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ABSTRACT

As the first contemporary Chinese composer recognized by the Western musical world,
Chou Wen — Chung is widely acknowledged for his innovations and contributions to the pro-
fession . His music is a successful fusion of Eastern and Western musical language ,and it has

continued to receive critical acclaim.

Cursive (1963) , a duet for flute and piano, is one of Chou’s most important composi-
tions. In this work, the composer tries to express the aesthetic principles of Chinese callig-
raphy musically. This thesis provides a thorough analysis of the musical materials and com-
positional techniques employed in Cursive , and based on this analysis, the author attempts to
illustrate the compatible elements of Western and Chinese musies contained in the work . The
author also highlights how certain musical feature of the work are related to Chinese callig-
raphy .

Although Chou has enjoyed success as a composer for about a half century, serious
scholarly studies of his music were not done till the last decade.lt is hoped that this study

will contribute to a more comprehensive understanding of Chou’s musical creation.
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CHAPTER 1
INTRODUCTION

A native Chinese who had his primary musical training in the West, Chou Wen — Chung
is “ the first Chinese composer in history to make his mark in Western music.” ' Chou is"a 20
th century innovator just as daring as was Gabrieli back in the days of Venice’s musical
glory.” * His music is “a remarkably successful fusion of Chinese tradition and sophisticated
Western vocabulary and style.” * For a long time, Chou has been one of the few prominent
Asian composers known in the Western musical world, and his practice has had a strong in-

fluence on East Asian composers.

1.Chou Wen — Chung s background

Chou Wen — Chung was bomn on July 28, 1923 in Chefoo (Yantai City, Shandong
Province) . He studied Violin, er — fu (a Chinese fiddle) , harmonica, and zheng (a Chinese
zither) in his early vears. During the Sino — Japanese war( 1937 — 45) , Chou’sfamily traveled
to Shanghai , Guilin, and Chungqing, where he received a Bachelor of Science degree in Civil
Engineering at the Chungqing National University . After the war, Chou went to Yale University
on a four — year scholarship to study architecture . However, upon his arrival on the United
States, Chou saw the opportunity to pursue the study of music, and istead of studying archi-
tecture, he entered the New England Conservatory of Music, studying composition with Carl
Mckinley and Nicolas Slonimsky in 1946.In 1949, Chou came to New York to study with
Bohuslav Martinit and Edgard Varese. After receiving a master’s degree from Columbia Uni-
versity in 1954, Chou worked as the technical assistant at the Colunbia Electronic Music
Laboratory . During the 1950s and 1960s, Chou worked as an instructor or researcher at several
institutions, including The Greenwich House Music School (1953 — 56), the University of
Ilinois at Urbana — Champaign( 1958 — 59), Brooklyn College{ 1961 — 62) . Hunter College
(1963 - 64) . and the Horace Mann School (1962 - 66) .In 1964, Chou joined the faculty of

" Alred Frankenstein, “Symphony Plays Work by Chinese,” San Francisco Chronicle, December 4.,1959.

? William Mootz, The Louisville Courier — Journal , October, 1955.

} Edward Murray, “Chou Wen — Chung.” in The New Grove Dictionary of Music and Musicians , edited by
Stanley Sadie ( London: Macmillan, 1980) ,vol. 3, 359.
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Columbia University . Later, he served as the chairman of the Music Division (1969 - 89) , and
the vice dean of the School of Arts(1976 ~ 87)at Columbia University . In 1978, Chou became
the director of the Center for U.S. ~ China Ars Exchange at Columbia University .

Chou’s awards and grants are numerous.In 1955, he obtained a grant from the Rocke-
feller Foundation, which enabled him to conduct research for two years on traditional Chinese
music and drama at Columbia University . He was also a recipient of Guggenheim Fellowships
(1955, 1956), a National Institute of Arts and Letters Award(1963), a New York State
Council for the Arts Commission Grant(1964), a William and Mona Copley Foundation
Award(1966) , an Alice M. Ditson Fund Grant(1969) ,an American International Music Fund
Special Citation(1970) ,a Koussevitsky Music Foundation Commission Grant( 1975) , national
Endowment for the Arts Commission Grants( 1975, 1989), and a China Institute’s Qingyun
Award(1985) .

Chou has completed about thirty compositions. His works have been performed through-
out the United States, Asia, and Europe, and several of his orchestral works have been per-
formed by the Chicago Symphony, Philadelphia Orchestra, New York Philharmonic, San
Francisco Symphony, Berlin Philharmonic, Orchestre Nationale (Paris) , Japan Philharmonic,
and Beijing Central Philharmonic . Most of his works are pubilshed by C.F.Peters Corpora-
tion;ten are recorded.

