ot AR B 5 A v B G

NEW COMPILATION OF THE PIANO WORKS
BY
HUANG,AN-LUN

¥ % & T MBI AL



P ]
A

Y

HUANG,AN-LUN

- ".l'»J-r-'T-'{ .
A v

'r—'m&-,fr gL

ir i I -

+



B HEMmmE (CIP) B

HECWMEEG I R/ BEM. —JUat. P RF RS WAL,
2008.9

ISBN 978 -7 — 81096 -278 -0

I.#... D.%... W.NWNE—FRMH—PE—%E
IV.J647. 41

T E A B AR CIP B/ (2008) 55 089927 5

BRERNFERNE #EH

MR &RAT: AR SR B b AR AL

&% . Fehik

F A 640 X960 ZEK  1/8 FF  EN#K. 28

ER B db R @B R A R A )

KR YK: 2008 410 AE 1 R 2008 £E 10 A4 1 W ED K
Ep . 1—3,000 it

4 . ISBN 978 -7 —81096 —278 -0

E #r: 45.00 5T

RREIREBRM R JER WK 43 5 g4 100031
KATH: (010) 66418248 66415711 (fEH)



tH kR & B i

“F 2 A AT TN FEE BT AR BB MR, BEALEPEAE ABURIR
M2 XAy, HESESM i RI R ERMAART, AN ZERI GBI AHH,
HAAF RAE DEEMRLITLE, XEMHLE T

EREAEXFHMOERR, EhFRELZ/REFAZRE, H—-HBENITRAERK
OB A ERE S, HAERZRERENZW, BANRKSHNTE
“HEE7, Ei, BARSRR AT R R

Hil, PENFEZANERRAFGELWHAEM, JTHREES B E XA 3R,
T A, bR RSB AL B SEM R R, @B iHemsE, AL
FEFES R OB AR IS AT Tl (C KIFRTE MR o AMEARTZE M) ; B
Mh CBOERD) B -dllidh iy (ER) K TEHMPH CAAE) M GRS ;
Mg RIS ZEN (d/NRIEREE . E0kSWE) ; BXERFM (D AEZEH 5K
B . CE/NRRTZ AR Y M (g DRI SIAR) s EEESRR (32X E);
WEESFTE (BURLG) . U BRI LA SR WAL, A LNLR SR X LAEdm
i — S A D EAR R R B E SRl i 22, BUREX SR AR b IL AR LY, LA
WEREHER N, MEFBEAESMAEE, RAFMAERRNRAELS, 1L
B2 HA D E RGO R R T B et i



}"%— —

StFIFE SRIEMAK, B2 —FBERARBEEZLAR, 5 RETBIRYER K2
—PVEIR, HE-AEEFENEX R ZR BRI L, R, %5l
SRR EEERAY, B, R, ARE . KEREE, RIS RERIE
BRFEER RS, MR IR S AREEEAEE, EREREL N —F B
BRI EM

RIEBIE B AR, — BB AR — 0 RIS — IR B 55 — R R A5 0
R . R A AT RER AR RBYERS, XMELAEW KETARE.
R RERIRLAR S e R . BRIk E R B CRE R, Rl
— & B B X AR BN RS AR TR T,

BLAERY Op. 68 ZXHEL B C LRI CIE B B MISE S B0, RHMABMZARPH
RFEF . ENME—F T+ BT B R U B ML, AR A0 W a5 A S AR AT 2l 2 i
TEsE R RN BT, T— B R B B G i 06 e FE R B RR BE S IR R e, X
SERSTERZN T RE P BB LT

METH E LMWL T, HEWEINBAAR - NEOKRERK, &FEAIE
B, H—fitkswE IMEFSE—ESUEMR, SRR HMERRE M EEMEZE
PR, BEABTER U B B4 B R IA T bR AR S AR BB, XA BAR R RS
BHEEZRRFRNFESTEE, FREWREFES, MACESHE: “EBELATEF
i, EHEBENEMERK. iR —RE, BARINTKRKXITE T EME IR &
IRZ BT

