 

Style keywords: Experimental; Chinese art (painting) and philosophy 

In many traditional Chinese paintings, the scene is portrayed with a variety of 

perspectives and distances. The painters integrate and structure all of the objects into one 

image without incongruity. This illustrates the basic concept of scenography and reflects 

the deeper Taoist thoughts embedded in the art of Chinese painting, i.e., that everything 

can exist beyond time and space and live in a harmonious state. Tang is deeply influenced 

by these ideas and seeks to express them through her musical language.59  

 

 

 

Example 2.79. Climactic moment in “Convergence,” mm. 45-51. 

 

The three dimensions in the painting are perceived through the use of three staves 

in this music. Melodic material in each layer is presented primarily in a single-voice 

texture yet with constant large leaps that cover a wide range of the keyboard and suggest 

a quality of spaciousness and transparency. The pitch material is highly disjunct and 

dissonant; rhythmic intricacy is conveyed by frequent use of shifting meters and irregular 

                                                 
59 Lok Yin Tang, Composer’s Notes, “Convergence I,” 2001, 2.  
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grouping of notes. The climax in this piece is a process of converging all elements that 

emerged previously into one image, a musical metaphor that resonates with the title and 

reflects the Taoist ideology as it is applied in the art of Chinese painting. The climactic 

moment is conveyed by rapid repetitions of a single pitch in unison that gradually 

broadens with written-in rhythmic augmentation and a ffff dynamic level (Ex. 2.79).   

This piece displays many challenges for performers, especially due to its disjunct 

writing style and complex rhythmic figures. A successful performance will not only 

require overcoming the technical aspects but also embodying the deep philosophical idea 

expressed in this music.  

 

Tao, Yu (陶钰), 1981, Mainland China 

Chinese composer Tao studied composition at the China Conservatory of Music in 

Beijing and later received her “Diplôme de Composition” and “Diplôme de la Musique Electro-

acoustique” from Le Conservatoire de Musique de Genève. She has been invited as a composer-

in-residence for many foundations and ensembles. Her music has been performed in China, 

Germany, Japan, Poland, South Korea, Switzerland, and the USA. She now lives in Paris. 

Biographical information can be found at: http://www.warszawskajesien.art.pl/en/wj2012/ 

program/composers/300634349.  

 

1) Celebration of the Lantern Festival (translated from 闹元宵), (1999) [3’00’’] 

Score: Available online 

Level of difficulty: Advanced 

Style keywords: Chinese folksong; polytonality 

This piece is based on an original folk song from the Shanxi province in Northern 

China. The text depicts a happy celebration of the Lantern Festival and people’s good 

wishes for a prosperous year. It is written in ABA form with contrasting musical material 

and character. The A section quotes the original melody and portrays a joyful mood, yet 

Tao expresses musical novelty through the use of polytonality. After the first complete 

presentation of the original melody, which uses the pentatonic scale, Tao divides the 

melody into several short phrases and moves each segment successively into a new mode. 



117 

 

Written in a homophonic texture, the accompaniment is also presented in a different 

mode from the melody. The juxtaposition of multiple modes creates a highly polytonal 

effect and evokes an impression that the original melody is always present but never 

sounds “right.” The contrasting B section is written in lento tempo with a more lyrical 

character. The melodic materials are presented in bitonal, imitative polyphony. The music 

gradually intensifies with more rhythmic variations and polyphonic voices and builds to a 

vibrant and exciting climax before the return of the A section.   

 

Tian, Leilei (田蕾蕾), 1971, Mainland China 

 Tian obtained her master’s degree at the Central Conservatory of Music in Beijing and 

her postgraduate diploma from Conservatory of Music in Göteborg. She furthered her studies in 

Paris and attended many master classes and workshops. A recipient of the Prix de Rome from the 

Academy of France, Tian has received commissions from various music institutions, festivals 

and ensembles and her music has been widely performed, recorded, and broadcasted 

internationally. She is currently living in Paris. Personal website: http://www.tianleilei.org. 

 

1) Silence Compris (2012) [9’00’’]  

Recording: “The Unknown Galaxy—A Century of Classical Mormon Music” by Scott 

Holden, available on Naxos  

Score: Available for purchase on Babel Scores 

Level of difficulty: Professional 

Style keywords: Prepared piano; experimental music; extended piano techniques 

This piece for prepared piano is inspired by a poem by French poet Daniel 

Maximin. By producing special sonic effects from the piano, Tian hopes to create “an 

understanding of the meaning of silence found in deep meditation [in which] this 

peaceful silence provides a gateway to sound itself and its vibrational energy.”60  

Explicit instructions are provided for preparing the piano, e.g., to wrap specific 

strings with aluminum paper and to dampen or mute the strings with objects made of 

                                                 
60  Leilei Tian, Liner notes for “Silence Compris,” The Unknown Galaxy- A Century of Classical Mormon 

Music, Tantara Records, TCD0218TUG, 2018.  

http://www.tianleilei.org/
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different materials. Extended techniques involve striking or plucking the strings with the 

finger, palm, or objects, throwing objects on the strings, glissando on the strings or pins, 

scratching the strings, and improvising pitch materials while playing. Musical figures 

vary from repeated single notes, scales, and clusters. This piece requires the 

choreography of hands and body to effectively execute a variety of extended techniques 

and convey the expressiveness. Tian treats the piano more like a percussion ensemble and 

explores all possibilities of timbre and sound in which she believes is “the only access to 

this otherworldly landscape.”61 

 

Tsui, Mei Ling (Meilina, 徐美玲), 1993, Hong Kong/ Kazakhstan 

Born in Kazakhstan, raised and based in Hong Kong. Tsui is a composer, pianist, 

songwriter, radio producer and presenter. She earned her B.A from the Chinese University of 

Hong Kong and her M.M in composition from the King’s College London. Tsui’s music is 

influenced by her mixed heritage and has been performed by many national and international 

symphonies and ensembles. She is currently obtaining her DMA in composition at University of 

Michigan. Biographical information and selective recordings can be found at: 

https://soundcloud.com/meilina-tsui.  

 

1) Ink and Paper (aka. Paintings at the Chinese Exhibition) (2014) [5’00’’] 

Commission: Art Museum of the Chinese University of Hong Kong 

Premiere: 13 December 2014, Chinese Art Exhibition “Open Books,” Hong Kong 

Score: Obtained from composer 

Level of difficulty: Advanced 

Style keywords: Traditional Chinese music and painting; tonal 

This piece is written in the style of traditional Chinese music through the use of 

the pentatonic scale and associated harmonies, sonic imitation of a Chinese instrument, 

and original thematic material that was influenced by Tsui’s childhood encounters with 

ancient Chinese history and folklore. Written in through-composed form, each section 

                                                 
61 Leilei Tian, Liner notes for “Silence Compris,” The Unknown Galaxy- A Century of Classical Mormon 

Music, Tantara Records, TCD0218TUG, 2018. 

https://soundcloud.com/meilina-tsui
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demonstrates various changes of thematic material, texture, and musical character. She 

describes the musical process of this piece as the epitome of her experience when 

observing different paintings at the exhibition. 

 The improvisatory and illusive qualities in the opening are evoked by the 

ambiguous meter and tonality, as well as the distinctive sound of contrasting registers of 

the piano. Musical figures such as rolling chords and fluctuating, repeated single notes, 

are incorporated to imitate the sound of Chinese instrument guzheng. The theme is built 

on the five pitches of the pentatonic scale with a steady pulse (Ex. 2.80). It begins softly 

in a “lurking and sinister” atmosphere and gradually opens up to a majestic and grandiose 

sonority accompanied with rotating chordal figure. This musical progression is described 

by Tsui as an image of a Chinese palace on high mountains in the midst of drifting 

clouds. The transition is filled with whirling short-arpeggio figures in both hands which 

imitate the sound of guzheng and culminates in an exuberant folk dance. The lively and 

uplifting dance eventually intensifies into a vigorous “battlefield” characterized by 

unceasing sixteenth-note figures and, later, a powerful octave ostinato passage. The 

exhilarating musical journey is finally concluded with a declamatory statement of the 

theme. The musical effect is highly engaging and technically accessible. It will be an 

ideal recital piece for students and audiences.  

 

 

 

Example 2.80. Thematic melody presented in “Ink and Paper,” mm. 22-25.  

 

Wang, Amao (王阿毛), 1986, Mainland China 

 As an active pianist and composer, Wang started her professional piano and composition 

studies at the Primary and Middle School of the Central Conservatory of Music, and later 

received her Bachelor or Arts from there. She earned her M.M. and D.M.A. from the University 

of Missouri-Kansas City. She currently teaches composition at the Xinghai Conservatory of 
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Music in Guangzhou, China. Biographical information can be found at: 

https://www.americancomposers.org/2014/04/23/wang-a-mao/. 