Chou Wen — Chung is “a fine and perceptive critic, balancing musicological analysis
with a clear sense of the broader social and cultural ramifications of creativity.”* His articles
can be seen in some leading journals such as Perspective of New Music, The Musical Quar-

terly, Current Musicology, Symphony Magazine, as well as in many other publications.

2. Compositional style and the “variable modes”

Chou Wen — Chung’s compositions can be classified into two categories: “pentatonic —
related” or “variable modes ~ based” compositions . The first category consists of all of his
early works — from Landscapes (1949) to Poems of White Stone (1959) — and a few later
works . In these works, traditional Chinese pentatonic melodies serve as the basic materials

dealing with pitch organization.Since the early 1960s, beginning from Metaphors (1960) ,

* Brian Morton, “Chou Wen — Chung,” in Contemporary Composers , edited by Brain Morton and Pamela
Collins (Chicago: St James Press, 1992), 181 .
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Chou Wen — Chung has developed a personal compositional method based on his “variable
modes.” Most of his works completed after 1960 belong to the second category .

Chou Wen — Chung’s creation of “variable modes” was inspired by I Ching , the oldest
surviving text in China. Although I ching was originally a book of divination, its rich philo-
sophical connotations have had significant influence on Chinese culture.In the Chinese lan-
guage, [ means “Change,” while Ching means “classical book .” Thus, I Ching is normally
translated into English as “Book of Changes.” By observing nature, the ancient Chinese be-
lieved that “changes” were the only constant phenomena of the universe.According to /
Ching , the change from one pole to the other is the universal law, and everything can be de-
scribed by observing its change of Yin and Yang . Yin and Yang represent two polarities: Yin
refers to the feminine, passive, or negative principle in nature, while Yang to masculine, ac-
tive, or positive principle.In I Ching ,two broken lines(- -) represents Yin , while one unbro-
ken line(—) represents Yang .Putting any three Yin or Yang lines together can produce a
trigram . There are eight permutations of trigrams, each of them has different symbolic mean-
ing. Example 1 shows the eight trigrams of / Ching .

Example 1. The Eight Trigrams of I Chig

Kun Ken Kan Sun Chen Li Tui Chien
(earth)  (mountain)  (rain) (wind)  (thunder) (sun) (lake)  (heaven)

The combination of any two of these trigrams produces a hexagram, called Gua in Chi-
nese . There is a total of sixty — four hexagrams(see Example 2, page 4) . I Ching provides a
thorough interpretation of these sixty — four hexagrams.
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Chou Wen — Chung’s “variable modes” have evolved over three decades. Although there
are some differences between his earlier experiments and later practice,all of his modes used
in different periods have the following characteristics in common:

A. Each mode partitions an octave into three segments; each segment covers a major
third (interval class(ic)4) . This corresponds to the trigrams of / Ching :each trigram consists
of three Yin or Yang lines.

B. The minor third(ic 3)is analogous to the Yang line,and the major second(ic 2) ,or
a major second followed by a semitone (ic 2+ I), for the Yin line.Chou Wen — Chung uses
binary codes “0” and “1” to indicate his modal structure: “0” represents the Yin segment,
and “17 the Yang .’

Example 3. Yin and Yang Segments of Chou Wen — Chung’s “Variable Modes”

Yang yin
_— 4 1T TT 1
s —bor H ry — p— 4
%JV [ &) K| I ~ Y 1y O
L 1] L o] or L o]

C. There are eight “variable modes” which correspond to the eight trigrams of /
Ching . Each mode can be in an ascending or descending pattern and both have the same
intervallic structure . Below (Example 4) ave the eight modes used in Cursive . For the conve-
nience of comparing the structure of these modes, all the modes are transposed to begin with
the same pitch. The beginning note of a mode will be called “principal tone” in this thesis.

Example 4. The Eight “Variable Modes” Used in Cursive

Earth(e): [000]

Tn - = = gy Ho (o3

y a0 = 1 = o O o He

or © 2L oA = bl —

) [ o 0 0o 1
Mountain(m); [001]
_fH e e PP

A = =) = o 8] o O —

i - LS ) "L & ] ~7 — 11
o — T i
( 0 0 i ]

* Chun — Ming Kenneth Kwan, Compositional Design in Recent Works by Chou Wen — Chung (Ph.D.diss.,
State University of New York, Buffalo, 1996) , 18 - 19.
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Rain(r): (010]
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Wind(w): [011]

-0 P,
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C 0 I o]

Thunder(t); [100]

JJ E— P — —= . — W \l)* —
y 4 1 L O [S h1x ¢ ] T - hd 1
 #.an Y Xy L A kil — 1
;)JI [ § ] iy 11

[ | 0 0 I

Sun(sy [ 1011

JE = = S — e —— p— |
l’AL! 144 ¢ ] IE() © — % QH
ANV S ] 1 —— 1]
Y 1 0 1 ]

Lake(1): [110]

) . Lot T T
P4 e T T e 1‘4} [ & ) SN |

{7 by has — —ir i —

b}] [ ] — 1 — 1]
] ! 0 ]

Heaventh): {1111

) o= - -7

. - = - - = vy S ] —

l\‘[m jl;Tl lﬁ() -~ ng(‘ 4.'[%
Q) [ & ] iy In}

[ 1 1 1 ]

D. The modes are always used in a pattem combining two modes which go to the-dif-
ferent directions, one ascending and the other descending. It corresponds to the hexagrams of
! Ching: each hexagram consists of a pair of trigrams. It also reflects the opposition of Yin

and Yang .In most cases,Chou uses two differeent modes in the modal pairs.