(d/MEAFERIE, XkEBRE) EEEZRVAC T ARESENEETE K
i, B NEATHLE R T BACH SIS0, T3 /2 I i A A 0 22 37 ik e — 24 iy
REMEH, XR—HER LS ARMEE DH/RH, EESAEZEN - SRBEKN
HEFiE. AR, s T REFRFOTE, RAMENT E5PE L+
TEERAR,



H2AH Op. 68 MR BRI, NEMEMELAG, RIHILREF WA AE
St A L — AT, A= PR T R S oY B A T —
B, SO AN, B IR AL A SRR, BT AR A R
A AR R R B . RIS, B0 A TR | DL T
22 o 5 R S PSR O KR B AT B IR R T AT L
S5, AR MR ARSI

5 (HHEE) Op.20 —Fhse 2 R RIS FINME , 7T I 76 8 20 % At b0 57 SR
(S KSR BB R R, KRR 19 HHRFE KO IE S - SR - %
Bk ) — B I B S R AT A M SR AL, (8 L5 JBUAE B o A —
B, PR M 2 T T 5 5 O ) A 0 93 S M G, T
VRS F EBFBOAOTE BB B — L BACE AR, YR — s, (R
MR, TR A R

A EPOLBI R B AR AR (R s, SERE
%mEME&ﬁﬁﬁwm%—m%w$m< CERART) WERER, (R @
eI — 35 e b 5 AU R H— R

ﬁﬁ%mmwm——%%%&mgamﬁm<&@m>;%$@% A E
I TS . T BT H B T, I e A N BRI T A
SRHT 2006 4 8 F 8 HEBCIRISHE. 3B AR B EIAR A 59200 L BT S B A A
AR

ST EHR, AN B EA, T AT 3 TF B 3 2 2B 100
SEUVEIIE 2, JET 1986 4F i M/ BEHS HE o de R 4 2 O DA M0 A0 A 7
B, FIRE, BHT 2008 45 5 H7EE I THETHES R,

HERAEE RMERER, EERRAS RS I NES T (SR
B VOAVIEZ 4 A EE D, SRR OA 2 AR i 5 B ARAE TR, B— R
TR R A BT S A T T IS . 50 T 0 L3 T — M 5 75 B3
& AT E E AR . AT S (M R R RS s, SRR AR
BT, fA ATEE BRI 0. TRV VAR5 ) AT R T2 A KA . 1
FIREROSRAE, 7 0 L 25 5 B e i — R 2L B SO . R T IRR (ER 2 5 A
XA R, TR AR,

SO B M A T 07 2 AR 2 T P, 7 322 A SR 7 5



S SRR, R BM, AR —E, NEEF (HRIG)
EEEERS SamEh S P EENME!

HEX - PEgERED
£EBEFEMRFTRE HE
2008 46 A

bXEE RHESF

@ LK - PEE 4k R P EE Fanfare R TFSIEA A "IN RBEZARFH—NEAN"; ZHHWES 5
FERMN “— AN ZREER, MIEMBEHNEAEBEARRBES"; THEONEH - BFEE
(Ruch Muzyezny) 3EH{BR “—(IREBHERERT",

PEEERUSL — LRSS THOUNELERMREZARER, MM ERR - hAEEHK (Cal
Friedberg, TLPIL - §F20%¥44) HUE/REA - BE/R (Gyorgy Sandor, M +v « BILTWHI2EA) . BRI R E L AME
AR ER ML RARMMERMEE Tit, 1992 4, AREMITFWFARE F LSOO HESZ, FHZ
R 2 AF A IS T B2 7 BE L 4 R R T

PEEHER M AR, ST, R EMEFLR, B0 H . MRBFEMM REGHFH T =+ 25508
H o 2008 47, b A 8 ROR R M2 B R B R E R WIB R RE MU EERS . IR R EEER ¥
NNHEBHVERMEGE . MWEE (HNERMERES) CEEEBRARFHBER) E245E#BFERAR
X