 

1) Sheng Dan Jing Mo Chou (生旦净末丑) (2007) [13’30’’] 

Score: Published by Jinan University Press in The Chinese Piano Music 

Recording: Available on composer’s SoundCloud 

Level of difficulty: Professional 

Style keywords: Chinese Beijing opera; character piece; pentatonicism; perfect fourths 

and fifths; polytonality; shifting meters; polyrhythm 

This set of five pieces is inspired by the five leading roles in the Beijing opera. 

Each of them has a distinctive character and plays a specific function in the opera. The 

theme is built upon a pentatonic scale with an emphasis on the intervals of perfect fourths 

and fifths, yet through the course of the music, dissonant chords and polytonality are 

frequently employed, creating a contemporary, atonal effect.  

The music begins with an introduction stating the theme that resembles the 

overture/interlude material played by the instrumentalists in a Beijing opera ensemble. 

The melody is embellished with grace notes and repeated note figures, imitating the 

sound and playing style of the Chinese traditional Jinghu, a small, high-pitched two-

string instrument (Ex. 2.81). 

 

 

 

Example 2.81. Musical figure imitating Jinghu in the introduction,  

“Sheng Dan Jing Mo Chou,” mm. 1-2. 

 

The first movement, “Sheng,” represents the leading male role in Beijing opera. 

He is usually handsome with an unpainted face and a positive, dignified disposition. 

Wang treatment of the theme includes building major seconds, perfect fourths and fifths 
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upon it, along with reharmonization and bitonality to create harmonic richness (Ex. 2.82). 

The strong, percussive rhythm is enhanced with accents and a tremolo figure, capturing 

the spirited, muscular quality of the role.  

 

 

 

Example 2.82. Musical figure presenting the “Sheng,” “Sheng Dan Jing Mo Chou,” mm. 8-10. 

  

“Dan” refers to all types of female roles in Beijing opera. In contrast to “Sheng,” 

Wang approaches the music with a more linear, legato style. A lyrical, embellished 

melody representing the singing style of the Dan is accompanied with a tight-knit, rapid 

ostinato figure, providing a thin and light coloristic effect (Ex. 2.83). The music features 

the distinctive timbre of the high register to resemble the singing voice and capture the 

feminine quality of the role.  

 

 

 

Example 2.83. Musical figure presenting the “Dan,” “Sheng Dan Jing Mo Chou,” mm. 13-14.   

 

“Jing” represents the painted-face male role who often has a robust, forceful 

character. In the music, Wang features vertical, dissonant chordal figures and exploits the 

heavy, aggressive sound that can be produced in the extremely low register of the piano 

to evoke the distinctive character of the role (Ex. 2.84). Shifting meters and accents are 

incorporated extensively, creating a percussive rhythmic quality.   
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Example 2.84. Musical figure presenting the “Jing,” “Sheng Dan Jing Mo Chou,” mm. 1-3. 

 

The fourth movement, “Mo,” presents a role that has been almost phased out of 

modern Beijing opera. Therefore, Wang intentionally deemphasizes the importance of 

this movement and writes it almost as an atmospheric, improvisatory interlude for the 

work. The music is laid out in three staves with a variety of musical ideas, e.g., a slow-

moving chordal figure, a swift, running figure, and embellished melodic material, 

flowing loosely within each layer. There is a sense of rhythmic freedom created by 

shifting meters and tempo rubato, and an ambiguous, atonal harmonic effect conveyed by 

the use of bitonality. 

The finale movement, “Chou,” and coda represent the male clown role in Beijing 

opera. This role has an unpleasant appearance but a humorous, whimsical character that 

is often interpreted as a release of the evil spirit. The music is preoccupied with a restless 

toccata figure that emphasizes the intervals of major/minor seconds and perfect fourths, 

creating a highly dissonant harmonic effect (Ex. 2.85). The toccata figure is varied by 

different rhythmic speeds in contrasting registers and dynamics. The rhythmic intensity 

and complexity are evoked by frequent, unexpected accents, shifting meters, and various 

types of cross rhythm. Towards the end, the music reaches an aggressive climax with a 

dissonant chordal tremolo played by both hands in the lowest register of the piano. The 

music concludes with an unexpected, extremely soft coda that is like a reminiscence of 

the opening. The final statement of the theme is doubled in perfect fourths and fifths in 

the high register, evoking a transparent and peaceful quality (Ex. 2.86).  
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Example 2.85. Toccata figure presented in “Chou,” “Sheng Dan Jing Mo Chou,” mm. 139-141. 

 

 

 

Example 2.86. Musical material presented in Coda, “Sheng Dan Jing Mo Chou,” mm. 194-196. 

   

Wang, Fei Nan (Fay, 王斐南), 1986, Mainland China 

 Wang earned her bachelor’s degree from the Central Conservatory of Music, her master’s 

degree and artist diploma from the Yale School of Music. Her musical interests span a variety of 

genres, including dance, drama, musical theater, electronic music, film scoring, Chinese folk, 

and indie pop. Her music has been performed internationally. She is co-founder of the New 

York-based composer/performer ensemble Invisible Anatomy, and a visiting professor at the 

Academy of Music in Krakow. Personal website: https://www.faykueenmusic.com/about. 

 

1) Chinese Painting (中国画艺) (2007) [7’00’’]  

Score: Published by Musikverlag Doblinger 

Level of difficulty: Professional 

Style keywords: Chinese painting; pentatonic scale; atonal; shifting meter; polyrhythm 

 This work contains five continuous movements, and each illustrates a technique 

of Chinese painting. Wang intends to let the pianist “become the painter” through various 

musical figures, textures, and colors. Pentatonicism is combined with abundant non-
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diatonic pitches that create dissonance and an atonal effect. The frequently shifting 

meters and irregular grouping of notes evoke an improvisatory musical style. 

 The first movement, “Line Drawing,” refers to an ancient Chinese painting 

technique that only outlines the object with black ink without any additional coloring or 

rendering, and often requires great detail and precision. Wang features a single-voice 

melody and develops it into multiple layers to evoke this linear style of painting.    

  The Second movement “Boneless Painting” represents the opposite of the line 

drawing style. Rather than depicting an object with ink outlines, boneless painting is done 

exclusively with colors by using various angels of brush strokes. In correspondence to 

this technique, Wang incorporates an extensive amount of rich, full-sounding chords with 

chromaticism, complex rhythms, and contrasting dynamics to create resonant harmonies 

and a colorful soundscape. 

 “Finger Painting” is the pointillistic third movement. This technique requires the 

painter to dip the fingers into ink or colored paint and draw the image directly using the 

fingers. A good painting should show no trace of finger imprints. In the music, Wang 

uses disjunct, staccato motivic figures extensively to imitate the actual movement of the 

technique as if the pianist is “drawing” a finger painting on the piano keyboard.  

 The fourth movement, “Emulation,” is a technique often used to present the 

textures of stones, tree bark, and mountains. It involves a rubbing brush stroke and often 

evokes a deep and atmospheric quality associated with nature. The music features the 

distinctive timbres from contrasting registers of the piano—the delicate arpeggio figure in 

the high register evokes the flowing texture of the object, and the slow-moving, open 

intervals symbolize the age and profundity of nature. 

 The final movement, “Splash-ink,” is a passionate and grandiose conclusion to the 

work. Splash-ink technique is a bold, unrestrained style in which the painter uses a large 

stroke to splash ink on the paper, and it is usually used for large-scale works. The music 

features heavy, rotating chordal figures, sweeping scalar figures, and successions of 

octaves that are distributed across a wide range of the keyboard with contrasting 

dynamics. These elements create an exhilarating musical effect and evoke the large scope 

and unrestrained style of this painting technique.   
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Wang, Lu (王璐), 1982, Mainland China 

 As a composer and pianist, Wang studied at the Central Conservatory of Music in Beijing 

and received her doctoral degree in composition at the Columbia University. Her music reflects 

her individual identity through the prism of contemporary instrumental techniques and new sonic 

possibilities. As a Berlin Prize Fellow and a 2014 Guggenheim Fellow, Wang’s works have been 

performed worldwide and her recording Urban Inventory has received international acclaim. 

Wang is currently an assistant professor of Music at Brown University. Personal website: 

https://www.wanglucomposer.com/.  