3. Preliminary comments on Cursive
Chou Wen — Chung’s deep appreciation for Chinese calligraphy resulted in his composing
Cursive , a duet for flute and piano. The work was finished in 1963, when the composer was

teaching at Hunter College. It was premiered by Harvey Sollberger and Charles Wuorinen on
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January 13,1964, at the McMillin Theater, New York City. °

As one of Chou Wen — Chung’s principal works, Cursive has continued to receive posi-
tive comments . Viewing Chou’ s music, Dale Higbee wrote: “ Cursive for flute and piano, re-
ferring to strokes and angles used in handwriting and essentially based on analogy with Chi-
nese calligraphy, seems more contrived to me, but it is a considerable tour de force,
nonetheless , and splendidly performed.” 7 Brian Morton pointed out: “ Cursive , a duo piece,
contains a level of internal variation, along the lines of Varese’s ‘organization of sound,’
which is far beyond the earlier work (of Chou) ,and there is no sign in recent compositions of
that adventurousness being compromised by either academicism or a comfortable personal
manner.” ® Edward Murray gave his comment in The New Grove Dictionary of Music and
Musicians : “Care in the treatment of single notes is particularly evident in Cursive , the title
of which bears witness to Chou’s continuing concern with the simultaneous spontaneity and
discipline of Chinese calligraphy . Microtonal variations and similar subtle adjustments are
found in the flute part; in general, the performers are given an unusual degree of rhythmic
freedom within a controlled scheme.”’

Chinese calligraphy has significant influence on Chou Wen — Chung’s musical cre-
ation.The essential aesthetic principles of the Chinese calligraphy can be seen in most of
Chou’s works , among which , Cursive , as the title suggested , most directly shows the connection
with this old Fastern art. The relationship between Chinese calligraphy and Chou’s Cursive
will be detailed in the Chapter 4.

® Cursive was recorded by Composers Recording Inc. (CRI SP 251), and was included in a CD set of the
selected works of Chou Wen ~ Chung (CRI CD 691)issued in 1995.

" Dale Highee , record review, American Recorder, USA X1/4 (Fall 1970),14.2.

® Bria Morton, “Chou Wen — Chung,” in Contemporary Composers, edited by Brain Morton and Pamela
Collins (Chicago: StJames Press, 1992),181 - 182.

® Edward Murray, “Chou Wen — Chung,” in The New Grove Dictionary of Music and Musicians , edited by
Stanley Sadie{London : Macmillan, 1980) , vol. 3, 359.



CHAPTER 2
FORM AND MATERIALS OF CURSIVE

Cursive consists of two sections, each subdivided into three parts.The second section is

an abbreviated reiteration of the first section. The musical form is diagramed below.

Musica!l Structure of Cursive
Section | Section |l

Introduction + A + B + C A + B + C + Coda
mm. 1 2-25 26-44 45-72 T73-T76 T7-95 96 - 101 102

1. Introduction and Part A

The first measure is an introduction where the flute plays repeated eighth ~ notes with
microtonal changes. Although the introduction is short, its recapitulation at the end of the
piecec (m. 102)brings out its significance, unifying the musical form.

Part A begins in the second measure where the piano draws an undulating melodic
line . Two basic materials dealig with the pilches are presented in the introduction and Part A:
“variable modes” and “narrow register materials (defined on pages 14-16) .” Example 5
lists all the “variable modes” employed in Part A.

Example 5. The “Variable Modes” used in Cursive Part A

ET
t [100] 1 [110]
S heoy
f ﬁ‘? b H—Ho—© © ﬂi #ﬁ ; T
Piano —ffam—1© —" T T—go— I
‘Q!:)V O o bo— oo T i8]
m 2 d mm. 4-5
m [001] w [01t]
%ﬁﬁ,—a—t‘_ﬂw@’—ﬂ ro o— |
—<& ~-O— Tty HO— AU T
o .
m. 7 m 9
A Y [o11] m [001]
v o 1 IT 1 ‘El\gl_l
g = L8 ] O by ] Tr ‘—‘,—99~—:HW
—"s M v ho L. 1T H v Mo
‘fj/ B v JI:,)% IT O o A(L%() o 1

m. 11 m. 13