B 1983 SELOK, PHEHRYE T HRU AR EARSNE, #IrEEMRMHEIR, HEMER, 5F
AR A | A YURE bR KRB R AR . LA AR AR MR kB G A EE H, 1984 £, HEE
HeH G RBBIBEE L AL R BN RE A, AELPEAMRBRLZRMNTHEMP -G 2T A Y,
FHABEER AR MFEES ARRE TEAF . XEEKA —MINEZEARRGEREE I —0 P A R E 4
HMAREAT— EhEME R G wEIEERIE R

il



Preface

For many contemporary composers, the art of transcription is a largely ignored composi-
tional technique, and it is indeed today relatively rare to find a composer—or even a perform-
er—who has mastered this demanding aspect of composition. In earlier times, especially with
European musical figures such as J. S. Bach, Franz Liszt, Ferruccio Busoni, Leopold
Godowsky, Sergei Rachmaninoff, and Sergei Prokofiev, the art of transcription was raised to
dazzling heights, with the original composition now often transformed into a more sophisticated
and complex work.

At its greatest, a transcription is more than just a simple transference of a musical score
from one instrument to another. The composer’s personality may invade that of the original
composer, as is often the case with the transcriptions of Ferruccio Busoni, Franz Liszt, and
Rachmaninoff. Or if the transcriber is using his own music, the transcription may further en-
rich, or even shed new musical insights, into the original work.

Huang's four piano transcriptions, Opus 68, of his own works are masterpieces of the art
of transcription. They put to shame a formerly all too prevalent musicological view that any
transcription is destined to be a poor imitation of the original, and that somehow a great tran-
scription is a desecration of the parent work. This attitude among sophisticated musicians is
now largely outdated and disregarded.

As is evident in all of Huang's works for piano, he himself is a masterful pianist. Too of-
ten when a transcriber writes a transcription for the piano, it becomes immediately evident if
he is a real virtuoso. Huang in these four transcriptions shows his reverance for the music of
J. S. Bach. This veneration for Bach’s music manifested itself at a very early age with
Huang, and remains strong to this day. As he, himself writes:

“It is something that goes beyond time and region; it transcends individuality and nation-
ality. It is precisely this’inspiration’ that motivates all of us who have embarked on the diffi-

cult road of music without grudge or regret. ”
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The Toccata, Chorale and Fugue in D Minor is a transcription of Huang’s own work origi-
nally scored for ‘cello ensemble. It contains a striking use of the BACH motif, used by such
composers as Bach himself, and Liszt. This is an emotionally moving and powerful set of
pieces, which contains some of Huang’s strongest writing. His transcription technique, done
in a truly Lisztian manner, enhances and strengthens the already powerful content of the mu-
sic.

Huang's four transcriptions, Opus 68, quickly with their first few measures let both the
performer and the audience know that Huang is a master of the keyboard. The other three
transcriptions are based on organ works, two of which ( the Sinfonias) are each from an orato-
rio. These powerful works, with their idiomatic feeling for the keyboard, remind the listener
of Liszt's magnificent transcriptions for piano of organ works of J. S. Bach. As with Liszt,
Huang refuses to clutter up the score with a sea of extraneous notes that would cloud and ob-
scure the original organ works. Yet Huang ever keeps in mind what is needed for an effective
pianistic layout that communicates strongly with the listener.

An entirely different mood and style is to be found in Huang’s transcription of his ballet
“The Little Match Girl. 7 Based on a fairy tale by the great 19th century writer Hans Christian
Anderson, Huang deliberately keeps the piano score relatively uncomplicated and straightfor-
ward, in keeping with the simplicity of Anderson’s original story. With the charm both of
Huang’s original music and the lucid elegance of his piano writing, this transcription echos
Huang’s own words when he writes: “It would be such a blessing to retain the purity and inno-
cence of a child forever, but I know it is very difficult to do. I can only promise myself I will
try my very best. ”

I am very happy to see the transcription of Huang’s other colorful ballet, “Dream of Dun-
huang,” which remains a very warm memory from when I gave the world ~ premiere of Huang’
s Piano Concerto No. 1 (dedicated to me). The Suite from “Dream of Dunhuang” was on the
same concert, which was with the Guangzhou Philharmonic, conducted by Lai Tak — ng in
1983.