 

1) Recombinant Part I (2017) [5’30’’] 

Score: Obtained from composer 

Commission, premiere, and recording: Joel Fan, The Open Source Music Festival, 

available on YouTube 

Level of difficulty: Professional 

Style keywords: Atonal; shifting meters; polyrhythm; romantic-like lyricism 

 This music incorporates free atonality and a complex rhythmic system with 

shifting meters and polyrhythms. Although the harmonic language is contemporary, 

Wang manipulates the musical material in a linear and legato style that reflects a 

romantic-like lyricism and expressiveness. The music is spread across a wide range of the 

keyboard and the melodic line features flourishes and elaborated scalar and arpeggio 

figures. The smooth and widely spaced LH arpeggiated figures are similar to those in 

Chopin’s music and provide a deep and warm harmonic foundation. The piece has an 

intimate, expressive quality that should be conveyed by the performer as the essence of 

the music.  

  

2) Rates of Extinction (2016) [14’00’’] 

Score: Obtained from composer 

Recording and dedication: Ning Yu, available on YouTube 

Level of difficulty: Professional 

Style keywords: experimental; shifting meters; complex polyrhythm; atonal 
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This piece intends to evoke the suffering and the mournful condition of the 

animals affected by industrial expansion and human advancement. The piece consists of 

five sections representing the heart rates of different animals that became extinct around 

2015.62 The repeated single note motive is presented in each section but in a different 

register and at a different pace, sometimes accelerating and sometimes decelerating. The 

pitch material is treated in a highly arbitrary and disjunct manner, and extreme rhythmic 

complexity is created by extensive use of shifting meters, polyrhythms, irregular 

groupings of notes, rests, and ties (Ex. 2.87). The fourth section is the most aggressive, 

climactic section. In addition to the repeated note figure, Wang also incorporates clusters, 

rapid scalar figures, the use of extreme registers, tremolos, and drastic dynamic markings. 

These musical elements create a jarring sound effect that symbolizes the severe, chaotic 

impact of industrialization on nature.  

 

 

 

Example 2.87. Highly disjunct and complex musical material presented in 

 “Rates of Extinction,” mm. 13-15. 

 

Wang, Yucong (Zoe, 王羽骢), 1993, Mainland China 

Wang studied piano and composition at the Music Middle School affiliated with 

Shanghai Conservatory. She received her B.M in composition and M.M. in collaborative piano at 

Eastman School of Music. Her music has been performed widely in many concerts in China, 

Europe and the U.S. She is the co-founder of Dragonfly Classical Music. Personal website: 

https://www.zoeyucongwang.com/. 

 

 

                                                 
62 Lu Wang, Program Notes, “Rates of Extinction,” 2016, title page. 

https://www.zoeyucongwang.com/
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1) A Variation (2017) [7’30’’] 

Score: Obtained from composer 

Level of difficulty: Advanced 

Style keywords: Neoclassical; imitating various musical styles of classical composers 

 This theme and nine variations is written almost as an homage to nine great 

composers in classical music history. The theme quotes the melody of “Happy Birthday” 

that is known throughout the world. Each variation is named after a composer and written 

in the composer’s style with the most representative features.  

 “Bach”: Two-part invention. A happy and joyful dance in 3/4 meter. 

“Mozart”: A graceful piece that exemplifies simplicity and lyricism. 

Accompanied with Alberti bass. The second appearance of the theme is elaborated with 

grace notes, turns, and scalar figures.  

“Beethoven”: The opening is an imitation of the fuga from Beethoven’s piano 

sonata Op. 110 with identical meter, rhythm, texture and musical character (Ex. 2.88). 

The musical motives continue to develop into a stormy cadenza with illustrations of the 

“fate” motif, strong octaves, repeated broken-chord figures in one voice or unison, and 

excessive use of diminished chords.  

 

 

 

Example 2.88. Imitation of Beethoven’s fuga in “Beethoven,” mm. 44-51. 

 

“Chopin”: An elegant waltz in triple meter with the typical down-up-up gesture. 

The distribution in the lower range of the piano and the pedaling indications reflect the 

historical impact of the development of the damper pedal on Chopin’s compositions. The 

melody is presented in a poetic way with large leaps and series of ornamentations which 

allow for tempo rubato.  

“Dvořák”: A vivacious folk dance in ABA form. The A section is written in a 

bright major key with a vertical writing style, characterized by the use of chords, 
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staccatos, and accents. The B section moves to the relative minor and the music is 

preoccupied with hectic arpeggio figures that create an agitated feel.  

“Debussy”: A furious and grandiose movement that consists of two contrasting 

figures: the heavy, large chords moving in parallel motion and the rapid scalar passage 

that sweeps up and down in a whole tone scale. The long pedal point imitates the sound 

of a gong. The ending phrase is characterized by the parallel motion of fourths and fifths, 

the use of tritones, and an unresolved cadence.   

“Messiaen”: The original melody is distorted with non-diatonic intervals and 

presented in a quasi-unison in both hands but a half or whole step apart, which is 

reminiscent of Messiaen’s modes of limited transposition. The intricate rhythmic 

combination also evokes the effect of his additive rhythm system (Ex. 2.89). 

 

 

 

Example 2.89. Musical material presented in “Messiaen,” mm. 161-169. 

  

“Prokofiev”: Written in a vertical style with aggressive and widely-spanned 

octaves and chords. The persistent triplet figure and the accented repeated chords in a 

fixed rhythmic pattern suggests a militaristic character.  

“Coda-Kaupustin/ Wang”: The last variation opens with a cozy and jazzy 

introduction of the theme. The music then shifts into a contrasting character with quickly 

running virtuosic scalar figures in the RH accompanied with a walking bass. The overall 

structure and style resemble Kapustin’s Variation Op. 41 with typical jazz harmonies and 

modes, as well as frequent accents placed on off-beats to emphasize syncopation and 

hemiola. 

This set of variations will be an exciting piece for many students to become 

familiar with or to reinforce characteristic style elements of the represented composers, 

and the performer’s interpretation should reflect those styles.  
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2) Monochromes (2016) [17’00’’] 

Score: Obtained from composer 

Level of difficulty: Advanced/ professional 

Style keywords: Internet media; descriptive/impressionistic/characteristic music 

This collection of thirteen miniatures is inspired by words from the BuzzFeed post 

“32 of the Most Beautiful Words in the English Language.” Wang explained that her 

process for writing each piece was similar to observing a painting; she intended to depict 

an abstract feeling about the words rather than give a specific musical definition. Each 

miniature demonstrates a particular technique or effect and can be played on its own, in a 

group, or together as a complete set.  

“Aurora”: This piece consists of three main musical motives: the discordant 

clusters in chordal or rolling figures, long arpeggiated ostinatos in wavy motion, and 

slowly moving single notes outlined as a melody. Wang distributes these distinctive 

motives into various textures and registers with contrasting dynamics to illustrate the 

colorful and unpredictable effect of the aurora.  

“Somnambulist”: A very brief, unmeasured piece with no time signature or sense 

of tonality but with fragments of scattered pitches. The unpredictability is reflected 

through the use of arbitrary rests and fermatas, articulation, and sudden dynamic shifts. 

The entire piece remains in the low register until an extremely loud and high scalar figure 

interrupts at the end. 

“Petrichor”: An ostinato figure of a rocking perfect fifth interval is played in the 

RH throughout the piece. Single pitches from a different tonality appear on seemingly 

random off-beats in the LH. The damper pedal is held to the end. The minimalistic style 

suggests the clean and transparent quality of the petrichor, the smell after the rain.  

“Ephemeral”: This piece focuses on the experience of listening in sound and time 

rather than listening to notes and rhythm. Long whole notes are approached by eighth 

notes acting like grace notes and are held for specific durations of time indicated in the 

score (Ex. 2.90). The dynamic markings are extreme and highly contrasting. The moment 

of making the sound implies the “ephemeral” effect and the rest of the time resembles the 

decaying of the event. 
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Example 2.90. Musical material presented in “Ephemeral,” m. 6. 

 

“Syzygy”: Marked “spatial,” this piece is constructed with sustaining tone cluster 

in the low bass and single pitches in disjunct motion stacking steadily on top of it. There 

is no defined time signature or tonality. 

“Limerence”: A pretty and wobbly piece with a simple, lyrical musical motive 

presented in multiple voices. The “indecisive” quality indicated by the composer is 

reflected through the constantly shifting meters and use of imitation and sequence with 

the motive as it moves between neighboring chords. 

“Phosphenes”: The piece presents a minimalistic style in which a sixteenth-note 

ostinato figure constitutes the entire piece. The pitch at the end of each unit of the 

ostinato moves as a subtle melodic line, also creating a harmonic nuance that illustrates 

the phosphenes phenomenon. The score indicates that performers can take liberty in 

choosing where to begin and end the piece.  

“Epiphany”: Extended techniques are applied to the entire piece. Performers need 

to repeatedly play the chords with one hand while dampening the corresponding strings 

with various levels of pressure using the other hand (Ex. 2.91). The piano is treated more 

like a percussion instrument in order to produce unique timbral effects. 

