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Discussion on Interchangeable Use between
Tunes and Words in Dutch-Door-Bookbinding
Hymnbooks Based on “Memoirs of the Passed
Seventy Years” by Gim-Seng LIM

CHIANG Yu-Ring

Full Professor of Music Department of Soochow University
Abstract

Memoirs of the passed seventy years was written by Gim-Seng LIM in 1976. LIM was the
church music accompanist from 1907 to 1911 at Thai Ping Ching Maxwell Memorial Church in
Tainan, Taiwan. As many details regarding the application of church hymns accompaniment were
mentioned in the memoirs, this article is therefore set to discuss themes related to the selection of
hymn tunes, transcription of sheet music and hymnbook-binding in the early period of Japanese
occupation Taiwan, in particular to the ways of free interchangeable use between tunes and words in
hymnbooks, the application of tonic Sol-fa notation and the extended cycling applications of hymn
tunes and words in Dutch-Door-Bookbinding. By means of these themes, one can find the possibilities
of alternating hymn tunes and words with hymn meter as well as opening the possibilities of further
study.

Keywords: Hymn tunes, Hymn Meter, Tonic Sol-fa, Dutch-Door-Bookbinding, Split-Leaf Psalter
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1907 EFEHig - MIfEHiEheE (REHEFTE ) HEMIEE (1894-1980) - 1
AR BENRSIHEE RS - WA EE SIS (Séng SiKoa) (LATHE (EEFFH) )
FRAUEFEC  BLIF - FIZRE2E EIRIMEREE - B2 E AR BRI AR " BRI o B
o D EBRYUEEEAERGETHSE (1907-1911) FEEMMAIEA - fFEM19764EFTE R
Bk (CHFEFIZEIE) PAHGRrEs -

CfEsEEE - TEREFF e ArERAERE ., 5R T —EHikE L W (E
FF) 0 R1900FEHH R (William Campbell » 1841-1921) fFERgHIREE » HEtUsk1228
e B TR AR S > MERAEEE T BRI GBEERE ) IR DU RN
T~ HGE 2R - B T BfRAART G EEERE ) WUfREE AL - MIAGRATT

TEHEF MBS E Lotk SEATRAE ALARZ@AELTET

W BT ERLEIFHH FE e Kk RBERXEE  ——FRwEH S

g HEREREATAE 0 AFMR G R c FRIERRE © Lk —F o &

ARTEL 0 B E R R A B (R 89.0x12.00 ) B ECE —

oo REBEREER » HITARAK

DR - MR T ERE S BEEEEE ) nl ok ¢ RHh - B HEET=(ESEE - ASURIREE
=(EA BT R -

1El : TRIEGEE & A BT ERIH 23N o i

IRIEMSRAERECH, - T E AT AESE « H—FsChurch Praise » H.7XFsSongs and Soles - 17
BBR  FE—T2E 0 1A B T BRI E &S SkSongs and Soles—fiiFHIY -
SEOAE R B - AR E D E R S B RN | T - SE R SCFHAY T Songs and Soles |
TR 2 AR B8 55 Sacred Songs and Solos » 55 REEZHE 1874 19004ER » HI1E BRE

1 HRERAE[1976] - (ETFERZEIRE—EMEFHFMREIL) - (BRG] - H11-13 © SHE ] 2E K
[2008 - [f#1989] « (FE/KIEREHELE) - (WAL « ETFRTZEEEFMSHFHER) http:/www.
laijohn.com/archives/pc/Lim/Lim,Gseng/recollect/Dict/1.htm (_EfHHA : 2014.07.29) - HRAAEE D » 2% ¢

CHRERAE: RE R ZEE K% ) http://www.laijohn.com/archives/pc/Lim/Lim,Gseng/recollect/Dict/2.htm ( g H
1 : 2014.07.29)

2 ASTATIREERY o AEREAYFFHCA (Hymnbook) - N EFHAGE - BIFEZEEFAISIUA » BR19004: HfRAY
CEEEFE) 41 - HERERR (BERE) - BRI LA R AT -

3 FRERAE[1976] © E11 o BbAh - SCHFER AT (Tiau) ~ FramsCiias - Z5EE0 e, & - BRSSO - A3AT
SCEDE R -

4 SEBEMERSUREN - HEIER SRR - 2T EE (2004) - (HEFFHR ZEE R REE BN L

B o Zb  ZEEEECCE - H97 5 AN o MEEFE20104ER T 22 LB anE | g DIk T RAsE & BEE

5 HI5IE © DAY » ARSI L ERE A (A5 -

MERE[1976] - FIE > EH13-14 -

MR#RE[1976] © [FE > E11 -

MRERAE[1976] © [ L - H13 -

Ira D. Sankey (1874), Sacred Songs and Solos. Tonic Sol-Fa Edition. London: Morgan and Scott * R B[ EAFRE A

FEGEC.736.a(11) » FRERAEE » 18744 MiSacred Songs and SolosfER311 » MFE2004FF8 1932 (TLER

00 3 N n
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1200 -

E (i (Frederick R. Johnson ) JA19084F H K AEHHEEM R EIE » HK AMargaret JohnsonH|
AT R BB - 2 Sacred Songs and Solos - 5EERTA - KIRFFFEIHER - 19004FHY
1200 EfiliSacred Songs and Solos i » FHE Z 1900/ © i - 1897FFEIAISH — AU
# T —T2E ) NEGEFFHR > ERERT50E Sacred Songs and Solos ~ 1381 New Hymns
and Solos ° [72815 The Christian Choirf ) &3] ([E1) -

Sacred Songs & Salos

{COPYRIOHT.}

A IR

IRA D. SANKEY.
1169 PIECES.

1. Spcoed Songs mnd Faoles. 750 Pieces,
2. flstn Wymns mnd Felos. 138 Pleces
3. @he Ebristtan Eheir. 281 Pleces

WITH A COMSOLIDATED INDEX OF
FIRST LINES OF HYMMNS.

MORGAN AND SCOTT LI

Dvycx oF Ehe Thelelian,
ta, ParexnceTEn EUTLDomGs,

LOMN DO

BRI TES N TTLARE

&1 : 1169E fiiSacred Songs and Solos=HH

(R 122 H - MEAMMSRAERTS " ARERER, - HEF -EIGIEENE
T TEME L (Meter) - AJEEEAHBGER: - P40 (BEEFEC) 281058 [(HPBRZFAR] (FE

(2004) - [A.L - H71103-104) - {7 —12 - FIFRE S EEEAMHES » SankeyHl T - HIRE
{BEZERR © Ira D. Sankey (1874). Fiinf Lieder aus Ira D. Sankey's ,, Sacred Songs and Solo’s “. Frei aus dem Englischen
iibertragen. Basel: Buchdruckerei von G. Schultze - KBLEEEERIA © HEIR © D.619.c(14) °
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F) o BEEREME > BWGIHUFETEL (Syllabic) UM EEEFTEIANARE (CHRINGAEE > F5k
%) - HRZEB " —F &, WL TF, () NREE - BEASE - HEREER
FRFE7,7,8,8,7,7, B8R - BRI MORBECHRATEE A o [ERERZ F55 ] SeRiTfses” - &
AR E 1778415 [ Weil ich Jesu Schiflein bin] » 18784 #iEIZER AT [T am Jesus’

little lamb ] = 19144 (E0iET) 551247 - DIROUSSEAU'IE [HEfRZE] » 19374
<<£E.|:d‘>> HIPA7S A2 AR5 BIEF [ Nun so reis' ich weg von hier ] FUfEEPEMBERTONF ]

HIEES o« il - 1900FMERERTEN - EF M HNIChurch Praise” % Sacred Songs and So-
los » WK%E?%K%ROUSSEAUH@%@ » ANERAE [ 1 am Jesus' little lamb ] AYEER o HAN » Sacred

i

Songs and Solost 13 G /& 88#7,7.,8,8,7,7, A - KB REZ G HIRHIChurch Praise » 1£56
—hR18834EHISTSE » E1907TH xR —R784E » #EANEMEAERMY " —F%5 , - 4lF

ME—)— T LOWLINESS (1908-548) " » f7&#H1#7,7,8,8,7,7, » FAZKIE [ Who is He, in Yonder
Stall] - EJ1900%FEke (EEFFH) B9y [ BRREEMEN] (19234 R (BEFF) #146
H) e

Gdn 8 rul. kIt stm-jiiin kiin.

9 ARSTHBRMEKAE [] BoRiif o phoh -
456) -

10
11
12

13

{Goba sila-so éiti"ko) (1900) -

le.fhl.net/new/ob.php?book=28&version=&page=94

TLER (2004)
A ARF L FRE R4 (Tune Names )

» [l E - E{460 ¢

(Séng Si Koa)

- BIvfE

FEBIL - B2 19004 (BEFFE) 38105 [k %] BT
G R19306 (BEEF) 1508 [ T BHRHR ] AEF I -
105 L8877, . ]
Baso & 10"ke, ' .y . i
e BEBREHABEHR A
' Gén ohiah howt-bi b6 honls B TEE NI 4
n ’ B B 0T R WE® 050
J-s00 thid®,gda, Ii-so bat gia, B B8 AR & BE—
Tik-hiing hok-khi &7 I ha* géa, | i B E’EE ERENZE
'lﬁkajir.khgﬁﬂ léng bd Ii, | & #% E'fi{ﬁa!ﬂ:i_‘iﬁiTi ﬂ. "
| I idh bat gba & midj. , SRR RS T ERl
2  Gda & chhut-jip & péng-an, Bl o I
[ Lidng bd iau-gd kap kan-lin, gchm, ) i
ﬁthﬁr& ﬂ;;l ﬂ]i;jhhﬂu-i:su cllﬁiil-]"kﬂ:ﬁh la;ﬂr- Y
fkiln hioh hin lén, -l an A an N
Gida 1 chhii-ta serig khu id, € g"ﬁg *'i; #: ﬁ E {“F {k é
Chhaa kdu khe-pi® hio' géa chidh. o 'I__ ; F-;iﬁ 'E: f&ﬁ mﬂ lﬁu HE
3 Gida Lol hoar-hf kék ehii-chiii, p [1e !',!: i ;‘I&i ) 4.4‘:5 W i
Eig tidan id"-tidu b sin-hii ; ;Té.m' S W I H
Gén his Bok-ehid khoan-thii ehin ha, T = 5 0z ﬁ K
Kiwm-sl T'T &ng chlia & phi - F’:]- T ‘Hﬂ ,i,; 1%
Efig-kng chd-ii ha goa ml, ﬁ 3 B ) E

BEYRIE -

TLEIRR20044 iR (REFFH) 1 -
» H99-100 - 2% (EARELEAILE) http:/bib-

1900-105E Fr#EE (H

Synod of the Presbyterian Church of England (1907). Church Praise. Hymns, Metrical Psalms, Chants, Sanctuses, An-
thems. London: James Nisbet & Co., p. 485
FERAB TR ¢ ARG — & - PI011908-548 - AI19084ERRAES48E -
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BAAROUSSEAURIIEE » BR 1@ LM EL1E K Church Praiselift (1907-569 ) fEfE2KIR
ZHN s FE19004-Sacred Songs and Solos™ - i FH TROUSSEAURYSELE » @K R 2 Sa-
cred Songs and SolosHJEEH/E8,7,8,7,4,7, (§&H2) -+ M127,7,8,8,7,7, (1914-124 » FE{FI3) -

F512 + Sacred Songs and Solos (1900-376 ) FEE3 : (EOWEF) (1914-124)
Ho. 378, (%4 Come, pr Sinmers. ROGRIEAL, 7.7.88.0.1.
© g st Rtk 1 - L
Et =
EE=7
CEwrse —
F_}: :-I._E. & - ; ) T [} [ L
= i dd gyl Jddddgdd
é':‘L.;__-l EE = s === .‘ = %\i ' = et T H
e .
E' — :-i--:-: :-:l_!:_-__: :i-:;__' I]
SRS SR Bt R =t
i e — g
e e e =

