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Brief Introduction to: Dr. Yao, Heng—lu

Professor Yao has been teaching both in Music Composition and Music
Analysis Since 1995 at the Composition Department, The Central Conserva-
tory of Music in Bejjing , China.

Degrees of Mmus (1990), PhD (1994) in Music Composition, both ac-



quired from The Leeds University in England.

He composed many different music pieces and published 3books named,
1/ TECHNICAL ANALYSES OF 20th—CENTURY MUSIC COMPOSI-
TION, April, 2000;
2/ TEACHING MATERIALS OF CONTEMPORARY MUSIC ANALY-
SIS, Dec., 2003.
3/ A GUIDE TO MUSIC APPRECIATION FOR THE NECESSARY
PROGRAMS (9 volumes) in 2003.
4/ THE STUDIES TO THE COMPOSITIONAL TECHNIQUES OF LU-
TOSLAWSKI'S ALEATORIC MUSIC, 2005

He had been awarded a research fellowship from National Education
Ministry entiled “Trans —Century Training Program Foundation for the
Talents of Humanities and Social Science by the National Education Min-
istry” in 1999. He published over 70 academic papers since 1993, one of
them called THE COMBINATORIAL COMPOSING PRINCIPLE OF
TRICHORD SET—ANALYSIS TO BABBITTS SEMI-SIMPLE VARIA-
TION, had been awarded a Certificate of Achievement in selection in world
wide web of internet by Colby Information Center of Science & Culture, US-
A, in 2000.

Among his over 70 music works, there are, SEPTET, for flute, clarinet,
bassoon, piano, violin, viola and cello, in 1993;Symphony No.1, SUBLIMA-
TION, 7 movements, in 1992; RAINBOW  for orchestra, 1999; TRIIP-
TYCH OF YANG GUAN, for cello and piano, 2001;RECALL, for solo cel-
lo and 7 players, 2004; Sextet, A MOUNTAIN TUNE, 2004; A FLOWER,
for plucked Chinese Instruments; Piano Suite HISTORICAL REMAINS OF
QIN RHYMW & FIVE PIECES FOR BEIJING CHILDREN’S FOLK —
SONGS, and a number of artistic songs.
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Musical Notation

“Musical notation is so familiar to us that few are aware of the difficulty of the problems which had to
be solved, and the innumerable experiments undertaken for the invention and perfection of a satisfactory

method of recording musical sounds.”

— SYLVIA TOWNSEND WARNER

Our musical mutation is the result of an evolution that reaches back to an-
tiquity. It has adapted itself to successive systems of musical thought, and contin-
ues to do so. It is by no means a perfect tool, but it has proved adequate to the

constantly new demands made upon it.

Ol %%E@iﬂiﬂéﬁ (. 1-1-1.mp3)
The Notation of Pitch

Staff

Musical notation presents a kind of graph of the sounds with regard to their du-
ration and pitch. These are indicated by symbols called notes. Which are written

on the staff, a series of five parallel lines with four spaces between?

The position of the notes on the staff indicates the pitches, each line and

space representing a different degree of pitch.

Clefs

A symbol known as a clef is placed at the left end of the staff, and deter-
mines the group of pitches to which that staff refers. The treble clef (é) is used
for pitches within the range of the female singing voices, and the bass clef ( 9 )

for a lower group of pitches, within the range of the male singing voices.

Pitch names
Pitches are named after the first seven letters of the alphabet, from A to G;
the lines and spaces are named accordingly. (From one note named A to the

next is the interval of an octave, which—as we have seen—is the distance from
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one do to the next in the do—re—mi—fa—sol—la—ti—do scale). The pitches on the

treble staff are named as follows:

9 rey o) o ]
ﬁ’TLK = [ ® ] © 2 |
ANAY4 F=Y [ ® ] — 1 |
D)
E F G A B c D E F
And those on the bass staff:
Y - 1
—*) = ¥ S 1
4 Pay [ ® ] ke 1
c [ ® ) b |
G A B c D E F G A

For pitches above and below these, short extra lines called ledger lines can be

added:
| VA ]
s - ]
ANIV4 1 O 1
oJ s o ©© s T ©
A B C D G A B C C D E F B C D E

Middle C—the C that, on the piano, is situated, approximately in the center of
the keyboard — comes between the treble and bass staffs. It is represented by ei-
ther the first ledger line above the bass staft or the first ledger line below the tre-
ble staff, as the following example, makes clear. This combination of the two

staffs is called the great staff or grand staff:
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G D E F G A B {64 D E F G A B C
Accidentals

There are also signs known as accidentals, which are used to alter the pitch
of a written note. A sharp (#) before the note indicates the pitch a semitone
above; a flat () indicates the pitch a semitone below. A natural( ) cancels a
sharp or flat. Also used are the double sharp (x) and double flat (b)) , which

respectively raise and lower the pitch by two half—tones—that is, a whole tone.

Semitones

The piano keyboard exemplifies this arrangement of whole and half tones.
The distance from one piano key to its nearest neighbor is a semitone(also called a
half tone, or a half step.) This is true whether the adjacent keys are both white, or

one white and the other black: thus, from E to F is a semitone, also from C to
Cg.