  

 

 

Example 2.91. Repeated chords played with extended technique in “Epiphany,” mm. 5-7. 
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“Hiraeth”: Composed entirely with slowly moving discordant chords in open 

position played in either blocked or upward- or downward-rolling motion. Performers 

should play the piece with harmonic sensitivity and a sense of melancholy.  

“Cromulent”: The piece starts with a lurking ostinato figure in 9/8 in the LH, after 

which discordant chords in the RH “sneak into” the music. The irregular accents and 

intricate groupings of notes used in both hands obscure the rhythm (Ex. 2.92). The 

motives progressively simplify and gather into aggressive octaves in unison. This musical 

process symbolizes the paradox and absurdity of the word itself.  

 

 

 

Example 2.92. Intricate musical material presented in “Cromulent,” mm. 4-6. 

 

“Oblivion”: This piece borrows the ostinato figure from the previous movement 

“Petrichor” but varies and develops it with more contrasting articulations and expression 

and additional musical materials.  

“Solitude”: This piece breaks the stereotypical impression of “solitude” by 

presenting music with varied textures and musical character. Dramatic contrasts occur in 

different articulations, registers, textures, and dynamics. Descriptive expressive markings 

include “goofy,” “swinging,” “energetic,” “a la gust,” “confirmed,” “vivid,” 

“mechanical,” and “a la breeze.”  

“Defenestration”: A pulsating and relentless toccata in perpetual motion with 

shifting meters, grating harmonies, erratic accents, and extreme dynamic levels.  

 

Wu Yvonne (Yiheng), 1981, Taiwan/Canada 

 Wu was born in Taiwan and later immigrated to Canada. She received her B.A. at Yale 

University and her M.A. and Ph.D. at the University of California, San Diego. As described on 

her website, her music “wrestles with a tension between fragmentation, non-linear processes, and 
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disparate materials and their aggregation into coherent forms.” She currently is an Assistant 

Professor at Beloit College in Wisconsin. Personal website: https://www.yvonnewu.com/.  

 

1) Counterpoints for Piano (2018) [13’30] 

Commission and premiere: 10 May 2018 by Todd Moellenberg, UC San Diego, CA 

Recording: Available on composer’s SoundCloud 

Score: Obtained from composer 

Level of difficulty: Professional 

Style keywords: Contemporary musical language; atonal; counterpoint concept 

 This piece was composed based on the conventional idea of counterpoint, a “line-

against-line” musical texture.63 The various layers of voices are characterized by 

distinctive musical figures, timbres, and textural densities that produced in contrasting 

registers of the keyboard. The most distinctive “species” include 1) the fragmentary, 

disjunct melodic motive presented in complex rhythmic groupings (Ex. 2.93); 2) the 

continuous “murmuring” trills and tremolos used to create “a sense of ongoing vibration” 

and harmonic color (Ex. 2.94); and 3) the slow-moving, hymn-like chordal passage that 

suggests the idea of a “cantus firmus” (Ex. 2.95). These musical “species” are distributed 

into four main sections that are clearly indicated with double bar lines and long rests with 

fermatas. Wu provides specific performance instructions for each section in the program 

note; for example, in sections I and III, performers have the choice in the ordering and 

repetition of musical fragments based on their personal discretion and the audience’s 

perception. 

 

 

 

Example 2.93. Melodic “species” in “Counterpoints for Piano,” mm. 9-11. 

                                                 
63 Yvonne Wu, Program Notes, “Counterpoints for Piano,” SoundCloud, accessed March 20, 2019, 

https://soundcloud.com/yvonnewu/counterpoints-for-piano-2018. 
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Example 2.94. “Murmuring species” in “Counterpoints for Piano,” mm. 162-164. 

 

 

 

Example 2.95. “Hymn-like species” in “Counterpoints for Piano,” mm. 83-87. 

 

2) Threaded Spaces (2018) [4’20’’] 

Commission: Wisconsin Music Teachers Association and Music Teachers National 

Association 

Premiere: 19 October 2018 by Michael Mizrahi, Elkhart Lake, Wisconsin 

Score: Obtained from composer 

Level of difficulty: Professional 

Style keywords: Contrapuntal texture and harmonies  

 As Wu introduced in the note to the score, this piece is “a study of the piano as a 

harmonic instrument.” The entire piece draws pitches from three diatonic scales, F 

melodic minor, D-flat major, and B-flat melodic minor. However, when pitches from the 

three scales are integrated together, along with other chromatic chords appearing 

exclusively in the higher register, the harmonic language of the music turns out to be 

highly chromatic and contrapuntal. Another important component of this piece is its 
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emphasis on the rich resonance of the instrument. Wu incorporates characteristic musical 

figures and textures, including wide arpeggio figures that constitute both the 

accompaniment and the melodies; frequent use of long pedal points; a linear, legato 

writing style for the melodic material within each voice; grand and broad chordal 

passages; and the overall interweaving of voices within a contrapuntal texture. When 

performing this piece, Wu suggests that pianists focus on creating harmonic resonance 

through tone, dynamics, and articulation while still bringing out clarity and balance of the 

“threaded” musical materials and guiding the listener’s ear with artistry and imagination. 

 

Yang, Jing (杨静), birth year unknown, Mainland China 

 Yang studied composition at the China Conservatory of Music in Beijing and currently 

serves as a faculty member there. She has published many academic articles on nationally 

renowned periodicals.  

 

1) Theme and Variations on A Gansu Folksong (translated from 甘肃民歌主题变奏曲) 

(2014) [6’30’’] 

Score: Available online 

Level of difficulty: Advanced 

Style keywords: Chinese folksong; conventional style in form and harmony 

The theme is based on an original folksong from Gansu in north-central China. 

This piece exemplifies a conventional style of formal structure, harmonic language, and 

variation techniques. The theme is presented in a homophonic texture with a tuneful 

melody harmonized with simple chords. The variations transform the character of the 

theme with distinctive textures, rhythmic figures, and types of articulation. 

Representative techniques include the following: Var. I—alternating the melody in a 

dialogue arrangement; Var. II—expanding the range and using continuous trills to create 

coloristic effect and textural contrast; Var. III—changing the meter and rhythmic figure 

to suggest a joyful dance; Var VI—presenting the folk melody in a grand, vertical style 

with thick, large chords, extended piano ranges, and impulsive rhythmic figures.  
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Yau, May Kay (邱美琪), birth year unknown, Hong Kong 

 Yau completed her bachelor’s degree at the Hong Kong Academy of Performing Arts, 

master’s degree at the Royal Academy of Music in London, and Ph.D. at the University of 

Bristol. Her compositions have been performed in various music festivals and concerts and she 

has collaborated with many orchestras and ensembles. Personal website: http://maykayyau.com/. 

 

1) A Diary of Jasmine Flower (2011) [9’40’’] 

1. Barcarolle  

2. Raindrops 

3. Fleeting Clouds 

4. At Dawn 

Score: Obtained from composer 

Level of difficulty: Advanced 

Style keywords: Impressionistic musical language; descriptive music 

 The four pieces in this set each demonstrate distinctive musical figures, textures, 

and sonic effects to illustrate the imagery that title suggests. The overall musical language 

reflects the influence of impressionism and focuses primarily on creating harmonic color 

and atmosphere.  

“Barcarolle” (2’55’’): The entire piece is built upon a light and monotonous 

ostinato figure in the LH that illustrates the steady, watery waves. A lyrical melody in the 

RH floats above it with a feeling of rhythmic freedom. Musical color is created by subtle 

harmonic inflections in the ostinato figure. The music overall carries a textural simplicity 

and reflects a sense of fluidity and timelessness.    

“Raindrops” (1’55’’): The single pitch E that is repeated in the LH with a steady 

pulse throughout the piece suggests the mirror-like surface of the water. The raindrops 

are illustrated by the melodic figures in the RH that feature large leaps, irregular rhythms, 

and contrasting articulation. The simple texture and the emphasis on the higher register of 

the keyboard suggest the pure and transparent quality of the raindrops.  

“Fleeting Clouds” (2’30”): In order to suggest the fleeting quality of clouds, in 

addition to the absence of a time signature Yau incorporates frequent tempo changes and 

rubato, as well as a variety of shifting melodic figures, including repeated broken chords, 

http://maykayyau.com/
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single pitches, and short arpeggios. The music occasionally illustrates the “placid” nature 

of the clouds with light, steadily-moving dissonant chords. This piece features dramatic 

contrasts between consonant and dissonant harmonies, low and high registers, and 

stillness and motion, all of which contribute to a colorful, atmospheric soundscape.  