TEUL AT DAER 191448 RR (B LIHEE) B 124 RINERE (1914-124 - F4HI3) HE sk - FE
b AR —E . HEHEER L - 55—/ T Come, ye sinners, poor and needy |
JUEEE (GEE12) - (BOMET) DUEE R R R EEER - BN EFTGEEE (&
D) FEEIH (FEEN - ) - EIILEE - HEREAAHE - EERF (FEF2)
R Ry 2 O E S BB A) " He is able s » FRRARTE E > AT —AH(EEE - B L2
8,7,8,7,4,4,7 (FRME « BRIV E AN EEWEEIENNE - BB Gia" -

2. 3R s TIRBRIUCESRE o — —WRIYER A IR A RS - SEWIERGEEAE - DIRIE R 2
il
FE19004- HRRAY (EERFH) Mtk —& [BEEBRARER] (1900-122) - BEAME—TLE
AEHIRTC (REBI4) - 38 ER TR AY P L R B fRs -

14 JLEE (2004) - [AL > EH458-459 -

15 FEREEAWVERE  EXERNEEETE  mRENEFEF - BiEo5 - fl=E5E (EFF) 1964-144
FJHELMSLEY - FEERMIT R 58,7,8,7,4,7, * BE = REVHGA "IEFFKEE , (Ha-le-lu-iah) » SEERNABGEIE—
R T4, ; {HETE1964-418HJVESPER HYMN - BTN F58,7,8,7,4,4,7, - W)Y T BLrfERY |
(Kap goan ti-teh ) BRRHHE S 4.4, -
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{EChurch PraiseZ5743 5] LALE] [ B0 (~7#(5 ] (The Lord bless thee, and keep
thee ) HUFAFEEIAR (FE{I1S)

2055 © Church Praises5 743 LG EL
743

Firat Seiting. The ¥lessing.

Slowly. Arr by L. Masox.

:_pp., R - erce. ,
' s 1 Fr f':, f -r;- ] rrr
The Lord bless Ilme,‘and l:ev:p thee : The Loul eIhsﬁwe o slnna up - ou! thee,

e _‘f:"m' S
i %F%w--;%fiﬁf— ARG
Iéfi_;TﬁLﬁL.guﬂug g’;igﬁt

|rrr

¥
i o e 8 |
N ]
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19004F-kfiSacred Songs and Solosth - {F IS —E e 2KNEE E [ The Lord bless thee,
and keep thee] (1900-295) - FEFI6HY/E L AENFEMRHR295% FIEHRERHE "N. H.
137, - Et2RIHEL » 11695 i Sacred Songs and SolosEIH FITTEH 138 New Hymns and
Solos I 13TE -

2416 : 19004 FfKiSacred Songs and SolosZ5295
FUELIC WORSHIP:
Ko, 205, (%) The Lord Bless thee and Beep fhee,

(W rtdin far Mr, Woady's Schasis gt NErtAReld,]
l-lm-l'- ok, Luer s Iln—.

S e

"I:- Liwd bioms thota sref berp ihen ! che Lo makes Hinfece b wp - om tless, il b

DR = 1

whem,  Ard e gre-fSostun « 8

a1 The Lesd BY ap Hi

oremiEnsse, Il-ll TGN 000 Cp -2 Ul ol leen haw - g™
| —

S ;m,n:ph——,.,F ':_"'.'-i?ﬂﬂ

Sacred Songs and SolosHJEHA @ Bl B EBRBE S AN EEABEETRTK AR
FhfR (Staff Edition) K FRIHEFERYEFHACER (Sol-Fa Edition) iR - B ML RS RCFET
HRRAER - 8T —BE2F" - KRBT fC e - KB N2 B E A TR B R SR kAT
B "R , (Tonic Sol-fa) —EHEZ HEFHZE 19205 /54" 1874455 —hfiSacred
Songs and SolostHfilF » BB FESTT AU RIGLRERY T EFECREE ) - B E M RE AR -
AR AR — e R - thEEBIERTE - 15 LA 7#Sacred Songs and SolostI{fi B g H1H EE
1 -

P ERELEEE ) B2zt (Sarah Ann Glover ° 1785-1867) #£BAR) T EFIEHL

1 (Norwich Sol-Fa) {EEkifizk" o :EfEF RIS - HI AT C (John Curwen »
1816-1880) H 184254 EKJIHRAB - Zh IS ~ ¥5¥R ( Tonic Sol-Fa Reporter » 12144 Musical

16 1979 E MRS ~ 20035 f A4 B B H 20y #052 REAR HE R 30 B vy AR G R E LA AT AT IR SR R 4 -
The Reformed Presbyterian Church of Ireland (1979). The Psalms in Meter. Scottish Metrical Version. With Tunes,
Supplement, and Additional Versions. Sol-Fa Edition. London: Oxford University Press; The Free Church of Scotland
(2003). Sing Psalms. Music edition (Sol-fa). Edinburgh.

17 Charles Edward McGuire (2009). Music and Victorian Philanthropy: The Tonic Sol-Fa Movement. UK: Cambridge
University Press, p.221.

18 John Curwen (1875). The Teacher s Manual of the Tonic Sol-Fa Method. Dealing the Art of Teaching and the Teaching
of Music. Tenth Edition. London: J. Curwen & Sons Ltd., p. 379. B Rit&I& 7 201:1835-1850F IR R » REFIRA
Peggy D. Bennett (1984). Sarah Glover: A forgotten pioneer in music education. Journal of Research in Music Educa-
tion, 22(1), p. 65.
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Herald » 1853-1920) "~ AI77 " &= F%EE , (Tonic Sol-Fa Association » 1853) » %7K
BEEHEr 2 0 BLOHERE - St BEHI (Tonic Sol-Fa Agency ° 1863 ) *° - EZEAIM & H
SUEEEARE | (Tonic Sol-Fa College » 1869) *' - JE Iz FF il B B AR B 52 R 5 ¥ 8E (St Fagans Na-
tional History Museum ) HYERIE » 18914F » 232508 A Bl I ElRE 5> « fERBEIR M
SINEERITIUEAC R ~ A RS bﬁiﬁb?FME%ﬁéﬂﬁaﬂﬁﬁ‘;}l CiEE T E P EREE
HEAETEIRR - 2 T EFEEE s s R RO R
BB -

PP E ) WEEFMEEA rp,m, s, 1, t EHFARFEZPEE Do, Re, Mi, Fa, Sol,
La, Si#SEfIA™ « PUREETY FLARES > v DUE BEBlsRn F R » S5 07 240 SCAE 1878 4R H
HRFOR sy B -

#olT: TR e B
John Curwen [1878]. Tonic Sol-Fa. London: Novello, p.23.
i L.ul.h:un Choral.”

t

C.

n 1 sl mmyr i=|n id

d drn|Ltmd|d it 4 1!_ n wmx|d--
1 18 il 1 fae 1 1 1 tas l—-E
1 Lk

' .11t 1--.1

.II‘.f_:ﬁlr W) f fi i M I1.. W ] ||.:-'r-

L |Poor o|Rss o e s ;.-.r'lr:_;.:.l
¢ P o ] 3 P |

19 Charles Edward McGuire (2009). Ibid, p. 222.

20 1%PR#4J. Curwen & Sons Ltd. » Curwen Prints » Curwen Press » The Curwen Studio® » #E T4 - 2010 K
FHEE{T 5 Alexander Hamilton (1950- ) #F » Z A LA HICurwen PressE#HTB#: » (HELEIThe Curwen Studio
BRI R T HERAI/AE] o Curwen Press (2011). History. In: Curwen Press. http://curwenpress.com/index.php/about/
history (Accessed 2014/7/27) ; The Open Company (2013). The Curwen Press Limited. In: The Open Company.
http://www.opencompany.co.uk/company/SC389696/the-curwen-press-limited (Accessed 2014/7/27).

21 John Curwen (1863-1868). John Curwen Manuscripts, Special Collections, University of Maryland Libraries. http://
digital.lib.umd.edu/archivesum/actions.DisplayEADDoc.do?source= MdU.ead.scpa.0019.xml&style=ead (Accessed
2014/7/27); John Spencer Curwen (1882). Memorials of John Curwen. London: J. Curwen & Sons. p.44, 112, 163,
247; H.C. Colles, et al. (2014). "Curwen." Grove Music Online. Oxford Music Online: http://www.oxfordmusiconline.
com/ subscriber/article/grove/music/06973pgl (Accessed 2014/7/27)

22 R T 1945 Idris LewisHYE R - 587%1880- 18904 - i E EMFLAMAVERE - Mk 7 MBI
AR - R T B T S IE S8R5 EL - 2295 St Fagans National History Museum (2007).
Modulator (tonic sol-fa). In: BBC-A History of the World. http://www.bbc.co.uk/ahistoryoftheworld/objects/
zrP91k4cTiSsD6M79g5pvg

23 Charles Edward McGuire (2009). Tbid, p. 130 © BLok » ASCGEFI120919374E R E3E (BE5F) » ERfRGE L - At
HIFLEAI SO T E RS

24 John Curwen (1875). Ibid. p. 88.
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PR A F R EL » | F B RS0 LR E S EFEITERE (Pierre Davantes °
1525-1561) HEEHAY - HIRFEKELITTHIE - gl (EFFHR) F122ENWEF R4 (GEE]
4) - HIZEMH (Jean-Jacques Rousseau * 1712-1778) A 174248 H22 HAE B HHA#H BL>
WA 176 TEAEMAY (F4T8) o ERHRT BRI AEFER T RIS A MBI -

1 2 3 4 5 6 7
ut re mi fa sol la si

FHE A Sacred Songs and Solos?5 IR F RHERE A4 - BT R IR A BN AR » £5E
DIEEERME @ AR HEF 1R 7SRRI - B BE 2R T TRk

=
$5 -

>

3. 3637 ¢ TERSIER W 0 Sk o RS - B EIF LR Z B EE (KD
#99.0x12.08 57 ) #ibH - FEEFRCAS —iRk - R - BETRA

TR BRI - RRBUNEERE R o O T SRR - B R - IR
iR - WA RHRE SRR E - hEFRIAE CEEFF) #ATH - mDUHMREGERR (words
only) REER - KRR HYEERIRIRG 1T - MRERALEFRGEE JIROE » DL " BiRea & B
HEEF ) RFEARRILEY - BRI o B T EERE & B ) W5 ATLLE—F—FL - AIAkER AR
P IESWA [--] FRFRdas—ak - AL THREF9=0,  (Dutch-door » EfESplit-leaf »
Half-leavesE(Cut-leaf) ZE5T1% » FEFAMSE DI K - BhEM EAYEERIE - 78 utifd
RS TEMIREERT ) W EHEESGIRMNEERT 1Y B TRA G R 1854EF T (B H
fiE) The Book of Psalms and Sacred Harmonies - 'C IR EIFRE R EFTE 2522 (Carstairs
Douglas * 1830-1877) HJZHfifii4F /] ( Thomas Legerwood Hately » 1815-1867) ** » #E5THY - K5

25 JLE¥ (2004) - [EE > E104 ; Johannes Wolf (1919a). Die Zahlentonschrift von Pierre Davantes. In: Handbuch
der Notationskunde. Bd. 11. Leipzig. p. 388.

26 [EMR1TAEEFEBIRIEER IR HAYER S Projet Concernant de Nouveaux Signes pour la Musique * EE|1781 A TE
i H A ELHAAR © Jean Jacques Rousseau (1781). Project concernant de nouveaux signes pour la musique. Geneve,
p. 8. https://archive.org/details/projectconcernan00rous ; Johannes Wolf (1919b). Jean Jacques Rousseau’s Zahlenton-
schriften. In: Handbuch der Notationskunde. Bd. 11. Leipzig. p. 399.