Huang's piano and orchestra work entitled “Gulangyu,” Opus 66 was written for a com-
mission by the Third National Youth Piano Competition of China. Tt was premiered by the
Competition's First Prize winner, Shen Lu, and the Xiamen Philharmonic conducted by
Zheng Xiaoying, on the island of Gulangyu ( Xiamen) on August 8, 2006. The work is dedi-

cated to the memory of the pianist Hsu Fei — ping, a former close friend of Huang's.
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For the present writer, this work is especially significant, since he was privileged to both
publicly perform, then record the Piano Concerto No. 1 with Mme. Zheng and the Beijing
Central Opera Orchestra for Hong Kong Records in 1986. As well, the present author in May
of 2008 performed in concert in Xiamen.

Huang's great mastery in writing for a solo pianist with orchestra is overpoweringly evident
in the fourteen variations comprising the “Gulangyu” Poem. The wonderful interplay of piano
and orchestra is enhanced by a kleidescopic shifting of moods and colors. Huang here uses a
melodic and harmonic idiom that clearly evokes the Chinese nationalistic spirit. Yet never
does his writing degenerate into a level of cheap banality or “kitsch!” As he, himself says
when referring to J. S. Bach: “It is my deepest belief that what Bach was trying to express be-
longs to all mankind. By the same token, good Chinese music should convey a similar univer-
sal spirituality. Nationalistic music not only will not go against this universality; rather, it
would strengthen and enrich it. ”

This marvelous balance between nationalism and a universal western music idiom is also
evident in Huang's other two works for piano and orchestra, namely the Piano Concertos Nos.
1 and 2. Along with the these, the Poem “Gulangyu” strongly deserves to be given a signifi-

cant place in the international concert repertory!

Banowetz biography

Joseph Banowetz has been described by Fanfare Record Review (U. S.) as “a giant a-
mong keyboard artists of our time,” by Russia’s News ( Moscow) as “a magnificent virtuoso,
who amazed the public by his deep understanding of the composer’s spirit,” and by Ruch
Muzyczny ( Warsaw) as “a virtuoso in the noblest sense of the word. 7 A graduate with a First
Prize from the Vienna State Academy for Music and Dramatic Arts, his teachers have included
Carl Friedberg (a pupil of Clara Schumann) and Gyorgy Sandor ( a pupil of Bela Bartok).
Banowetz has been heard as recitalist and orchestral soloist on five continents. In 1992, Ban-
owetz was awarded the Liszt Medal by the Hungarian Liszt Society in Budapest, in recognition
of his outstanding performances of Liszt and the Romantic literature. Banowetz has recorded o-
ver thirty compact discs for the Naxos, Marco Polo, Toccata Classics, Warner Brothers, Al-
fred, and Altarus labels. In 2008, an all — Balakirev disc for Toccata Classics received two

Grammy nominations. Banowetz is also internationally recognized as an author and editor.
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His book, “The Pianist’s Guide to Pedaling” (Indiana University Press, U.S.) has to date
been printed in six translations.