“At Dawn” (2’30”): This piece is laid out in three staves across a broad range of 

the piano, suggesting the wide, open sky. Yau illustrates the gradual rise of the sun at 

daybreak visually on the score by stacking up pitches in an ascending motion and 

building the texture layer upon layer (Ex. 2.96). Figures of rotating chords and broken 

chords are sometimes used to enrich harmonic color and sound effect.  

 

 

 

Example 2.96. Musical illustration of the dawn presented in “At Dawn,” mm. 5-7. 

 

2) Fire Flies (2010) [1’30’’] 

Score: Obtained from composer 

Level of difficulty: Intermediate 

Style keywords: Character piece 

 This miniature piece is written in a thin and linear texture in which the appearance 

chordal harmonies is rare. The melodic line moves in a single voice and is embellished 

with the extensive use of grace notes, trills, and tremolos. The effect is a vivid evocation 

of the light and graceful quality of fireflies (Ex. 2.97). 
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Example 2.97. Opening figure in “Fireflies,” mm. 1-3. 

 

The basic motive is introduced and repeated several times at the opening and the 

end. The middle section is a development featuring musical material derived from the 

basic motive. It becomes more active in motion and dynamics, and is mainly comprised 

of quickly running figures in short units. The feel of tempo rubato is suggested by the 

regular use of rests and fermatas, as well as the absence of time signatures and bar lines.  

 

Yen, Ming-Hsiu (颜名秀), 1980, Taiwan 

An internationally-acclaimed composer and pianist, Yen holds her bachelor’s degree in 

composition and piano performance from the Eastman School of Music, and her master’s degree 

and DMA from the University of Michigan. As a regular prize winner, her compositions have 

been presented in music festivals and concerts worldwide and recorded on many labels. She is 

also an active advocate of new music. Yen has served as an adjunct associate professor and 

composer-in-residence at the Hong Kong University of Science and Technology. She is currently 

an associate professor of composition and theory at the Taipei National University of the Arts. 

Personal website: http://www.minghsiuyen.com/. 

 

1) One, Two, Three (2018) [3’20’’] 

Commission: Annie Jeng 

Score: Available for purchase on composer’s personal website 

Level of difficulty: Advanced 

Style keywords: Experimental; chance music concept clapping; counting 

This piece is written like a “do it yourself” musical game that creates 

opportunities for pianists and audiences to participate in the process of composing and 

completing the work together. In the score, Yen provides the rhythms, dynamics, and 
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articulation markings. She uses a three-line staff to indicate the position of the notes (e.g., 

lowest, middle, highest) and a five-stave system to indicate the range of the octave (Ex. 

2.98). The pitches, however, are determined by the performer or the audience right before 

playing, which reflects the concepts of chance music. The pianist takes the three chosen 

pitches and “implants” them into the pre-existing musical “formula” that Yen provides in 

the score. Each performance is different and has unexpected, new effects based on the 

randomly determined notes. In general, the music evokes a lively and exuberant character 

with constantly shifting meters, rhythmic ostinato figures, percussive chords, and the 

rhythmic counting spoken aloud by the pianist. Because of the interactive and engaging 

experience, this piece makes an exciting choice for a concert encore piece. 

 

 

 

Example 2.98. Special notation in “One, Two, Three,” mm. 37-42.  

 

2) Fantasy Amour (2013) [5’00’’] 

Commission: Chinese Music Teachers Association of Northern California for Annual 

Youth Music Competition 

Score: Available for purchase on composer’s personal website 

Level of difficulty: Advanced 

Style keywords: Taiwanese folk song; polytonality; shifting meter 

 This piece is based on a Taiwanese folk song “Miss Taohua Crossing River,” 

which is a musical excerpt from a local opera in the southern part of Taiwan. The music 
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is written in ABA form with a joyful, lively A section and a lyrical, expressive B section. 

The original melody is adapted extensively through polytonality, elaborated with grace 

notes, turns, and trills, and marked with contrasting articulation. The accompaniment 

contains leaping arpeggio figures and accented chords and tremolos. The music has a 

strong but intricate rhythmic pulse characterized by constantly shifting meters. Therefore, 

although the music features a simple homophonic texture and keeps its original folk 

quality, through Yen’s manipulation it also evokes a highly chromatic harmonic effect 

and bustling musical character.  

 

3) Two Old Postcards from Formosa (2007) [9’00’’] 

1. Crying Bird 

2. Plowing Song 

Commission: Hanson Institute for American Music of the Eastman School of Music 

Score: Available for purchase on composer’s personal website 

Recording: Available on composer’s SoundCloud 

Level of difficulty: Professional 

Style keywords: Taiwanese folksong; contemporary musical language; shifting meter; 

polytonality 

The work contains two movements based on Taiwanese folksongs evoking 

contrasting musical character. The first movement “Crying Bird” is inspired by the folk 

song “A Chu-Chu Crying Bird,” which was sung during the period of Japanese 

colonialism in Taiwan. Rather than using the pentatonic scale common to folksong, the 

original melody is built upon a minor triad that implies the sorrow and hopelessness of 

the people during that time. Yen incorporates distinctive musical figures and timbres 

from a wide range of the keyboard to illustrate different musical ideas. The low, 

dissonant chords are sustained as a pedal point throughout most of the piece, creating a 

solemn musical background. The light, swift fragmentary figures ornamented with grace 

notes appear in the high register and resemble the sound of a frantic bird. The middle 

voice quotes the original melody and is often harmonized with dissonant intervals and 

harmonies (Ex. 2.99). In the climax, the melody breaks through the middle register and is 

thickened with strident harmonies in the high range to convey the desperate cry and 
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struggle of the bird. The piece ends with a lyrical, lament-like coda in a simple two-voice 

texture (Ex. 2.100).  

 

 

 

Example 2.99. Musical ideas presented in a three-voice texture, “Crying Bird,” mm. 17-21. 

 

 

 

Example 2.100. Lament-like coda in “Crying Bird,” mm. 87-90. 

 

The second movement “Plowing Song” is a lively folksong, whose origin can be 

traced back to the Taiwanese local opera. The song depicts the farmer’s hard work in the 

field and expresses an optimistic energy and attitude towards life. The original melody is 

adapted in the piece with two contrasting characters. One has an energetic, bustling 

quality conveyed by staccato, accented figures and an untiring sixteenth-note 

accompaniment within which the melodic line is embedded (Ex. 2.101). The lyrical and 

expressive character is illustrated in a contrapuntal texture with multiple layers of voices 

presented in polytonality and interwoven with each other (Ex. 2.102). Although this piece 

has a clear, straightforward texture and character, Yen treats the musical material with 

constantly shifting meter and syncopation and reharmonizes the melody with dissonant 

chords and polytonality, which demonstrates her contemporary musical approach to the 

traditional folk material.  
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Example 2.101. The energetic presentation of the original folk melody,  

“Plowing Song,” mm. 8-13. 

 

 

 

Example 2.102. The lyrical presentation of the original folk melody,  

“Plowing Song,” mm. 56-62. 

 

4) Movements (2002-05) [12’00’’] 

Score: Available for purchase on composer’s personal website 

Level of difficulty: Professional 

Style keywords: Contemporary musical language; atonal; shifting meters; character piece 

 This work contains six short pieces composed from 2002 to 2005 and is described 

by Yen as a “musical diary.” Each work has an independent concept and musical 

character and can be played individually or in groups.  

 “An Elf’s Dance” (2002) [1’30’’]: This piece is composed based on the pitch set 

[0123].64 It is written in a polyphonic texture with each layer featuring distinctive musical 

ideas, including tight-knit or leaping running figures and dissonant chords. Rhythmic 

ambiguity is created by shifting meters, syncopation, displaced accents, irregular 

grouping of notes, and interruption of musical fragments (Ex. 2.103). The disjunct 

intervals and thin, linear quality of each voice lighten the musical texture and suggest the 

playful, sneaky character of an elf’s dance.  

 

                                                 
64 Ming-Hisu Yen, Program Notes, “Movements,” 2002-05, 2.  
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Example 2.103. Musical material presented in “An Elf’s Dance,” mm. 10-16. 

 

 “The Core” (2004) [2’30’’]: The piece is built upon a steadily moving chromatic 

scale. Yen approaches the musical material as a process of growth. It begins with a 

descending chromatic scale in a single voice, upon which layers are gradually added in 

polyphony, and it expands to an eight-voice texture that has both chordal and 

contrapuntal qualities (Ex. 2.104). Each layer has an independent, complex rhythmic 

system; sometimes the layers are in opposition to one another and sometimes they line 

up. 

 

 

 

Example 2.104. The growing progression of voices, “The Core,” mm. 1-4. 