27 TEEAME "Notes ; | » FHilt T BT RHEERUEASE - Jean Jacques Rousseau (1767). Dictionnaire de musique. Paris, p.
332. https://archive.org/details/dictionnairedem00rous

28 Jean Jacques Rousseau (1781). Ibid, p. 8.

29 James Oord (2012). "Dutch Door" Psalters. In: URC Psalmody. http://urcpsalmody.wordpress.com/2012/09/26/dutch-
door-psalters/ (Accessed: 2014/07/20).

30 faf9=UEEET (Dutch-Door-Bookbinding ) E4E5TEE o AL HETREAIFTH R T8RS £ TRk » DARIGIH -
MR AE - AP AT PN AN - G AR Z M - AEAEET B AP 5= AR
TEMERAS - BB TG o RIRIESTRGT - (ERFEIREZ - 2l T EPFEFIRS, (Split-
Leaf Psalter) ° ffFF JJRVEIE - tHBHRURAE "R F9=0855T ) AZE o Walter Hately/Agnes Legerwood Macintosh
(1908). 4 Scottish psalmodist: a memorial of Thomas Legerwood Hately. Edinburgh: Turnbull & Spears, p.55.
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BB IR SRR 1 866 UL SR - MEHITE T8 - fefleE B8 (GEflo) 2 |k
FEEMRIELVIL - FHXLUTHER'S HYMN @ Z2—EHEH (LM) - HEtEs,8,8,8, e »
AT 2 TR RIRT R 102/ 5527/ NG 28 B (FEGI9 - b)) - T AFGEARTRE4TRM T
o I EE22E (FRAMONTROSE ) K& &85H (FHHLIVERPOOL ) ZKIE (FE49 »
T FitERE )

H 186155 — il Hymns Ancient and Modern 1 l{1% » B T S 2RI " Hogr A FHEEES |
HIGEE - #RigE g hitdmE HBEGER - LR (Psalms) ~ ##EFF (Hymns) i
e

31 E#E20084F B 17 AYHathi Trust#i (7 B E1 25 - (G AF T A fEAMEES LEIFE © The Book of Psalms and sacred harmo-
nies (1854). Edinburgh: Johnstone and Hunter. http://catalog.hathitrust.org/Record/011600578

32 SEARI18665ERR » TEinternet Archiveti T & FIFEARSEEETE T4% o The Book of psalms and sacred harmonies: with
the words printed for expressive singing (1866). London: T. Nelson and Sons. https://archive.org/details/mssacr00lond
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@2 : 18784F HiRRHIR IS B & R E F HE 7 The (&3 - 19294 R Bl i /\ M IR e [5) i F
Presbyterian Psalter and Hymnal » 73252 " 7" e FE Scottish Psalter and Church Hymnary ° 55
HEET ) &5 BERHEER - FEHE T R EEFFOEIRA TRFIREEET ) - E£EHE
FHf H_FFIE -

1878 Far M Bl & = Z & (The United Presbyterian Church of Scotland) fEE T GEHR T

TEMEEES - EIEER NGRS REIE R A » 244 2 The Presbyterian Psalter and Hymnal

(E2) - AiEE "HPI=EEET ) 11506 (REEHECERF) (The Presbyterian Psalter) &
235 et 5 RAEE366E (KEGHEFERE) (The Presbyterian Hymnal ) » «

19295 K] 77/ \ B Bk 3 [5] 6 FH Y B2 5% Scottish Psalter and Church HymnaryFEHi - {J
Frig boles R RGBSR AR AN T - RN EHIE RN &SI A S H RN (Staff) -
E LR (Sol-fa) KAKFAR (Words only ) =FERMUARINFELT o #RAGRR EFECEER 1
HERFRT-FLL T FI=CEEET ) RRER SRR ([B3) - 52 HIGRHHERS B 5 BATE 28 AR
— ARG (BERY) (1926) HiRHIIGFZEE & -

L BRI (Meter) 78 T RPTAEERT 5 AOHER]

25 (hymns) Gl A0 E RIS - fEREERFERRE (3£ @ Meter 5  © Metre) © HE5F
BEAFERE (poetry) HYFRM: - FFHVERME - BHEBNEETFFHEMETZ&E (rthythmic
pattern) ¥ FIAI=IFHYEER (iambic) ~ ERE (trochaic) 5 - (H/2EFFAVEE - HAl

33 The Synod of the United Presbyterian Church of Scotland (1878). The Presbyterian Psalter and Hymnal, with ac-
companying tunes. Selected by the Psalmody Committee of the United Presbyterian Church. The harmonies revised by
Henry Smart. Edinburgh: Andrew Elliot.

34 G. Wauchope Stewart/T. C. L. Pritchard (1929). The Scottish Psalter 1929. Metrical Version and Scripture Para-
phrases with Tunes. & The Chruch Hymnary. Revised Edition. Authorized for Use in Public Worship by The Church
of Scotland, The United Free Church of Scotland, The Presbyterian Church in Ireland, The Presbyterian Church of
England, The Presbyterian Church of Wales, The Presbyterian Church of Australia, The Presbyterian Church of New
Zealand, The Presbyterian Church of Southern Africa. With Music. London: Oxford University Press.

35 "In poetry, the rhythmic pattern of a poetic line."2%The Editors of the Encyclopadia Britannica (2014). Meter. In:
Encyclopcedia Britannica. http://global.britannica.com/EBchecked/topic/378757/Meter (Accessed: 2014/07/23)
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FRSC RS TR AR RR BA - (¢ P SCEE R AHRA SR AT AR AR HE DU T 3R i B T R R AGRAY
H I (numbers of syllables) ** » S TRIMVZFEIEUEZ (pattern of syllable counts) V7 » ¥
AR TR S A R R IR - BAE19804F - A EFFE T Harry Eskew
(1936- ) CAEMIAVEERIEF - HEFFEE N THEER « " EiERERETHEEER
FERRIITEL, 7 -

FREI0/2 B A% I B A I BIMCEE 75 Sing Psalms™ > 55 107TRAHIA - T 13 B
& o G0N E N RGN A A - —BERER T ERVEREZD.CM. (Double Common
Meter * L2/ \IT5F » BITRAVEETEUT 11728,6,8,6,8,6,8,6 ) ° S5 —E¢EGART » 5ERC T A] A
SRUESE 13EEGARIER % (TREFRRVK RSB 2 e @ mok) -

AP0 - RIS HTE R R RRTR 107 ( T RTINEERT ) AYEIRECREND
In: The Free Church of Scotland (2003). Sing Psalms. Music edition (Sol-fa). Edinburgh.

i . 115 FETERSHAM, T8 NEWINGTOM, 9 5T FULEERT

v [D-22 106 PRALM 107, 87 KILMARNOCK, 46 CULROGS

¥ 232 1M ST MATTHEW, 106 STORROWAY, T8 MONTROSE

w A3 127 RACHEL, 124 OLIVTHL, 76 BORAVIA, 58 GLENLUCE

36 "Musical meter (as distinguished from poetic meter) refers to the numbers of syllables per line of the verse of the
hymn."2%Douglas D. Anderson (2002). What Is Musical Meter? In: The Hymns and Carols of Christmas. http://
www.hymnsandcarolsofchristmas.com/HTML/what_is_meter.htm (Accessed: 2014/07/23) ; 8¢ “The METER of
the hymn is synonymous with the NUMBER OF SYLLABLES PER LINE OF POETRY." 2:%Smith Creek Music
(2007). Hymn Mechanics I: Literary Aspects of a Hymn. In: Smith Creek Music. http://www.smithcreekmusic.com/
Hymnology/Hymn.mechanics/Hymn.mechanics.html (Accessed: 2014/07/23)

37 "As used in church hymns, Meter is simply the pattern of syllable counts in the lines of a verse."2%Jim Ross (2004).
What is Meter? Why Should I Care? And If I Should Decide to Care, How Do I Use It? In: Music for the Church of
God. http://www.cgmusic.org/library/whatis.htm (Accessed: 2014/07/23)

38 "Meter markings on hymn tunes indicate the number of syllables in each line of the hymn."2%Dale A. Schoening
(2013). WHAT IS METER? In: The Metrical Psalms Page. http://metricalpsalms.homestead.com/index.html
(Accessed: 2014/07/23)

39 "Hymn Meter is [---] indicated in the group of numbers denoting the number of syllables in the lines of a stanza", In:
Harry Eskew and Hugh T. McElrath (1995). Sing with Understanding: An Introduction to Christian Hymnology. 2™
Edition. p. 17. B{EEREMEE  “Hymn Meter refers to the number of syllables per line and the number of lines
per stanza.” In: Harry Eskew (2014). Let's start with a few basic definitions. In: Sing with Understanding. http://
singwithunderstanding.com/ (Accessed: 2014/07/23)
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40 James Moffatt/Millar Partrick (1928). Handbook to the Church Hymnary with Supplement. London: Oxford University
Press. p. 461.
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5. FtHESPERUS{E19374he (ZE&F) H » HZRIE [ BakdE R ] (E4 - 300
15+ 1937-077)

6. [ 1 EfEhg#E KR ] A9JESC [ From Ever Stormy Wind ] » 78 (H{FREEFHE) (New
Advent Hymnal ) H » DARETREATZKIE ([&E4 » 32116 - NAH 1952-357)

7. TIRETREATTE19374h (EERF) A » FHZRNE [ BERRE X GRERE] (4 - 356017
1937-183) - iBHE19004 (EEFFH) ZHSSEAVEhE -

8. WIR—EHH NZE » s DI FIEBTALLIS S CANONAHEIRIHh E - St P sk E41y
T EREER -

I



22 B 42T F 215 2015 1A

FARER - #RSR4RIEE 2Tl - RE (A EER I B BT LE © BRSh - fRBRZ R DAK
[ER(E - E IR IR BE E R -

W10 (X 3E) 1964-369 #4114 © Sacred Songs and Solos = 1900-591
369 WmiE—HyTEg iy Ho. 00L. (00 Ylp &lortons ficler,
ALL PRALSE TO TIHIE, MY GOD, THES XM [— o lhn-u-'T::Ar e

o e PR AL . 0 15 " e Tl ]

. p |- 1 — - -.' ..I.I By - . — = * e
4 = e By s Vi nhﬁﬂ-*wn-m-mnuﬂu-uhnm|
B o Mp e, bk i THY S Pl i e ol g v e

b gy i bl Thine e, Tl el e
Tt b b bt ey Wik it el ; :L- -,

B Vo, e, gt i 1L, | 5. P bt 2l s | e, §

[y Sapprs— ﬂuhﬂh‘ﬂdﬁﬂ'ﬂhﬂﬂn;
s iy Hitesetben b vmes A vl s £k bt 134 b
il Thp fawt | sbmen b vk Cast, LTy Sy ey

i 15 0 () 1937077

HASE
el | gimiw | i |

LE-¥-F ] P Ritter 1760-That

B 16 NAH 1952-357
357 From Every Stormy Wisd

E - F Bl R £ b — e
A e o L

T R Y1 LT T et T i =
A W AT B 2G  h  E C A-meon py s o e e

W13 (XS Y 1964-3T0

.  MEE - ERATE 70
S OF MY SOUL. THOU SAVIGUR DEAR




TSR E (ETHFRZER) Rt TR, P EmAm L RIEA 23

S i

1908EMER AU FN HISacred Songs and SolosF|ESE18974E1169E i » 322190051200
R BRI E R BUE TR SRR ) TR - BRI Sacred Songs and
SolosH WL Ex A ZAGAAERE - FlA1 (EEFFH) Fosw [BRITWAES] - BLIFFALYE
¥k ( Augustus Montague Toplady * 1740-1778 ) [Rock of Ages ] HIFFTENZEM 2" - {FSacred
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41 JLEF (2008) - < [Rock of Ages] Bl [ E# ]| —H R FRFFFMGFHANERGT ) (BIEERET]) 58
Hi - H145-179 ©

42 7EChurch Praise™ » 4 FsPETRA (REDHEAD 76)

43 SEEEERAH L HMAYATE » {EChurch Praise P 5B TRUST (or FAITH) » fEHAMZEFEEFE - I HE
GETHSEMANE (ZFPEE/E) ~ ANSELM ~ DYKESZ(GENNESARET (£:%D. DeWitt Wasson (1998). Hymn-
tune Index and Related Hymn Materials. Studies in Liturgical Musicology, no. 6. Lanham, Md.: Scarecrow Press, Vol.
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Sian-guan-ji in Funerals

HUANG Yao-Hui

Lecturer, Department of Traditional Music, Taipei National University of the Arts
Abstract

Other than ordinary practicing in clubs, ensembles and Lang Jun’s commeration Spring and
Autumn concerts, Nanguan music emerges once in a while for occasions such as religious carnival
activities, weddings and funerals and other such events.