Banowetz has visited The People’s Republic of China over fifteen times since 1983 both to
perform and give masterclasses, and has been soloist with such orchestras in China as the
Hong Kong Philharmonic, the Beijing Central Philharmonic, the Beijing Central Opera Or-
chestra, the Shanghai Symphony, and the Guangzhou Philharmonic. In 1984, Banowetz
gave world — premiere performances and made recordings of the noted Chinese composer Huang
An — lun’s Concerto No. 1 with the Central Opera Orchestra of Beijing and the Hong Kong
Philharmonic for China Records and HK Records. This is the first time that a foreign artist
had ever been officially invited both to give world — premiere performances and record a con-

certo by a composer from The People’s Republic of China.
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Preface

After the repeated explorations and experiments of generations of Chinese composers and
pianists , the composing of Chinese Piano Music is undergoing continuous break — through in
it's musical vocabulary, the technique and skills of writing, as well as the various types and
forms of compositions, thus bringing forth new creative ideas. Many of the compositions are
already well known by the Chinese public and are taking an important part in the music life of
the country. The most selected ones have been used as teaching materials in the music schools
and conservatories, and chosen by pianists as their repertoire for international competitions.
The composing and performing of Chinese piano music had been under wide discussions from
various angles among many composers and music theorists.

With the substantial practice of more than forty years, An —lun Huang is unique in his
deep knowledge in this field. His compositions are rich in contents, and always easily accept-
ed by the public. Not only in teaching, but also in the performances for international compe-
titions, his music is always effective and warmly received.

European piano music had been under development and accumulation of several hundred
years, and had reached it’s state of rich abundance and profound scholarship. Ranged togeth-
er with the wastern classics, An - lun Huang’'s music amazingly reveals a school of his own
fine qualities. This clearly shows the robust life created by the integration of east and west
culture. In the expanding and enlarging of Chinese tradition and modern national culture, the
unique language of his piano music has convincingly unfold the eastern culture within an inter-
national field of vision. In the course of the development of Chinese piano music, An - lun

Huang had formed a connecting link between the past and the present.

Zhang Jin,

Middle School of The Central Conservatory of Music Chairman of piano division

English translation: Zhu Ya Fen
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(TWO PRELUDES, Op No. 1 and 2)

PEERTEM 12 (Op.5) BEBEZEILERMNPNRIREES, STHREMRE
BHFEL—RWFEHERZE (SR (RELAR) FE 2002 F5H UM (HEM
W) 1o

FAMEREEFYE: 1.8 8 C K (Preludes In C Major) HHEEEE 95 &
Bt ——FRARHERRE . TR, FHEIHEERKX S HFLHHKE, B4R
ANFERE S P ki L AR R BB, K 312"

I.% "% c /N (Preludes In ¢ Minor) W 2AE#E MALOEEHE R, SR
T, BT HILRRAMT . HK. 37207

These two preludes are selected from the composer’'s early work, the 12 Preludes dur-
ingthe hard time while Huang, was sent to the country side 1970's. Fortunately a piano
werepermitted to move to their camp. The 2 preludes were the first pieces Huang composeds-
ince the cultural revolution, mid — sixties. At that particular era, the mood and emotion ofan
genuine enthusiastic young student have been expressed fluently.

The #1 in C major has been dedicated Huang's close friend, Cui Shiguang, a Chinesepi-
anist and composer later on. The music describes the since of sea in Qingdao, whereCui’s
home located. Duration: 3’ 12”".

The #2 in ¢ minor was dedicated the composers girl friend who became his wifeafter-

wards. Duration: 320",
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( THREE EXCERPTS FROM THE BALLET “DREAM OF
DUNHUANG”, Op.29)
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The magnificent cave art at Dunhuang, in Western China sets the stage for the ballet,
“Dream of Dunhuang”.

In the middle of the vast wastes of Western China, lies the oasis of Dunhuang, situated in
today’s Gansu Province. Since the Western Han Dynasty (202BC - 8AC) , Dunhuang was an

important trading and cultural center on the famous “Silk Road’,the ribbon of communication
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which fostered the historic ties between East and West. In the East was China,source of treas-
ured trading articles such as silk; in the West,the " road* branched to Venice, and north to
what is today's Russia.