 

 “Frozen March” (2004) [2’00’’]: This piece is also composed based on a 

chromatic scale. In contrast with the linear and contrapuntal approach that Yen employs 

in “The Core,” this piece is “a study of clusters,” as explained in her program notes. The 

entire piece is built upon a succession of steadily moving clusters decorated with disjunct, 

linear fragments to create textural and timbral contrast (Ex. 2.105).  
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Example 2.105. Contrasting musical figures presented in “Frozen March,” m. 15.  

 

 “Prelude” (2004) [1’40’’]: As an “exploration of time and space,” this piece 

evokes an improvisational musical style characterized by a variety of unpredictable 

musical figures and seemingly arbitrary rhythmic groupings. The harmonic language is 

highly atonal as if the pitches are random and emerging on their own without the 

composer’s designation.  

 “Web” (2004) [2’20’’]: Inspired by the shape of a spider’s web, this piece features 

a toccata-like style. Within the continuous, web-like toccata figure, musical excitement is 

enhanced by unexpected accents and dynamic intensification (Ex. 2.106). As the music 

progresses, the single-voice, toccata figure turns into an expanded, two-voice texture with 

more disjunct, percussive staccato passages played in unison (Ex. 2.107). It ends with a 

series of quick, aggressive discordant triplets. 

 

 

 

Example 2.106. Spider’s web-like toccata figure, “Web,” mm. 1-3. 
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Example 2.107. Contrasting musical figure presented in “Web,” mm. 51-53. 

 

 “Pots, 6ths, Yaga” (2005) [2’00’’]: The inspiration for this piece comes from a 

summer visit to a friend’s home, where Yen observed her friend’s cat, Yaga, playing 

around the pots in the kitchen while the friend was doing her daily technique exercise at 

the piano. The primary musical figures used for this piece include scales, arpeggios, 

double thirds and sixths, all of which resemble the content of the friend’s daily practice 

routine. Yen manipulates these technical figures in shifting meters and intricate rhythmic 

groupings with “misplaced” accents, which suggest a playful and naughty character of 

the cat Yaga (Ex. 2.108). 

 

 

 

Example 2.108. Musical figures presented in “Pots, 6th, Yaga,” mm. 43-45. 

 

5) The Forgotten Corner (2005) [7’30’’] 

Score and recording: Available for purchase (and listen) on composer’s personal website 

Level of difficulty: Professional 

Style keywords: Fugue; 12-tone 

This piece is composed as a fugue that incorporates aspects of 12-tone technique. 

Yen uses conventional fugue techniques, such as augmentation and truncation of the 

subject, as well as hemiola, stretto, and inversion, within a contemporary harmonic 
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language. The first half of the piece is a three-voice fugue that follows conventional 

formal structure and key relationships. The subject has an angular quality with an 

emphasis on an ascending fourth figure, which becomes the motivic interval for the entire 

piece (Ex. 2.109). The three-voice texture changes to a two-voice texture in the second 

half of the piece. While the subject continues as one voice, a passage of chords built upon 

the interval of the fourth become predominant in the other voice, which creates a heavier 

and more vertical texture (Ex. 2.110). The coda ends with the final statement of the 

subject in rhythmic augmentation and played in grandiose unison.  

 

 

 

Example 2.109. Subject and answer presented in the first half,  

“The Forgotten Corner,” mm. 1-4. 

 

 

 

Example 2.110. Chordal passage presented in the second half,  

“The Forgotten Corner,” mm. 59-60. 
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CHAPTER 3 

 

CRITICAL COMMENTARY, NOTABLE FINDINGS,  

AND CONCULUSION 

 

 
Critical Commentary on Notable Findings 

 

Surveying nearly fifty composers and over 100 solo piano works for this project has been 

an exciting and rewarding experience. Through the music we see and hear composers’ distinctive 

compositional features, habits, ideas, personalities, and sensations; we get to know a picture, a 

myth, a poetry, an idea, and a culture; we respond with different emotions and 

impressions−joyous, sad, wondering, meditating, angry, like or dislike. Music becomes the 

mediator between the composer and listeners, and the spiritual and sensual lives. In this chapter I 

will recapitulate some notable features of these pieces and to help provide a more conclusive and 

macroscopic understating of the creativity and trends of the composers and their music.  

 

Style, Sound, and Compositional Techniques 

Most of the collected works are characterized by free-tonality, highly disjunct melodic 

contours, complex metrical systems, ametric rhythmic divisions, extreme dynamic inflections, 

manifold timbres, meticulous articulation, and extended piano techniques. These elements are 

often presented in multi-layered textures and simultaneous interplay which create both technical 

and intellectual challenges for performers. 

When the music depicts a concept, a personal feeling, or an impression and reaction on 

specific objects, the ideas are more abstract and imaginary, and thus the composers treat the 

musical materials including pitch, harmony, tonality, meter, rhythm, articulation, texture, and 

timbre− with greater freedom and an improvisatory quality. Although a strict 12-tone row 

technique is rarely applied except in Yi Chen’s “Ba Ban,” most of the composers show the 

influence of atonality by constructing the piece with selected or entirely free pitch materials. The 

melodic contour is often disjunct with large leaps and discordant intervals. More dissonant 

chords and tone clusters are incorporated with the emphasis on creating distinctive color and 

effect rather than following conventional harmonic progressions, and frequently without a clear 

resolution or cadence. The metric and rhythmic pulses are often obscured because of the frequent 
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use of shifting meter, polymeter, compound meter, and sometimes the complete absence of time 

signature. Rhythmic motives can be highly complex and treated in counterpoint with extensive 

use of ties, rests, polyrhythms, and irregular groupings of notes. In order to precisely execute the 

composers’ notations, performers must conduct meticulous calculations and practice. The 

textural layout of the music is often spread across the full range of the keyboard, and the 

composer uses three or four staves to distinguish musical materials and timbres associated with 

contrasting registers.  

Variety in timbre and color is an important aspect of this repertoire and these composers 

utilize various conventional and extended techniques. For example, conventional piano 

techniques, such as rolling chords, glissandi, tremolos, and the repetition of single notes, are used 

to evoke the sound of Chinese traditional instruments. Extended techniques showcase the 

creativity and imagination of the composers as well as the performers. In addition to the 

keyboard, other parts of the piano, including the strings and the wood and metal components, are 

“played” – sounds are produced by tapping, knocking, banging, scratching and plucking for 

example. Sound is also produced with the performer’s voice or by clapping and stomping. 

Objects made from diverse materials, such as a wooden stick or aluminum paper, are also used to 

create variety of timbres and effects.  

The influence of aleatoric music is also reflected at different levels in several works in 

this repertoire. For example, in Chia Lin Pan’s “Phenomenon· Image,” performers are allowed 

flexibility with rhythm, tempo, and duration of a specified set of pitches. In “One, Two, Three,” 

Ming-Hsiu Yen gives performers and audiences the opportunity to participate in the 

compositional process by inviting them to select the three pitches for the piece before the 

performance begins. The approach of these two composers resonates with the ideology of 

aleatoric music in which some elements of a composition are controlled and some are left to 

chance.  

 

 

Sources of Inspiration 

 While this repertoire reflects similarities in technique and style, it is in their sources of 

inspiration that these composers demonstrate particular imagination and creativity. Composers 

are stimulated by a wide variety of sources, including folksong, visual art, literature, philosophy, 
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and other disciplines. Some sources are ancient and traditional, some are current and new. When 

different composers are inspired by similar topics, it is interesting to observe how each of them 

handles the materials differently through their individual voices. 

One of the most often used sources in this repertoire is Chinese folk traditions, including 

folksong, dance, and theatrical genres. In Yi Chen’s “Variations on ‘Awariguli’” and Jing 

Yang’s “Theme and Variations on A Gansu Folksong,” for example, the folk tune is quoted 

directly in its original form as the theme, and with each variation the original melody evolves 

through conventional variation techniques, including rhythmic augmentation or diminution and 

changes of key and articulation. In many of her other solo piano works Yi Chen borrows pitch 

materials or distinctive intervals from existing folk tunes and elaborates or transforms them with 

modern harmonic and rhythmic techniques, such as bitonality and polyrhythm. A similar 

approach is evident in Yu Tao’s “Celebration of the Lantern Festival” where the composer 

divides the original folk song into several phrases and presents each segment in a different 

tonality. The result is a musical style that sounds modern and discordant even though the melody 

always maintains its original form.  

Yi Chen also borrows rhythmic system from Chinese traditional opera and applies it to 

the overall design and structure of “Duo Ye.” In “Bamboo Dance” intricate rhythmic figures 

imitate the characteristic steps from the folk dances of Chinese minority groups. In “Formosa, 

the Old Train,” Ying-Chen Kao borrows not only the melody of the folk song but also the subject 

matter and imagery of the text. In the music we hear both the original melody and the sound of 

the spinning wheels created by the accompanying figurations. Besides the more obvious 

application of folksong, some composers treat folk materials in an implicit and abstract manner. 