When taking part for funeral rituals, Nanguan renditions are classified as ensembles playing mu-
sic positioned in front of the tablet honoring the deceased or for commemoration procedures carried
on for Sian-guan-ji customs performed at specific timings. It is considered to be a type of honor and
friendship given by Sian-gtian-ji and devoted fans of Nanguan music as a tribute for the deceased per-
son. To research this topic, I participated in tree rituals of Sian-gtian-ji, one occurring during this past
year and one year the before.

This experience clarified the details regarding the elements which comprise a commemora-
tion ceremony: required equipment, awareness of the exact transactions of the ceremony and which
specialized songs are regular and mandatory for Sian-guian-ji. This paper also examines since soci-
ety has undergone transitions how the customs concerning funeral practices have been minimized
The last aspect investigates the influence of the attitude of the relatives of the deceased in their re-

sponse to the Sian-glian-jis which actually has a great impact on how properly the funeral transpires.

Keywords : Nanguan, Sian-gtian-ji, Sian-guian, Ritual
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The Concept of Success and Stardom: A Cultural
Analysis of Imitative Musical Productions in Urban
Malaysia

Gisa Jahnichen

Professor, Universiti Putra Malaysia
Abstract

Malaysia’s reputation as a place of unlimited creativity and as a vibrating cradle of musical
innovation seems to be less prominent taken the wider Asian space into consideration. Various facts
in Malaysia’s younger history of musical entertainment may confirm a rather appropriating than
creatively elevating approach.

This paper wants to draw the attention on various strategies within the Malaysian music industry.
In a cultural analysis that focus on the development potential for creativity and innovation as well
as the individual experience of group dynamics, the many contradictory streams in the process can
be introduced into an academic discussion that seems to be highly necessary in search for a clearer
cultural profile in music perception and finally music education.

In continuation of previous researches on popular music in Malaysia, this paper explores
personal observation, local media, parallel studies and grey literature on the subject matter.

In result, some basic insights could be made in the everyday perception of local stars being
placed in the field of music. First, it is hard to say what attributes signalize the transition from a
process of increasingly successful marketing to a self-promoting star phenomenon. The purposeful
installation of a star through mass media and internet platforms is rarely reaching the definite state
of establishing a star. Being a star is rather an endless adoption to circumstances given in which the
state of the audience is little stimulating since the communal memory is far too short and widely
oversaturated with global models. Mainly, the constant comparison made between local stars and
those who are dominating global mass media seems to be an issue hard to overcome. This contributes

to the observed impotence in avoiding imitative musical productions.

Keywords: Malaysia, Popular music, Stardom, Tertiary education, Cultural analysis
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Basics

The concept of stardom in any given society or, to start with a less epic entity, in any given
community depends strongly on social norms, access to knowledge, and on ideological context
being accumulated in a sufficient number of community members. Further, stardom reflects power
relationships within the community and represents these relationships in exchange with other
communities.

Marshall (2013: 578) describes stardom functions for the popular music industry and mentions
its key functions "both the economic functions of stardom (the transferral of financial risk from the
record label to the artist and the stabilization of markets) and its ideological significance (submerging
the process of commodification inherent within popular music and acting as the primary means
through which the popular music commodity attains its commercial value)".

Despite the risk of becoming a star, the desire of being a star is nurtured in such an unavoidable
way that there is always an overflow of those who believe in its magic.

In common understanding — as observed in Malaysia - one will rise to stardom as a musician

through the following:

® Being seen as a star within a competitive world of stage performers through the frequency of
stage appearance

® The frequency of being mentioned in the press and being invited to talk on television

o The overall self-perception as a star and the respective public behaviour expressed in a
continuous complain on negative effects of popularity

® Gathering a big crowd of uncritical followers that is transformed into a measure for popularity,

especially through social media platforms.

Popularity is created in most of the cases artificially in a process involving mass media mutually
provoked for the benefit of direct participants at each end. Since journalists have to report important
issues and the not yet stars are in need of importance measurable in media presence, the created
popularity has finally little to do with a fair and equally accessible contest of talent or special skills.
The space of creation, however, is sensibly negotiated among media members and those who are
economically or ideologically important to the respective community. While Marshall draws a line
between stars and celebrities by saying that "we may want to suggest stardom as being a particular
kind of authority generated by achievement or expertise. This kind of status/authority is a cultural
judgment rather than a market judgment (i.e., it is based on aesthetic evaluations of products rather
than on commercial success)" (Marshall, 2013: 580), the specific local conditions in Malaysia do not

clearly correspond to it.
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Social and Historical Context

The main problem and the resulting question is a time/place discontinuity regarding cultural and
economic influx in postcolonial Malaysia. Cultural phenomena that had diverse histories in the place
of their first appearance, mostly Europe, North America and partly Australia, reached Malaysia not
only simultaneously but mainly through similar means: early mass media and an exploding urban
performance culture at the beginning of the 20" century. Therefore, a Billy Cotton Band or Johann
Sebastian Bach seemed to be socially and culturally somehow similar in attractiveness, or, to be more
precise, Billy Cotton won over Bach simply due to its economic impact on the entertainment business.
There was little understanding on diverse historical backgrounds, social functions, and artists” train-
ing requirements since music served generally entertainment. Those ‘musics’  that were equipped
with further meanings such as ceremonial, religious or that of celebrating local traditions, were not
imported. Any entertainment, that might have been a common thought, should have this very equal
entertaining factor, even if conducted in a professional way and with some basic historical background
knowledge. Therefore, music stars coming up in the scene, were not differentiated according to the
type of music they played or produced.

Shuker writes about stars at the beginning of the 21st century "They [stars] represent a unique
commodity form which is both a labour process and a product. Audience identification with particular
stars is a significant marketing device, making stars as much as an economic entity as a purely cultural
phenomenon." (Shuker, 2002: 256).

Interestingly, in the so called "West', the driving force of industrialization and economisation of
any aspect in life, a quite strict line is drawn between 'traditional' or 'classical' and 'commercial'. This
differentiation is in itself contradictory since anything that is produced has its commercial attributes.
However, the historical development of various spheres in art committed to different audiences, edu-
cation and business, demands this distinction not least due to a necessary covering of commercialism
in the light of social humanism and its many variations of ideology. It is, in other words, not always
useful to exhibit openly one's business strategies or to even deal with musical production dedicated
to commercial events such as advertisement, product promotion, muzak type of performances dur-
ing banquettes or exhibitions in order to achieve a high rank as musician and to become a true star in
one's field.

In postcolonial Malaysia, this distinction is not made. Commercialisation is seen as an achieve-
ment that is proudly presented. Entrepreneurship and business research are highly regarded as posi-

tive aspects in approaches to performing arts.1 The involvement of commercialisation strategies into

1 The 3rd International Conference on Performing Arts as Creative Industries in Asia (PACIA) was held in Kota Kinabalu,
26-28th June, 2013. It was a large conference that could raise much attention compared to other international research
focussed conferences on performing arts at state universities.
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art production seems to increase the possibility of being recognised even in educational and scientific
matters and promise better funding, institutional sustainability and sort of moral justification of work-
ing in the field of performing arts. This observation made through the years complements those made

on the undifferentiated approach towards any imported music production.

 MUSIC MATTERS
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Figure 1: Self promotion used on the official website of Dennis Lau. Economy justifies music best. (http://
www.dennislau.com.my/. Last retrieved 29 July, 2014).

Writing generally about Asia, Otmazgin calls on ":--researchers should pay closer attention to
entrepreneurship's unintended consequences and not only look at their economic and organizational
impact" (Otmazgin, 2011: 270). Her impression on the way how performing arts are approached
by Asian musicologists and sociologists confirms observations made in Malaysia. One unintended
consequence is the ahistorical consumption of everything from abroad that can be translated into
economical comfort. This comfort can be achieved through a choice of musical productions that fit the
social taste conditioned through the described social and historical context and the strong competitive

will to achieve a world alike the global virtues of an imagined modernity.

The Music Star and its Making in Malaysia
Choices are crucial to survive. That applies also on the often called music industry of Malaysia

that creates primary needs and cares about satisfying them instantly. Though the industrial aspect of
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the music industry is not really as independent and purely economy driven as it seems, one of the
needs is to present music stars. Stars come in a variety of sizes and for different use. Despite a few top
stars that dominate the national press and find some resonance as Malaysian representatives abroad,
most of the music stars share a small urban community of competitive colleagues. Their joint feature
is the admiration for successful foreign stars. Benson puts it: "+--desire to reach transnational audi-
ences is also likely to be more commercially motivated, but both independent and mainstream artists
appear to share an urge to affiliate with global communities of artists and audiences who enjoy certain
styles of music that are mainly performed in English." (Benson, 2013: 25).

Even those who are not singing seem to affiliate strongly with English speaking communities
abroad, and if not English at least another language than Bahasa Melayu. Many of the highlighted
Malaysian musicians promote themselves through having been on stage with foreign stars as if some
of the glamour would rub off on them by sharing the daily air to breath.” In doing so, there appears to

be a hierarchy of admiration that can be graphically thought like the following:

LISA \

A @ADA EUROPE o TOME e
o P R Lo
HOMNGKONG

TAIWAN MALAYSIA

AUSTRALIA

@

| | KOREA +JAPAN

o FPHILIPPINES
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< o INDONESIA

& THAILAND

t -/
WESTERNESS ... oooooooivioeeoieiiciicoeoneone oo EAGTERNESS

Figure 2: Hierarchies of touring reputation from westerness to easterness and in societal layers from less
developed to highly industrialised.

2 In the personal website of Joanne Yeoh one can read "---performed alongside Hong Kong superstar Jacky Cheung:-*
was selected to perform with Taiwanese heart-throb David Tao":* invited to play with another Hong Kong superstar,
Alan Tam". In the personal website of Dennis Lau, to stay with violinists, is written that he: "has achieved a lot in a
short span of time, already having shared the stage with Asia's most prominent and popular artistes and celebrities.
These include Ning Baizura, David Tao, Lewis Pragasam, James Boyle, Syafinaz Selamat, Tay Kewei, Fransisca Peters,
Jimmy Sax, Noryn Aziz, Atilia Haron, Janet Lee, Amber Chia, Winnie Loo, Arianna Teoh and Maya Karin, just to name
a few."
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Having been on stage with a star in USA or at least in Australia is a milestone of high rank,
while merely touring through Thailand or Indonesia is a usual habit that is just seen as hard work.
Success, however, is not only measured in terms of the places' reputation, rather places inform about
the achieved income. Actually, places are symbols of it. The place of origin, for example, indicates
primarily an income average and only in second instance a cultural difference compared to the own
position. Historical causalities or local diversities are apparently rarely part of considerations. During
the author's (A) experience in the last 7 years the following typical conversation with Malaysians (M),

especially with Malaysian Chinese, to be correct, could be observed:

M: From where are you?

A:Tam from Europe.

M: From East or West?

A Is this important to you?

M: No. I am just curious.

A:Tam from Central Europe.

M: Ah! That is Russia, or what?

A: No.

M: Ok, you must be from Holland. (Haha)!