The muralled caves at Dunhuang, which were begun the Northern Wei dynasty(336AD) |
and developed over one thousand years into the Qing Dynasty,re presents one of the world’s
richest cultural treasures. Drawing on bothn Western ( Indian and Persian) as well as Chinese
tradition , the caves, of which 492 remain intact, were decorated as a mines of religious devo-
tion , with the initiation of Buddhism into China. The subjects of the muralssuch as devise, de-
mons , apsaras and boddisatvas , represent the entire pantheon of Buddhist mythology , yet are al-
so significant in their representation of muti - racial and muti - cultural influences, standing as
an important testament to the age old exchange between East and West.

A fabricated fantacia, the story of the ballet was inspirited by the famous artist, maestro
Chang Shu — hong, who dedicated his whole life to Dunhuang. One of the Huang An —lun’s
major compositions with the play written by Xu Qing — dong, the score of “ Dream of Dun-
huang” was completed in mid —1979. The ballet has been dedicated to the composer’s closest
friends, Canadian writers John Fraser and Elizabeth MacCallun. Up to the date this CD being re-
leased ,the ballet has never got a chance to performed in mainland China. Nevertheless , its music
has been wildly performed and warmly received around the world. The Singapore premiere of its
suite No. 1 was performed by the SSO, conducted by Maestro Lim Yao. It has been also chosen as
one of the “Master Piece of Chinese Music in 20th Century” in 1993. The world premiere of the
complete ballet was performed successfully by the Russian State Ballet of Moscow , directed by its
artist director, Vyatcheslav Godeyev, in 1994, Choreographed by Chen Min, it was took place in
Taiwan with the Taiwan Symphony Orchestra,conducted by maestro David C. H. Chen. In 2002,
ROI of Hong Kong has released the CD of the whole ballet, performed by the Russian Philhar-
monic Orchestra of Moscow. Before this recording conducted by the composer himself , the entire
score was also performed by the Bolshoi Symphony Orchestra of Moscow in 1995,

The ballet,” Dream of Dunhuang” depicts two young artists seeking the ultimate experi-
ence in love and expression. This two lovers arrived at desert and with the guidance of the ce-
lestial maiden,they discover the miracles of Dunhuang. It's divided into three acts: Act 1. Des-
ert, Act II:Cave,and Act IIl; Mogao cave.

The suite No. 1 comes with 5 excerpts of the ballet,the duration is 42 minutes :
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. P (Desert )

ik 8 1 1 S ARG R B B A8 e G LR R R R BE XU o [77047 ]

Arrival at the desert which has been described by the music of ostinato and the sound of
camel bells.

2. ¥ 52 K ( Celestial Musicians)

AR Z AN R AT B e TR R RS A R [720"]

Dancing with various Chinese instruments, the celestial musicians float down from the
fresco- -+

3. KA ( Gods of Wind)

WIS B KN, B T L EAREK, B ZARFEH L H&E, [6'097]

[ JRURR™ AN Ta) DT e 3 31 Rk ™ ]

The two lovers are aparted in the storm and the girl is blown away. Fighting with gods of
wind, the boy falls into a swoon.

[ “Gods of Wind” is directly conected to “Celestial Maiden” without break. ]

4. K KA (The Celestial Maiden)

WEH A CR L ZBTFKA e m MIEmE LW EE, s 5 2 AREFH
& L ER . (9'557]

Celestial Maiden helps the boy to attain his goals by their long ribbons.

5. Rj—FEAK( Finale—

AFIEIR R, BUAZAR K TR A X A7 LTRY H 3 R - XL, 48
F A 2 R[] ) B 1) 2 e [8'18"]

Scene of revelry, everyone happily celebrate the reunion of the two artists. At the same

Revelry)

time , quietly , the kindhearted celestial maiden flies back to the glorious fresco of Dunhuang.

EETERI CEUREF) S _gHilh

A A MR T SR T B A R AN TSR, BRT (ZAE, AMRNIEAY
i H ZRBE ) .
1. PIAE (Feather Fairies)

2. JHERr#E (Persian Dance)
3. FIEE (Indian Dance)