In “Lonebird” for example, Yu-Hui Chang quotes the folksong only once, yet the melody is 

embedded in highly dissonant harmonies within a complex chordal texture that makes the 

melody almost indistinguishable. In “Disintegration,” Mei-Fang Lin manipulates and 

disintegrates the original melody into distorted fragments, and this combined with the disjunct 

writing style and complex rhythmic figures, makes the melody vague and illusive.  

Many of the composers featured in this treatise find inspiration in visual art. In 

“Convergence,” Lok Yin Tang draws from the scenography technique and ideology of Chinese 

painting. She translates the technique into her compositional process and applies it to the 

structure and texture of the music to resonate with the underlying Taoist ideology. In “Three 
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Chinese Paintings,” Pui Shan Cheung is inspired by three specific paintings, and she evokes the 

content, character, and color of each painting through various musical elements. Meilina Tsui’s 

“Ink and Paper” is a reflection on her experience of walking at an exhibition and seeing different 

paintings, and thus the music consists of a series of contrasting sections representing different 

moods and images. Ssu-Yu Huang’s “Scourge” is the only work in this catalogue that draws 

inspiration from a Western painting– “Guernica” by Picasso. Huang sets the music in a 

minimalist style with harmonies that gradually evolve and thicken to evoke the extreme contrast 

between the innocence of the civilians and the horror of war. Another source of inspiration for 

these Asian women composers is literature, especially ancient Chinese poetry and folk legend. 

Ssu-Yu Huang’s pieces “Snow on the River” and “Yearning” each create a distinctive musical 

atmosphere and use certain motivic figures to express the deeper meaning and sentiment 

conveyed in the poetry. Qing Liu’s “Fantasia of Chinese Ancient Dance” employs elaborate 

melodic figures, colorful harmonies, and flowing musical gestures to suggest the fancy garments 

and graceful dance movements of the beautiful girls depicted in the poetry. Yi Chen’s “Ji-Dong-

Nuo” and Liyue Chen’s “The Demon in Mountain” are both inspired by Chinese folk legend. 

These two composers utilize contrasting motivic figures, dynamics, and registers to musically 

depict the vivid characters of a nimble bird and a hulking demon.  

 Ancient Chinese philosophy is also a significant source. The concept of dualism is 

featured in Chia Lin Pan’s “Phenomenon. Image,” in which specific written-out material 

represents the idea of “trueness” and aleatoric indications for the performer represent the idea of 

“unsureness.” In “Fascinating Silverfall,” Yuanyuan He uses common pianistic figures and 

techniques such as rolled chords, arpeggios, and repeated notes to mimic the sound of Chinese 

instruments and evoke a Zen-like atmosphere. In addition, the wide range and open texture of the 

music reflect the emptiness of life, which suggests one of the philosophical concepts in Zen 

Buddhism. Livia Lin’s “Five Elements” explores both traditional and extended piano techniques 

to manipulate timbre and effect to represent the elements of metal, wood, water, fire, and earth. 

 Two of the works in this catalogue were composed as part of interdisciplinary 

collaborations. Yan Pang’s “Wine,” for example, is the result of a collaboration with a modern 

dance group and thus the entire compositional process was directly tied to the choreography. 

Wan Ki Lee collaborated with a group of scientists in the creation of the piece 

“Macromusophagy,” a carefully organized work that illustrates the concept and process of 
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autophagy, the mechanism by which the body’s cells are disassembled and recycled. In this 

piece, the formal structure, timing, phrasing, motivic figures, and musical character are 

synchronized with autophagy’s course of evolution. 

  Among the younger generation of composers, current events and social justice issues are 

common themes and sources of inspiration. In “Rates of Extinction,” Lu Wang emphasizes 

intricate rhythmic motives to represent the heart rates of animal species that are near extinction. 

The intention of this music is to criticize and protest the harsh conditions imposed on animals 

through excessive industrialization and modernization. With the prominence of social media in 

everyday life today, public posts often become an inspirational source for artists. Yucong Wang 

was attracted by a BuzzFeed post on “the most beautiful words.” She chose her favorite words 

from the list and composed a collection of miniatures that reflect her impressions of and 

reactions to the words in a way that displays her most instinctive and personal voice.   

 

Genre and Form 

 This repertoire primarily consists of character pieces. The Asian women composers 

represented in this catalogue seem to be more interested in writing character pieces than absolute 

music, like sonatas. In general, the titles are highly descriptive. Even when the titles are more 

generic, such as ballade, fantasia, prelude, and impromptu, the pieces usually have programmatic 

elements or express the composer’s senses or feelings. Due to the nature of these genres, the 

musical forms are relatively simple. Pieces are typically either through-composed or written in 

small sectional structures like binary or ternary, and each section is distinguished with different 

musical elements, textures, and character. Theme and variation form is also common. The 

themes are always pre-existing melodies, e.g., folksongs, and, in most cases, traditional variation 

techniques are used to alter melody, harmony, tonality, rhythm, tempo, texture, and time 

signature. Yucong Wang’s “A Variation,” however, is a “variation on style.” She takes the 

melody of “Happy Birthday” and crafts each variation in the style of a different famous Western 

classical composer, incorporating representative characteristics of their musical languages, their 

compositional “fingerprints.”  

 There is no definitive reason for the predominance of character pieces over absolute 

music in this repertoire. As a performer, however, I find that a representational or narrative 

component can make contemporary musical language more accessible and engaging. While 
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much of the contemporary repertoire is highly challenging for pianists to learn and can seem 

esoteric for certain audiences, tapping into the composers’ personal inspirations and creative 

approaches can be an intriguing and valuable experience for us to better understand and 

appreciate the music.   

 

Level of Difficulty and Purpose 

 This repertoire covers several levels of difficulty and a wide variety of pedagogical and 

performances purposes. It is especially exciting to discover that there are newly-composed works 

by Asian women composers written specifically for young students in early to intermediate 

levels of study. I have always believed it is important to introduce many types of music to young 

students. When students are exposed to and become familiar with diverse styles in the early 

stages of their studies, they are more likely to develop a well-rounded musical aesthetic and 

versatility, and the ability to appreciate different styles and cultures. In Ssu-Yu Huang’s “Shining 

Stars,” each of the twelve short pieces focuses on one or two playing techniques with a vivid 

musical character. Several Taiwanese folksongs are adapted in this pleasant work, which 

provides students the opportunity to learn about another musical culture. Livia Lin’s set of five 

miniatures titled “Five Elements” incorporates many extended techniques, which helps young 

students become involved with new possibilities of timbre and technique. These works not only 

have significant pedagogical value but also create an enjoyable musical experience for students, 

teachers, and audiences.  

The pieces in the early to intermediate levels focus on a single subject, such as technique, 

rhythm, timbre, or musical character. In contrast, the music in the advanced and professional 

levels demonstrate more diverse styles, compositional elements, and technical challenges for 

performers. In this set of the repertoire, the composers express their most profound ideas and 

explore a full range of techniques and effects. These pieces present a complex integration of 

melody, harmony, texture, rhythm, and musical meaning, and thereby demand meticulous 

practice, sophisticated technical ability, and musical maturity from the pianists. 

When young students are choosing and learning music from this repertoire, their teachers 

are encouraged to be highly involved with their studies to ensure a smooth learning process and 

positive experience with contemporary music. University-level piano students and professional 
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pianists are encouraged to select pieces from this repertoire best suited to their preferences and 

purposes, such as when giving a lecture recital or a theme-based concert.  

 

Conclusion 

 

The process of compiling this catalogue of music was a fulfilling experience for me. The 

idea for this project arose while I was preparing a themed lecture recital of solo piano music 

composed by Asian women composers from Japan, Korea, and China. I was deeply impressed by 

how those composers who come from different cultures expressed their uniqueness and creativity 

through the music. I also realized, however, how underrepresented they are in current piano 

literature and scholarship. This treatise joins the early stages of scholarly conversation of this 

subject, and seeks to encourage additional and ongoing studies, research, and performances.  

  The Asian women composers represented in this catalogue express their individual 

voices and reflect their distinctive cultures in their music, though they are certainly not limited to 

these. Their music crosses boundaries and integrates seemingly contrasting themes and ideas: 

East and West, tradition and modernity, pleasantness and eccentricity, concrete and abstract, 

literature and politics, subjectivity and objectivity, and rationalism and sensuality. As Chinese 

composer Leilei Tian wrote, “musical creation is not just a composition of sounds with various 

techniques, nor a mere aesthetical product of a particular culture, but far beyond is the intuitive 

manifestation of one’s inner experience and content, namely one’s profound philosophical and 

spiritual expression that is universal and timeless in nature.”65 

My hope is that the music of Asian women composers will gain more attention and be 

performed more regularly by students, teachers, and pianists all over the world. This will enrich 

the current piano literature with another layer of diversity and, more importantly, connects 

people of different cultural backgrounds through the art of music.   