Conversations running in this or a very similar way show how clear the East is considered to
be worse than the West, even in Europe. The willingness to share ideas and to join eating together is
always more enthusiastic when admitting being of German origin. In the conversation following the
introduction, mainly famous German stars are mentioned that would be well known and admired in
Malaysia, especially in the field of racing cars and football. If music comes into view, the admiration
for classical music is comparably small since there is no outstanding single star performer except a
few which are possibly too specific such as Arabella Steinbacher or Julia Fischer in the field of clas-
sical music, or Scorpions and Kraftwerk in the field of rock music. This observation leads to the fact
that composers are — if at all — just equally important to any music culture as performers. Recently,
in April 2014, a staff meeting of the Music Department in a large Malaysian University discussed as-
sessment issues for music performances. It was proposed though not approved to achieve two points
for being the composer of a piece while getting five points for performing that piece in front of an

‘international’  audience. The proposal came from a 'star', who stated in an interview with Azmah
Omar printed in the magazine Wanita, February 2012 (100): "Saya tidak menganggap diri seorang
selebriti. Saya juga bukan seorang yang bercita-cita tinggi. Saya percaya pada falsafah 'hidup untuk

hari ini' Jangan fikir terlalu jauh dan elak berangan-angan berlebihan." [I do not consider myself a
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celebrity. I am also not a highbrow. I believe in the philosophy of "live the today". Do not think too
much and avoid excessive daydreaming.]". Humble statements, as it seems, are strongly used in
self-promotion. In reality, those who process the music on stage may see themselves being far more
important to society than those who created the music. This 'extended liberal' approach to creativity
can be seen as a driving force in appropriating an imagined status and star rank. It corresponds with
the often expressed difficulties to find a possibility to perform in general since urban Malaysia is in
many aspects not well developed in this regard. Though growing opportunities are given, the amount
of public stages, the amount of regular visitors to musical events and the amount of income that can
be realized is quite limited, and most of the events feature imported music or homemade versions of
imported music.” The cultural translation of an ahistorical, undifferentiated and self-serviced approach
to music production and consumption into the local way of doing music business is possibly by all
means based on a historical, well differentiated and practical experience that has to be understood at
least from an academic viewpoint.

Throughout history, the territory of today's Malaysia was a place of cultural exchange and re-
invention (Braginsky & Surovova, 2008; Meddegoda, 2013). Incorporating music styles, adopting
musical instruments, transforming text structures in a process of cultural assimilation has a very long
tradition. In many cases, the burden of historical meanings of sources and sophisticated elaborations
on details was certainly left behind. As could be observed, the idea of putting the performer even
above the effort of creating a composition is also widely reflected in the attitude of claiming for
authorship of re-arranged oldies or cover versions of other music available in the public domain
ranging from Johann Sebastian Bach to George Isaacs or Bob Marley.! This is the easier the less
common audiences, copyright institutions not excluded, know about historical and social contexts in
performing arts. Andrea Mann confirms these observations in her diary on jazz performance habits in
Penang (Mann, 2008). She substantiated her observation with the following example: "People here
know Sway as a Michael Bublé song (not even a Dean Martin song or heaven forbid a Ruiz/Gimbel

song). He may be a lovely fella, but through no fault of his own well, except perhaps his records - Mr.

3 A number of official event websites such as Kakiseni (http://kakiseni.com/whats-showing/) inform daily on music
performances at various venues. A city such as Kuala Lumpur has rarely more than 10 different music events within one
month. Only in times of large festivals, the number of music events increases. Berlin, my hometown, has an average
amount of 350 different music events within one month. In some months, there are over 1000 different music events
(winter time). http://www.berlin.de/tickets/suche/events.php/veranstaltungen?sort=kategorie&zrTyp=von&von=30.07.2
014&bis=29.08.2014&kategorie=all&stichwort=%3CSuchbegrift%3E), last retrieved 29 July, 2014.

4 In July 2014, The Putra Science Park of UPM issued copyright certificates about recordings of "Jesu, Joy of Man's
Desire" (Johann Sebastian Bach) and "Rumours" (George Isaacs) to a performer who merely re-arranged the music
for violin and some attached instrumental sounds. For another music album consisting of nicely re-arranged oldies and
classical items, the performer claimed to be the composer. This step was justified with the excuse of not having given
a choice in the claim form where there was nothing to tick for arrangements since this form, however, was purposely
developed for composition/authorship. A banner snippet of this album is still decorating the official website of UPM
symbolizing the creative achievement.
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Bublé has become my jazz nemesis."(Mann, 2008).

National versus International

The evaluation principle of a national — international divide is another observation worth to be
looked at. While most of all evaluation criteria in academia as well as in performing arts are ruled by
this principle, there are very few questions asked about how this is to be justified.

What makes an international audience being more 'valuable' than the crowd in the neighbour-
hood? Why the attendance of an international conference is more educating than a national confer-
ence? Why one of three reviewers for a postgraduate thesis must be from abroad? How can even the
formation of the audience or the passively attending people being imitatively focused on 'international
taxonomies'? Not surprisingly, from the viewpoint of logical comparison, there is no such thing as
'international' in a person. It is actually a mixture of various nationals one might find in an audience or
a conference. No one can be seen as being an international since all are mainly nationals though from
different places. This short excurse leads to the question what the obvious metaphor 'international’
means in the context of Malaysia's production of stars, the concept of success and stardom as an out-
come? An often used accompanying term used is "international level" with the meaning of a higher
quality in demand and with the background of being served with a stage for worldwide competition.
Another stream of justifications is the imagined objectivity in terms of not having to fear protection-
ism towards one's own fellow countrymen.

These justifications imply a number of problems that are rarely scrutinized. One of the
implications is the expectation of national subjectivity, protectionism or even corruption in any
type of competition since these attributes also serve as standard justification in sports that are
highly politicised around the globe. Performing arts and sciences are possibly set into the same
framework, which could — on the other hand — offend the professionalism of artists and scientists.
The differentiation of the population in Malaysia according to their status of citizenship nurtures this
perspective and supports the supposed uncertainties.

Another implication is the suggested low quality of produced music and scientific output within
the country if there is no controlling authority from abroad. This way of thinking might be deeply
ingrained before and throughout the postcolonial period and it is supported by countless cases of
approval processes for projects, events, publications and working procedures that compulsorily
involve external experts. This approach implies a common feeling of inferiority in comparison with
achievements observed abroad. The employment system in governmental sectors and a critical review
of capabilities resulting from it, contribute to the establishment of the international — national divide.

The concept of success and stardom, however, is strongly affected by following this stream of

thinking in terms of praising affiliations with institutions and persons abroad, involvement of foreign
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business in exploiting national resources of entertainment services and in a method of self presenta-
tion that finds its best expression in clothing, posing and public relation work visible on many Malay-
sian music star websites. If comparing promotion photos of Malaysian stars, the 'international' dress

code becomes overwhelmingly apparent.

Age and Gender

A last aspect regarding star concepts is named by Leaver and Schmidt (2010: 117) "There is
an association of music stars with qualities of youthfulness." In Malaysia as well as in some other
countries, music stars are categorized according to age groups such as "below 40". Below 40 year
old musicians are considered 'beginners' or 'young talents'. Dennis Lau, for example, was nominated
for the CIMB Prestige's Top 40 Under 40 in 2009. This attitude towards age is implemented due to
models from abroad and an 'imitation” in itself. More than age, however, gender aspects may play an
important role since they are reflecting in a quite clear way ethnic and religious differences.

Williams, who analysed Drew Barrymore's feminist agency, writes that "---conventional theories
of stardom and celebrity which either neglect female stars or polarize them according to highly
gendered categories of masculine (active agents) or feminine (passive, dissmpowered, sexualized)."
(Williams, 2007: 121).

In Malaysia, especially among Malaysian Chinese performers, the sexualisation of the musician
is taken as a strategy. While the appearance through emphasis of sexual qualities is considered to
be 'cheap' in a number of industrial countries of the West, in many Asian countries it is uncritically
encouraged. Interestingly, the less 'dress' the more 'star' is perceived. A look on websites of female
stars confirms this impression.

Different from other Asian countries, the application of revealing dress manners are provocative
hence admired by parts of the Malaysian audience. At the same time they are inviting a continuous
stereotyping of performing artists by most of the majority group. The low reputation and the
educational disqualification of music entertainment is for example reflected in employment rules
for foreign students who are allowed to work part-time 20 hours per week in semester breaks as
following: "A student is permitted to work part-time in Restaurants, Petrol Kiosks, Mini Markets and
Hotels only (excluding singer, masseur, musician, GRO and other activities deemed immoral) as long

as the student pass remains valid."’

The double standard regarding moral issues becomes especially
apparent in cases where foreign music students observe their immediate teachers celebrating kind of

stardom and try to justify their academic qualification through personal experiences in this field.

5 Publicly accessible as "Do's and Don'ts for International Students in Malaysia. Edited by School of Graduate Studies
UPM. http://www.sgs.upm.edu.my/dokumen/SKPSI1 Do _and_donts Int Students.pdf, last retrieved 29 July 2014.
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Case Discussion

The final question is: Why the concept of success and stardom through imitative music
production can sustain in Malaysia?

One answer on this question is the specific way of how various participants of musical life are
generated through imitative music productions. A very clear and simple example is the Putra Idol
production conducted at Universiti Putra Malaysia in the years 2013 and 2014.

Yeoh, the main advisor of the event, writes in the programme foreword of both the Semifinal
Top 10 in 2013 and the Grande Final in 2014 (Yeoh, 2013; Yeoh 2014): "This Putra Idol production is
of significant importance to the students of the Music Department as it fuses theoretical aspects with
practical learning. This production has also some ways generated an atmosphere of camaraderie and
friendship among contestants — an aspect of life which cannot be taught in classrooms."

The main focus of the event is to teach students the basics of a star production. Despite of event
management work flows (Kemp, 2008) such as conceptualisation, planning the venue, health and
security, staff and finances, a big deal is the mental preparation of the organisers in communicating
goals with the performers and finally the audience. The communication of the main ideas can be
ambivalent and even contradictory. However, without communicating these ideas, the event remains
unsatisfactory to most of the participating agents, especially to the performers. Putra Idol is based
on the principle of the casting show American Idol and is in many aspects fully copied though with
limited resources. Unfortunately, the largest gaps in supportive resources affected the voting system
and the communication itself. Another, rather habitual, gap was the little understanding of legal
constraints.

All applicants were said that they will be helped to become a 'real star on stage'. For that they
have to follow some rules which are stated in the application form.

In the section "Application, Audition and Performance" is stated that "All finalists are to prepare
their own minus-one or band accompaniment for performance during Semi-Fiunal and Final. Minus-
ones should be in CD format (playable on a CD player) or saved onto pen drive." (Number 5, Section
"Application, Audition and Performance", Putra Idol, FB Page, 2013-2014).° Number 6 of the Rules
and Regulations says that "By participating, contestants agree that the Music Department, Faculty of
Human Ecology, reserves the right to use their names, likeness, images, recordings and videos of all
persons performing for future advertisements, promotions, and publicity drives in any manner and
medium now known or hereafter devised in perpetuity.” (Number 6, Section Rules and Regulations,
Putra Idol, FB Page, 2013-2014).

Both stated rules cannot be fulfilled wihtout legal advice since the first invites the contestants

6  (https://www.facebook.com/UPMputraidol/photos/pb.418003894956622.2207520000.1406713861./596988410391502/
2type=3&theater) last retrieved 29 July, 2014.
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to download illegally their minus one or to fabricate a minus one from the copied song they want
to perform. No one of the contestants intended or was expected to sing a song they composed
themselves. All songs offered were still under copyright except a few such as "Sway" (music
composed by Luis Demetrio in 1953, English text by Norman Gimbel in 1954). Other songs are of the
type "You Raise Me Up" (composed by Rolf Levland from 'Secret Gardens' in 2002, UK), "American
Boy" (written by Estelle, West, will.i.am, John Legend, Josh Lopez, Caleb Speir, and Keith Harris
in 2008). or 'Mere Dholna Sun' (music composed by Pritam Chakraborty in 2007, lyrics by Sameer
in 2007). No one of the contestants could have solved the copyright problem on their own. Only
the official organiser is expected and committed to do so since the organiser is also the one who is
the contract party in the performance event. Therefore, any rights connected to the performance, as
required through the second rule cited, could not be transferred to the organiser since one can only
transfer a right that one owns. In order to avoid legal problems resulting from this situation, press
items, programme booklets, or public statements were carefully cleaned from mentioning of any song
titles. This, at least, implies that there is certain knowledge and also a beginning sense of right and
wrong.”

In 2013, the semifinal concert was prepared cautiously in a discussion with the left 10
contestants. In an extra meeting was said repeatedly that the established crew will help the contestant
in promoting them as stars, however, in return, the contestants should follow slavishly all reuqgests
without critisizing procedures or asking for reasons. Also, in order to manage the audience, the
contestants were asked to mobilize all their friends and familiy members and to make them voting for
them.®

On the other hand, some of the contestants felt that they actually help the organisers to attract
an audience for an event they have to create in order to fulfil a semester asignment of first year
students of the Music Department. Since the applications were only open to UPM students and staff,
the life model of the contestants was somehow already solidly based on some qualified professions
thus the contestants were not extremely flattered by being helped in becoming a music star instead.
Additionally, the contestants were those who had to sacrifice even the peaceful state of their personal
relationships to friends and family members in order to be successful and to make them acting in the
set up voting system that was to persuade attention for the upcoming event.

A discussion on the event's Facebook page was taken to illustrate communication problems in
social media and appeared in a weekly column of Guan Ming Daily. The event was anonymised thus

not directly connecting to Putra Idol, which was a rather unknown event to the urban surrounding,

7 However, some video snippets are still undeleted witnesses in the world wide web and the problem though definitely
known was not practically solved in the 2014 event.
8 Ruwin Rangeeth Dias (2014). Personal communication. UPM.
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however, it was certainly addressed to people involved in the process of star making without
considering common opinions expressed freely in blogs and websites. The real discussion on
Facebook as well as the later conversion into parodised fiction give a short view on the political
dynamics pervading the creation of stars and the dealing with audiences.

Er Zi (2013: 2" part) quotes, for example, the following:

"WEE C BRBEHOR F R - E%é%’<ﬁl%@>%@%ﬁ%,%é§m%
W MARASE eI AZ - bIBERBE S o R AHIZECH T B
BYAGE o (2NBFET « TEARH)

RAEFK  AETEZTHRERFANBTAR? REASTHELRER &SFF 0 &
RGN B IR 2R T o R E B féxé 15 B m«‘? (2. 0¥
A SAEAZIH) 7

Of which the original text was:

"Putra Idol: To clarify, PUTRA IDOL is about singing and stage performance, plus hearing the
voices of the people about their favourite. Popularity is one of the things that makes a person an

‘idol’. In voting, it is the people’s right to choose by their own discretion.

Dongfang Bubai: How childish to measure popularity with facebook counts...and popular for
what? Not for singing, I guess. If so, my small brother is more popular than Mozart. And there
is no discretion in your system - one has to make a confession to only one friend and that can be

seen by everybody - you would never go for election under such condition..."*

The event Putra Idol overlapped with the General Election in 2013 and the use of social media
in this moment was a quite demanding task that could not be kept under control by first year students.

Instead, advising staff tried to answer sensitive questions as transformed by Er Zi as following:

"MRE A LB ETA  (REMIE) RIFEDSHR RS BEMRG T EILER BB
%%%°$E#d SE o BT REEMRBAAL 0 R T FEF LRI
o (844877 - 2MAARH) "

The original text of this part is:

"Putra Idol: Putra Idol is generally based on the concept of "competitive reality show" of which

9 Putra Idol, Facebook page 2013 (discussion deleted on 23 May, 2013). Last retrieved 23 May, 2013.
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many other shows have been running successfully on the global scene. This Page is not intended
to be a forum for discussion on this established concept of competition. If your views are not in

line with this notion, you may choose not to participate or vote."

All critical entries following this discussion that took place in May 2013 were deleted by the
page administrators. The 'troublesome’ Facebookers were rather inefficiently searched for by calling
some of their identified Facebook friends and the Chinese writing parodist quietly dismissed from his
part—time job in the Music Department without giving a reason. Later it was said that the "Chinese
translation of this insulting discussion may prevent the many Chinese students from enrolment in
UPM, which could not be tolerated".' This, in itself a contradiction since the first year students were
purposely situated within the management of the event and confronted with the use of social media,
is revealing sort of double moral adding up to the double standard mentioned earlier. During the 2014
Putra Idol, a few things changed positively such as the separation of voting vouchers from the primary
evaluation system'' and the stronger focus on just one type of singing culture that could be overseen
by the advisors. Thankfully the chairperson of Putra Idol 2 says: "We have also learnt to problem
solve and trouble shoot and think on our feet out of the box. These are lessons in life which will serve
us well when we graduate and go out to work." (Low, 2014:3).

However, the main lessons learnt by the contestants and the audience, especially the audience
in social media, might be not to question anything and to just follow the authoritative roadmap of
success given from abroad. The entire event, similar to anything else in the world of stardom, is not
as much about musical achievements but about personal relationships, their interdependencies and
self-positioning. It is about the boundaries between the ordinaries and the celebrated as Couldry puts
it (2007). What is said is rarely what is done. In reality, one helps the other to start business and the
content of the art is the mere wrapping of it.

To clarify: this paper is not to criticise actual decisions of any university department which prob-
ably could have been made anywhere else in Malaysia but to call for reviewing concepts of success
and stardom in the light of their actual social and historical contexts.

One step could be a turn away from too much competitive pressure within the country. Not ev-
erything that is imported as music competitions, casting shows, dress codes, procedures, audience and
media behaviour, is worth to be locally taken up unless there is a real need to compete with the narrow

world of stars for the sake of business. Such a need can possibly only be nurtured through a splendid

10 Reason was given in a Department meeting, August, 2013, among permanent staff.

11 In the 2013 event, voting vouchers were openly offered for IRM each. The more voting vouchers were purchased
and dropped in the ‘right box, the higher the chance of the contestant whose name is written on this box to win.
Some friends of contestants bought voting vouchers in big amount in support of their ‘star . This practice is until
then globally known only for car seller promotions where one could favor one car model over another. The unethical
implication of this method when dealing with human contestants was alien to the Putra Idol organizers in 2013.
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music scene of broad variety and with an extremely creative output. In Malaysia, this happens only in
a few niche productions such as fusion music or jazz which are genre constructions circulating global-
ly. ideologies connected appear too contradictory; these contradictions are taken too passively as facts
one has to live with. In the very dynamic Asian scene of pop stars, the truly sociotope of stardom, Ma-
laysian stars can barely compete. The actual star list of Asia's Media World Top 10 for July 2014 is as
follows and includes individuals and music groups with fantastic names:

Agnes Monica, JKT48, Super Junior, Fatin Shidgia, So Nyuh Shi Dae (SNSD) A.K.A Girls' Gen-
eration, TVXQ, Blink Indonesia, Charice Pempengco, AKB48, YUL'> Most of the involved artists

produce and perform exclusively their own music.

Conclusion

However, if taken up and put into the Malaysian context, the burden of historical meanings of the
various sources and the qualities represented in a cultural practice from 'abroad' might be offloaded
on the performers and the many other agents in musical life in order to allow for a culturally success-
ful appropriation. Music which is despite its economic potential mainly thought to humanly balance
human activities and to help in finding individual creativity could be more to most of the Malaysian
citizens and their many foreign guests than a small stardom feeling in a karaoke bar where music is
imitatively produced.

Nevertheless, in the field of classical music, stardom has also an Asian dimension as Melvin
and Cai remark: "In more pessimistic scenarios, classical music in China will succumb to the same
pitfalls that some critics think it has in much of the West — individual and corporate greed; an exces-
sive emphasis on stardom; bad management; poor music education; and governmental and societal
indifference."(Melvin and Cai 2004: 300). The Malaysian features of this situation such as the avoid-
ance of too much background knowledge on music styles, genres or music ideologies or the down lev-
elling of any of these music practices on their entertainment value contribute strongly to a pessimistic
outlook.

Finally, this paper may help to provoke an open discussion and to initiate overcoming insecuri-
ties in justifying musical confidence that goes beyond pointing out its economic benefits. Not being as

the others but being the other could be an idea to follow.

12 http://www.thetoptens.com/best-asian-pop-artist/, last retrieved 29 July, 2014.
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YouTubing ‘Malaysia’s Gangnam Style'’ with LOL:
A Hermeneutic Study on the ‘Listen, Listen, Listen’
Musical Parody in the Internet

CHOW Ow Wei

PhD candidate, Universiti Putra Malaysia
Abstract

When musical parodies as ‘authentic imitations’ of existing artistic compositions or cultural
memes are transmitted through social media, netizens (internet users) may be provoked and confront-
ed with mixed reactions on decency and morality of both the visual and the subject matter. This has
the potential of confliction to a catastrophic state especially when the audiovisual data have instantly
been enabled for public access.

The “listen, listen, listen” phenomenon started when a video that depicts a moderator dismissing
a student from asking questions at a forum held in a local university went viral on social media in Jan-
uary 2013. Her abusive “listen, listen, listen” catch-line and other humiliating remarks catapulted the
public uproar overnight. Several parody videos immediately appeared, both satirical and entertaining,
underscoring a typical paradox that apparently parallels the underlying problems of education and
politics in Malaysia, and thus “listen, listen, listen” significantly emerges as a contemporary internet
meme of the year.

This paper deals with a hermeneutic study on the “listen, listen, listen” phenomenon based on
over 3,000 online comments YouTube members have posted for a musical parody produced and pub-
lished by Yuri Wong Music on 14 January 2013. As commentary from the available internet platform
is analyzed the use of audiovisual data is also technically observed. Through this musical parody, data
in numbers are presented and interpreted to reflect the reality in Malaysia. More questions about the
ideas netizens have gathered on the internet platform, asthey drastically involved themselves through
actions of liking, disliking, sharing or commenting about social media, are derived as the discussion

continues.

Keywords: Musical parody, Netizen, Hermeneutic study, YouTube, Social media, Online commentary.

1 As commented by a netizen called Lavindra J. Gudy (2013).
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“Our country don’t like creative ppl like you. They will halau you keluar. Pergi... Pergi... Pergi
ke negara lain!” (C Jasmin, 2013).

Listen, Listen, Listen: The Beginning

On 14 January 2013, a little-known non-government organisation in Malaysia called Suara Wan-
ita 1 Malaysia, or abbreviated as SW1M, uploaded a video of a public forum in a national university
on YouTube” which unexpectedly made it viral over social media’ and turning two protagonists in the
video into an overnight sensation. Within hours, internet citizens (hereafter netizens), got familiarised
with the protagonists: Sharifah Zohra Jabeen Syed Shah Miskin, the president of SW1M and the host
of the event, and Bawani K. S., an undergraduate student of Universiti Utara Malaysia (UUM). The
video caught public attention when Bawani, speaking on the microphone as an audience, highlighted
a court ruling about Bersih rally* and posted questions why Malaysia was not able to offer free educa-
tion like other countries’. The most 'shocking' part began when Sharifah dominated Bawani's voice by
repeating "Listen, listen, listen--" for 11 times and "Let me speak! Let me speak!" for 5 times, before
she silenced Bawani halfway by removing her microphone. Then, she cynically thanked Bawani for
"having the guts" (N.N., 2013a: 00:04:40-00:04:41) and rebuked Bawani for not showing respect
and comparing Malaysia with other countries, before berating Bawani for having "the very least of
pendidikan (education)" (N.N., 2013a: 00:07:53-00:07:55). Other remarks by Sharifah include animal
problems, animal rights, and the following line: "If you are not happy, you are very much suitable to
go to another university" (N.N., 2013a: 00:11:10-00:11:15).