                                                 
65 Leilei Tian, Personal Website, accessed March 18, http://www.tianleilei.org.  
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APPENDIX A 

 

A COMPLETE TABLE OF COMPOSERS AND  

SOLO PIANO WORKS COMPILED IN THIS CATALOGUE 
 

Country of Origin:           China                       Hong Kong            Taiwan 

Level of Difficulty:       Early                        Intermediate             Advanced             Professional 

Duration of Music:       0’00’’~ 4’59’’     5’00’’~ 9’59’’          > 10’00’’ 

Composer Origin Name of the Piece Year Level of 

Difficulty 

Duratio

n 

Chan Nga Man Hong Kong Lingering Echo 2014 Intermediate 1’30’’ 

Tress 2013 Advanced 4’00’’ 

When No One’s Home 2012 Early 0’40’’ 

Three Little Pieces for Piano 2010 Advanced 4’00’’ 

Chang Yu-Hui Taiwan Lonebird 2006 Professional 10’00’’ 

Tangled in Smoke 2004 Advanced 3’00’’ 

Ballade 1998 Professional 7’00’’ 

Chao Ching-

Wen 

Taiwan In an Instant 2004 Professional 9’00’’ 

Chen Liyue China The Demon in Mountain unk. Advanced 2’30’’ 

Chen Yiqiao China Diary of the West 1997 Intermediate 7’00’’ 

Chen Yi China Northern Scenes 2013 Professional 7’30’’ 

Bamboo Dance 2013 Intermediate 2’00’’ 

Ji-Dong-Nuo 2005 Professional 3’00’’ 

Singing in the Mountain 2005 Early 2’00’’ 

Ba Ban 1999 Professional 6’00’’ 

Two Chinese Bagatelles 1984/

1993 

Intermediate 3’00’’ 

Guessing 1989 Advanced 5’00’’ 

Duo Ye 1984 Professional 6’00’’ 

Variations on “Awariguli” 1978 Intermediate 9’00’’ 

Cheung Pui-

Shan 

Taiwan Three Chinese Paintings 2004 Professional 10’00’’ 

Cheung Hon Ki Hong Kong 5 Sketches of Water 2014 Advanced 11’00’’ 

Gong Xiaoting China 

 
 

Fantasia unk. Intermediate 1’50’’ 

Three Preludes unk. Professional 8’30’’ 

Three Fugues unk. Advanced 6’30’’ 

Six Impromptus 2007 Professional 11’00’’ 

Five Paintings in Light Color 2002 Professional 8’00’’ 

Sketches of Southwestern 

China 

unk. Intermediate

/Advanced 

3’00’’ 

Children at Play unk. Intermediate 2’45’’ 
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Blossoms unk. Intermediate

/Advanced 

3’00’’ 

Clouds Reflected in Water unk. Professional 7’30’’ 

He Yuanyuan China Fascinating Silverfall 2007 Professional 10’00’’ 

Ho Ping Yee Hongkong 

 

Solus 2013 Professional 11’00’’ 

Aeon 2012 Professional 7’30’’ 

Nicking Time 2009 Professional 1’00’’ 

Garage 2005 Advanced 8’00’’ 

Caprice 1997 Advanced 6’00’’ 

Music Tableaux-Cyclone 1994 Advanced 3’00’’ 

Fire of Imagination 1991 Professional 11’00’’ 

Arc 1986 Professional 4’30’’ 

Ho Wai On Hong Kong Apollo Dancing 1975 Intermediate 1’30’’ 

Many Happy Returns 1975 Intermediate 3’30’’ 

The Waves 1974 Intermediate 4’00’’ 

Huang Ssu-Yu Taiwan 

 
 

Scourge  2018 Advanced 4’40’’ 

Yearning 2016 Professional 5’45’’ 

Snow on the River 2012 Professional 5’30’’ 

Shining Star: Piano solo for 

Children 

1999 Early/ 

Intermediate 

14’30’’ 

Hui Melissa Hong Kong When Soft Voices Die 2000 Advanced 7’00’’ 

Hsiau Ching-

Yu 

Taiwan Air on a Theme by Gallon 2006 Intermediate 2’00’’ 

Nocturne 2005 Advanced 2’00’’ 

Le Phénomène de la Ligne  

I-VIII 

1992-

2010 

Professional 8’00’’-

12’00’’ 

Hsu Chia-Yu Taiwan Games 2017 Professional 3’30’’ 

Rhapsody Toccata 2014 Professional 9’00’’ 

Blue Ridge Sketches 2014 Professional 6’30’’ 

Among Gardens  Professional 9’00’’ 

Kao Ying-Chen Taiwan Formosa, the Old Train 2010 Advanced 4’00’’ 

Spanish Rhapsody 2003 Advanced 6’10’’ 

Lam Bun Ching Hong Kong Spring Roll 2004 Intermediate 0’35’’ 

Six Phenomena 1997 Professional 17’00’’ 

Lam Lan Chee Hong Kong In the Distance  2013 Professional 5’30’’ 

Ringing Bells 2011 Professional 9’00’’ 

Autumn Sketch 2005 Advanced 6’00’’ 

Fantasia 2003 Advanced 6’00’’ 

Lee Hope Hong Kong O som do desassossego… 2015 Professional 11’00’’ 

Flower Drum Dance 2001 Intermediate 2’20’’ 

Across the veiled distances 1996 Professional 11’00’’ 

Flake upon Flake upon… 1989 Early-

Advanced 

0’30’’-

5’00’’ 

Dindle 1979 Professional 10’00’’ 

Lee Wan Ki Hong Kong Macromusophagy 2011 Professional 4’00’’ 
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Li Jun China Leaf 2011 Advanced 4’00’’ 

Lin Chia Ying Taiwan The Gaze 2015 Professional 11’00’’ 

Chanson Perpétuelle 2012 Professional 3’00’’ 

Lin Livia Hong Kong Five Elements 2015 Early/ 

Intermediate 

5’00’’ 

Lin Mei-Fang Taiwan Mistress of the Labyrinth 2008 Professional 8’00’’ 

Disintegration 2000 Professional 12’00’’ 

Liu Qing China Fantasia of Chinese Ancient 

Dance 

2011 Advanced 7’00’’ 

Luc Weily Hong Kong Feuillet d’album  2014 Intermediate 1’40’’ 

Ocean  2014 Intermediate 3’00’’ 

Piano Prelude No. 7 2012 Intermediate 1’20’’ 

Easy Piano Prelude No.5 2012 Early 0’30’’ 

Le Jardin Secret 2001 Intermediate 1’30’’ 

Luo Jing Jing China Mosquito 1991 Professional 4’20’’ 

Pan Chia-Lin Taiwan Phenomenon Image II 2011 Professional 13’00’’ 

Pang Yan China Wine 2012 Advanced 4’00’’ 

Tang Lok Yin Hong Kong Convergence I 2001 Professional 10’00’’ 

Tao Yu China Celebration of the Lantern 

Festival 

1999 Advanced 3’00’’ 

Tian Leilei China Silence Compris 2012 Professional 9’00’’ 

Tsui Meilina   Hong Kong Ink and Paper 2014 Advanced 5’00’’ 

Wang A Mao China Sheng Dan Jing Mo Chou 2007 Professional 13’30’’ 

Wang Fei Nan China Chinese Painting 2007 Professional 7’00’’ 

Wang Lu China Recombinant 2017 Professional 5’00’’ 

Rates of Extinction 2016 Professional 14’00’’ 

Wang Yucong China A Variation 2017 Advanced 7’30’’ 

Monochromes 2016 Advanced/ 

Professional 

17’00’’ 

Wu Yvonne Taiwan Counterpoints for Piano 2018 Professional 13’30’’ 

Threaded Spaces 2018 Professional 4’20’’ 

Yang Jing China Theme and Variations on A 

Gansu Folksong 

2014 Advanced 6’30’’ 

Yau May Kay Hong Kong A Diary of Jasmine 2011 Advanced  9’40’’ 

Fire Flies 2010 Intermediate 1’30’’ 

Yen Ming-Hsiu Taiwan 

 
 

One, Two, Three 2018 Advanced 3’20’’ 

Fantasy Amour 2013 Advanced 5’00’’ 

Two Old Postcards from 

Formosa 

2007 Professional 9’00’’ 

The Forgotten Corner 2005 Professional 7’30’’ 

Movements 2002-

05 

Professional 12’00’’ 
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