Some interpreted that the pro-government SW1M made the video public to further humiliate
Bawani’, whom it referred as 'Little Ambiga' (Chong, 2013b), but it has triggered a public uproar
instead. Generally, netizens are more inclined to defend Bawani's dignity, and condemned both Sha-
rifah's oppression and the brain-washing operation by the national apparatus. Besides, the mentality
problem among university students was noted and the quality of the tertiary education in Malaysia

was also put in question (Netto, 2013; Erzi, 2013).

2 The video was a live recording of Forum Suara Mahasiswa (forum of the graduates’ voices), titled “Seiringkah
Mahasiswa dan Politik?” (Are graduates and politics aligned?), which took place on 8 December 2012 at Universiti
Utara Malaysia (UUM), Sintok, Kedah. The video was split and uploaded in four parts.

3 According to one of the video sources uploaded by ‘penguincute33’ (N. N., 2013b), it has accumulated 1,350,456
views, 4,141 likes, 1,120 dislikes, 1,355 subscriptions and 7,732 comments as of 8 February 2015.

4 Gabungan Pilihanraya Bersih dan Adil (Coalition for Clean and Fair Election), or widely known as Bersih, is a coalition
of non-governmental organisations that intends to reform the current electoral system in Malaysia. It is co-chaired by
Ambiga Sreenevasan and A. Ahmad Said.

5 Before the controversial scene, the video shows undergraduates taking an oath to go against 'deviant culture', 'destroyers
of peace', 'street demonstrations' and support 'peace and harmony among multi-racial Malaysians without the
interference of third parties' (Gomez, 2013).

6 According to Bawani's statement (Erzi, 2013).
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The 'Listen, Listen, Listen' phenomenon escalated when graphical internet memes were generated
and shared among viewers. The 'listen, listen, listen' catch line appeared as an instantly popular slang
to use in texting activities. Parodies, as well as parodies of other existing parodied works, also lighted
up the mediasphere with puns of text and graphic that associated Sharifah's name and her domineering
image to the 'listen' tagline and many other animals, as exemplified in Figure 1 and 2.

On the other hand, a musical parody, which was produced and uploaded by Yuri Wong to
YouTube within a day after SW1M's video was posted, spawned the mediasphere and therefore further
speculated the 'Listen, Listen, Listen' phenomenon with certain political wit and musical creativity.

Yuri Wong, the video creator, applied an electronic dance beat accompanying an 'auto-tuned”
catchphrase, "Listen! Listen! When I speak, listen!", that raps over a repetitious musical progression
consisting of Cm-Bb—Ab-Bb chords’. He also included other speeches by Sharifah — notably "let me
speak", "when this is our programme, we allow you to speak”, "number one: ‘- number two--- number

n

three:**", "do you think only humans have problems?", "I'll show you what else have problems",
"animals have problems", "I'll tell you which animal has problems", "have you ever thought of these
animal rights? — that sharply magnifies both her abusive tyranny and startling absurdity in a parallel
context to what netizens in Malaysia may think about the ruling government. This implication was
incorporated, in a wittingly manner as seen, into prominent visual loops that depict an iconic scene
when Sharifah seizes Bawani's microphone (Figure 3). Further visual features are a montage that
shows Sharifah 'dancing' with exaggerating movements and elaborating on animal problems, along-
side with shots of Bawani's baffling expression and some animal cartoons. Undoubtedly, this music
video arrived in time as the answer to the justice netizens were longing for the UUM incident, while
some netizens also see its analogous status as of Psy's "Gangnam Style" which became a global hit

since 2012’

7 Auto-Tune is an audio processor developed by Antares Audio Technologies in 1997 to correct intonation and timing
problems in vocals or solo instruments, apart from enabling pitch-shifting as well. [Source: Antares (2014). Auto-Tune
7, Auto-Tune & Vocal Processing Tools by Antares. http://www.antarestech.com/products/detail.php?product=Auto-
Tune 7 1 (accessed 18 March 2014)]

8 That is noted by a netizen called Gloson123 (Yuri Wong Music, 2013).

9 Becoming the most watched YouTube video since November 2012 (International Federation of the Phonographic
Industry, 2013: 16), it has accumulated 2,028,251,270 views, 8,456,119 likes, 1,061,519 dislikes, 7,261,274
subscriptions and 5,215,926 comments on YouTube as of 1 July 2014. Within the number of views, 1,156,629 are
contributed by subscription-driven access and 2,354,473 are counted based on sharing on other social media. The music
was made popular by Park Jae-sang or better known as Psy, a South Korean entertainer, songwriter, record producer
and television personality.
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Figure 1 & 2: Internet memes of Sharifah Zohra Jabeen after the "listen, listen, listen" tirade over the
internet on 14 January 2013 (Chong, 2013b; Ng, 2013)

Following Yuri Wong's musical parody, which has received overwhelming views that is still
counting today, at least 20 other related parody videos were produced. Media inclined netizens
participated in making new music, cover version or electronic dance music, edited the video and
uploaded it on the social media. There are also videos in other formats such as talk show, dance,
drama and film clip. The most prominent examples, being satirical and humorous, are "Namewee
Tokok 009: Listen ¥ $ 7" by Namewee (), "Parodi Forum Suara Mahasiswa" by Mat Lufti'’,
as well as a film excerpt'' that shows Adolf Hitler ranting in the Austrian-German dialect juxtaposed
with reworked subtitles in Malay language that narrates an imagined state of mind of Sharifah's

political leader'.

10 Which have both rocketed over 600,000 views as reported on 18 January (Netto, 2013).

11 Originally a 2004 German film titled "Downfall" (Der Untergang) directed by Oliver Hirschbiegel, it becomes a
popular source for the so-called "Downfall parodies". Instead of calling it a 'viral video', Shifman rather sees it as a
'memetic video' (2011: 189-190).

12 N.N. (2013, 15 January). Listen! Listen! Listen! Hitler Version [film]. https://www.youtube.com/
watch?v=4mx6K3206hY (accessed 27 Feb 2014).
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Figure 3: This iconic microphone-seizing scene loops for 13 times in Yuri Wong' s parody video. Besides
Sharifah (right) and Bawani (left), the student with tudung oren (orange scarf) appearing in the foreground also
became a much talk-about personality in the online commentary (Still captured from Yuri Wong Music, 2013,
00:00:10).

Definitions and Framework

Parody has been noted in many musical genres such as jazz (Monson, 1994), the musical thea-
tres in Germany (Ringer, 1975) and the French operas in the 17th century (Powell, 2001). The word
'parody’ originates from the ancient Greek word paraidia®, which denotes a poem mimicking the
style and prosody of an epical work but 'treating light, satirical or mock-heroic subjects' (Dentith,
2000: 10). It is a deliberate imitation of another work, style, genre or body of works, assuming the
original is recognisable to the audience whose attention is drawn to 'significant features of the original'
with 'humourous techniques, such as incongruity or exaggeration, as a means of commentary' (Jewell
& Louise, 2012: 6). It also refers to 'the process of recontextualising a target or source text through
the transformation of its textual (and contextual) elements, and thus creating a new text' that contains
'a level of ironic incongruity with an inevitable satiric impulse' created by a conversion 'through the
resulting oscillation between similarity to and difference from the target' (Harries, 2000: 6). Or rather,
a parody in its 'ironic trans-contextualisation and inversion' can be seen as a 'repetition with a differ-
ence', while 'a critical distance is implied between the backgrounded text being parodied and the new
incorporating work, a distance usually signalled by irony' (Hutcheon 1985: 32). French literary theo-
rist Gérard Genette distinguishes a parody as a form of hypertextuality when hypertext is alluded, de-

13 In etymology, the prefix para refers to something that is simultaneously 'beside and against' the 6ide, which means
'song', and hence a parody literally means a 'beside-against song', 'counterchant' or 'musical counterpoint' (Lopez,
1990: 404).
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rived or related to an earlier work or hypotext (Martin & Ringham, 2006: 99). More comprehensively,
a parody refers to 'any cultural practice which provides a relatively polemical allusive imitation of
another cultural production or practice' (Dentith, 2000: 9).

In a closer context, the parodic practice in contemporary China, better known as egao (F&:8)"* to
Chinese-speaking people, indicates 'a site where issues of power struggle, class reconsolidation, social
stratification, (online) community formation, and cultural intervention, along with the transformative
power of digital technologies, intersect', and therefore 'provides an alternative locus of power,
permitting the transgression of existing social and cultural hierarchies' (Gong & Yang, 2010: 4). A
similar example is the "grass mud horse" (¥J255) parody in the internet of China that is used since
2009 by netizens to swear without facing censorship blockade, and to express 'a rebellious idea to
resist institutional surveillance' (Chow, 2014: 157).

Youtube, being 'the biggest single access point to music for consumers internationally’, is the
most used music service in the world and having more than one billion users worldwide (International
Federation of the Phonographic Industry, 2014: 20). With music-related contents existing in 90 percent
of the most watched videos in the service's history (International Federation of the Phonographic
Industry, 2013: 16), it has become 'the central hub for meme diffusion' where 'the spread, variation,
and popularity of memes are made highly transparent' with 'built-in popularity measurement' (Shifman,
2011: 190), bringing netizens to confront with 'a new form of post-public sphere, one that is entirely
ambivalent but extremely engaging' (Steyerl, 2012). This platform, for several years, was nothing less
than the social imagination of our times, a huge semiconscious mess of imagery' with a huge amount
of visual dark matter accumulated since camcorders were commercially sold (Steyerl, 2012).

Considering the aforementioned advantages of this digital platform, this paper exploits the
YouTube online commentary on Yuri Wong's parody video "Dance Remix: Listen! Listen! When I
Speak, Listen!" as a framework to study the hermeneutics of a musical parody in the Internet. The
online commentary by netizens serves as the main studied data, while an observation of popularity
measurement is drawn as well. While the commentary is generally categorised, a few assumptions and
limitations should be noted:

® This paper excludes interpretive data from other YouTube webpages containing a reposted

video, the hypotext (original video) or other hypertexts (parody), as well as from other social
media where the video was shared, especially Facebook and Twitter.

® The count is based on comments which are treated as of an equal significance regardless of

the number of times a netizen could comment or whom it was meant to correspond with —

comments are counted as shown.

14 Another term popularly used in Taiwan is kuso ( < %), which means 'crap' or 'shit' in the Japanese language.
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e In the consideration of selectivity in online media publishing"”, anonymity as well as arbitrary
characteristics people have chosen to appear virtually in the Internet, the data are accessed
according to how they appear to the observer at the time of analysis. For this reason, questions
of authenticity and reliability in data representation are rather secondary.

e Multi-layered biases in culture, society and politics highly exist in data representation.
Subjectivity in data interpretation, with references'® made to the nearest cultural, social and

political contexts, is unavoidable and should be therefore acknowledged.

Let the Data Speak
Table 1: Basic facts and figures of the video production (as of GMT+8 15:26, 24 January 2014)
Video title: Dance Remix: Listen! Listen! When I Speak, Listen!
Uniform resource locator: https://www.youtube.com/watch?v=xL25dpv_cg0
Publisher: Yuri Wong Music
Date published: 14 January 2013
Time span: 376 days
Duration: 122 seconds
Views accumulated: 1,384,312
Subscriptions accumulated: 5,271
Likes accumulated: 12,719
Dislikes accumulated: 305
Comments accumulated: 3,402

15 Both publisher and webpage moderator have the authority to hide or remove any undesirable comment, while netizens
can remove their own comments after some time. This condition may cause certain gaps in understanding a possible
commentary flow.

16 Especially in cases when dialectic or internet slangs are used.
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2.3%
Dislikes

0.94% (13,024)

Uses
the like/ dishie
indicator

0.24% (3.402)
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commentary
todl

Figure 4 (left): Ratio of netizens using the 'like' or 'dislike’ indicator and the commentary tool among the
total views accumulated by the video, assuming each netizen contributes to one view count, indicates 'like' or
'dislike', and comments only once.

Figure 5 (right): Ratio of 'like' or 'dislike' indicator, assuming each netizen logs in and hits the indicator
with only one user account.

Table 2: Comment distribution from 14 January 2013 to 24 January 2014

Period Comment Count
14 Jan — 24 Feb 2013 3,212
25 Feb — 24 Mar 2013 146

25 Mar — 24 Apr 2013

25 Apr — 24 May 2013

25 May — 24 Jun 2013

25 June — 24 Jul 2013

25 Jul — 24 Aug 2013

25 Aug — 24 Sep 2013

25 Sep — 24 Oct 2013

25 Oct — 24 Nov 2013

25 Nov — 24 Dec 2013

25 Dec 2013 — 24 Jan 2014

Total

WL || [—= [N |W(O|O

,402
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Figure 6: Further analysis of distribution and categorisation of comments according to netizen's reactions
from 14 January 2013 to 24 January 2014.

Table 3: Numbers of selected keywords related to music and dance appearing in the online commentary

Keywords on Music and Dance Keyword Count
"remix" 236
"song", "lagu" 226
"Gangnam", "Psy", "Listen Style" 118
"ringtone" 93
"download" 47
"dance", "dancing", "joget" 46
"music", "muzik” 42
"dubstep” 28
"lyrics", "lirik" 20
"FM" 20
"DJ" 16
"MP3" 14
"parody" 9
"Beyoncé" 9
"Skrillex" 8
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Keywords on Music and Dance

Keyword Count

"autotune"

"rhythm", "rentak"

"rhyme"

"chords"

"melody"

—_ =] = = ON

"lullaby"

Table 4: Interesting comments that are presented on the online commentary webpage

Comments

Translation (for half or non-
English entry)

Yayy, 1 million in 4 days. (lovemama house, 1 year ago)

This song is so freaking good it gives me eargasms.
(Joseph Voo, 1 year ago)

Paling best: Number 1 ark Number 2 ark ark Number 3 ark ark
ark.
(Fizz Zoule, 1 year ago)

Super best: Number 1--- 'ark’;
Number 2+ 'ark’, 'ark’;
Number 3--- 'ark’, 'ark’, 'ark’'.

Chords Cm Bb Ab. (Gloson123, 1 year ago)

Yuri Wong don't stop making music, "kangkung" and "listen" so
fun to hear all the times, thanks.
(Muhammad Ibrahim, 5 days ago)

Compared to the original, this video makes sense!
(Huda Diaz, 1 year ago)

Seriously this would be 2013 top song. Boleh kalah oppa
gangnam style xD (cikcarol, 1 year ago)

Seriously this would be 2013
top song. It can beat "Oppa
Gangnam Style".

Malaysia's Gangnam Style lol (Lavindra J. Gudy, 1 year ago)

Waaooh, nice remix...Well done...very creative!! But you got
to be careful, our country don't like creative ppl like you... they
will halau you keluar--- "Pergi....Pergi.... Pergi ke negara
lain---111"

(C Jasmin, 1 year ago)

Wow, nice remix. Well done,
very creative! But you got
to be careful; our country
doesn't like creative people
like you. They will expel you.
"Go....Go.... Go to another
country!!!"

Imagine if you ever watch circus -+ when the clown appear
there's applause:-- that explains why they clap (Yuki Liow, 1
year ago)

Mempersiasuikan UUM (KL Tan, 1 year ago)

Disgracing UUM (Universiti
Utara Malaysia)

Only in Malaysia!!! Malaysia boleh (Kiro Sstar, 1 year ago)

Only in Malaysia! Malaysia

1 1

can.

Song of the year 2013 <3 but, shame to be Malaysian -.-"
(Ken94225, 1 year ago)
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Translation (for half or non-

English entry)
If (you) don't like Malaysian

government, (you) can get
Kalau tak suka kerajaan Malaysia, boleh keluar dari Malaysia. out of Malaysia. If (you)
(lol) Kalau tak suka hukum Allah, boleh keluar dari bumi milik don't like Allah's law, (you)
Allah ni. (said that to our gov.) (Hasell Usiby, 1 year ago) can get out of this land owned
by Allah (said that to our
government).

Comments

Hey Mr. Uploader, I enjoyed listening to yr video sound remix.
It's truly an artistic ability from you. No disrespect to you
people, please stop the ad hominem arguments among yourself.
Just listen to the rhythm of the remix, doesn’ t it make your
life more enjoyable?

(Alcompono S, 1 year ago)

Note: Italised words are written in Malay language and characters in grey are emoticons or internet slangs.

Deriving Questions as Conclusion

One could suppose that every day a colossal number of netizens accesses infinite video feeds via
YouTube and effortlessly leaves countless comments, which at most time reads as simple as an 'emoti-
con' or an internet slang, such as LOL or 'laughing out loud"’, but one could not deny that the online
attention earned by this 122-second musical parody is unbelievably overwhelming. An interesting
phenomenon as highlighted in Table 3 is that, amidst the overwhelming cacophony that is represented
by words or slangs of emotions, scrutiny and profanity, the count of keywords related to music and
dance is comparatively low. "Remix" (236), "song" or "lagu" (226), "Gangnam", "Psy" or "Listen
Style" (118), and "ringtone" (93) have appeared as the most frequently used vocabulary, lashing out
relatively more concrete terms such as "rhyme" (1), "chords" (1), "melody" (1) and "lullaby" (1) that
have earned the least popularity. Although this observation was not able to deduce on either netizens'
literary standard in general or their general knowledge in music and dance, it provides some hints
about the writing habits in online commentary as well as the concern of most commentators that can
be explored deeper in the coming investigations.

Based on the aforementioned interpretation, more questions can be derived for further considera-
tion:

e Do netizens appreciate a musical parody more when it has socio-political content?

® Do netizens appreciate a musical parody more when it gains the status of popularity or fame?

® Do netizens appreciate a parody more when it is made musically?

o In the digital age, how would the internet help to multiply the impact of a musical parody?

17 This word was officially documented in Oxford English Dictionary in March 2011 (Stewart, 2011).
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® Do netizens care for the music or dance elements in a musical parody, despite expressing their
amusement?

o How would a musical parody intensify the socio-political engagement of netizens if a
participatory approach is rendered — despite the apparent commercial values a parody can
bring?

® Do netizens from Malaysia tend to address their obsession on race, religion, gender and
nationality on seeing an event, even though it is out of these contexts?

® How possible can a musical parody be banned or a musician be persecuted for the ethical
reason of 'national security concerns'?

Though some hints may have unveiled in the presented data, these questions are yet to be fully
answered in this study. In order to conclude this paper, a fundamental argument should be highlighted:
To what extent could the preferences of a netizen reflect the reception of the musical parody within a
community or an institution? Netizens, who are seen as an "imagined" community'® in cyberspace that
has its "own society and culture based on an open and equal relationship among them" (Chae & Lee,
2005: 108), and who may "occupy numerous, even contradictory social positions and inhabit multiple,
overlapping communities simultaneously" (Warf & Grimes, 1997: 270), may become otherwise more
radical and fearless to question or tell every truth behind issues surrounding them since they could
maintain highly anonymous identities to be part of the virtual community.

Along this argument, reactions of netizens cannot absolutely reflect the reality, just as a netizen
cannot represent an individual within a community or an institution. Therefore, even though netizens
generally receive a musical parody well in this case study, it is still not possible to see if everybody
within a community or an institution like Malaysia receives the idea of a musical parody well, that in
many cases parodists in Malaysia were perceived as delinquent or illicit troublemakers'”.

However, in the hermeneutics of the YouTube comments, crossing over a variety of languages,
mindsets and biases between a netizen to another is unavoidably made possible, as the comments
appear being 'juvenile, aggressive, misspelled, sexist, homophobic, swinging from raging at the con-
tents of a video to providing a pointlessly detailed description followed by a LOL' and generously

displaying 'infantile debate', 'unashamed ignorance' as well as the 'occasional burst of wit shining

18 This concept is coiled by Benedict Anderson in the understanding of nationalism for which a nation is of ‘an imagined
political community’ and ‘imagined as both inherently limited and sovereign’, and becoming a ‘fraternity that makes
it possible, over the past two centuries, for so many millions of people, not so much to kill, as willing to die for such
limited imaginings’ (1991: 6-7). Acquisti and Gross (2006) applied this concept in the resemblance of social media
especially the Facebook network (2006: 3, 18).

19 The following depicts two of the most prominent examples related to music: In 2007, Namewee faced a downpour of
condemnation from politicians due to the controversy of his provocative musical parody based on the national anthem
(The Star Online, 2007); Yuri Wong, who produced another musical parody called "Kangkung Remix" a year after
"Dance Remix: Listen, Listen, When I Speak, Listen!", was questioned by the police after the video went viral (Jastin
Ahmad Tarmizi, 2014).
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through’ '(Owen & Wright, 2009). If we see the internet media as a mediasphere of collective ideas
— being organised or random, stable or volatile, valid or void — which include many serious works of
musical parody that potentially offer insight into 'the collective attitudes of the new class of netizens'
(Gong & Yang, 2010: 4), we could continuously explore a society for its openness in receiving ques-
tions and opinions, and discover new possibilities to intellectually interpret music as humanly organ-

ised sound in the digital age without restraint.
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A Report on the Opening Program Tale of a Solder
of Guandu Art Festival

CHE Yen-Chiang

Adjunct Assistant Professor, Music Department of Fu Jen Catholic University

Abstract

In October 2014, the twenty-first Kuandu (Guandu) Arts Festival initiated with an opening
program entitled "Local Hero versus Western Soldier" which embodied two different repertories. This
article aims to address some important issues in regards to both production and performance of the
"Western Soldier" part of the program, i. e., the famous music theater work L'Histoire du Soldat (1918)
by Igor Stravinsky. Using live music performance this production employed a concise (shortened)
stage script which was newly-translated in Mandarin by me for the creation of animated pictures
as substitutes for live actors and dancers. In order to avoid major technical difficulties in this cross-
over production, it was necessary to take care of numerous process elements including preserving the
meaning of this work, problem-solving of inconsistencies between variable live performance and the
unchangeable animated film, and the acclimation to the abridged transcription of the play which was

included herein this text for readers' reference.

Keywords: Stravinsky, L'Histoire du Soldat (The Soldier's Tale), Cross-Over Production and

Performance
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20144F10 A - ZB2 U BT EENTET " CREATE - Bl 2RSS - Bil—@H « FEHEBNE
HETE MG RAE « ZREEMNSIIEE) - BERRIBEEN R EBM 2 M AR 2 B A
NHRHEZEE - 2HE AZIRE - REREE - BN IHEL T R, - BIER
SRILA TR TR CREETEEREENE LIRS T EEE - T B
HWOLAZERT (WIERRE) - ENEESRRERZEL © T f9dEH R R
TEdhZZ WrRs R T 5 (Tgor Stravinsky, 1882-1971) F¥E3HY (RILAYEKE) (L'Histoire du Sol-
dat, 1918) - EFFEZHERE (REHE) FBREAAE - ARFEXIRE S Hh2iE2H
PPEIT ) ETEHAVSBLERR - (R ERE - RN - ERIBEAE - KorWE A 2G5
EH - BB LT ERE - HFREEZE  WRHER (RIEHEEE) BUEHE R E R
WA EEFGRFOEESR  BEEAEF - mEEIARE DT RN SRR 2 ES - B
B FAF LR -

— > PSSP AT E T R S EGR
2014F10H4H (75) 14:30 & 19:30 ; 20144E10H5H (H) 14:30
BT 2L B AR L - H%4EE (TNUA Concert Hall )
HiH (—) #2285 (W)

Yiu-Kwong Chung (b.1956): Symphonic Poem Nezha Conquers the Dragon King
fETE @ IREEE
FEMEZTEE - JLBEREGLSEE
thE (=) SrfrhnsirE © CREAERE)
Igor Stravinsky (1882-1971): L'Histoire du soldat
fEHE - BREEEH  BREA - R
/NRE ¢ FEHEIN L RERE  EIR
= RERE  REE 2T
/NG BRESRE 5 RR ¢ ZEEERE
B8 - ARG
BERE - JLBAREBER

Tl BRI 0 5
R (F E TR AL R AT » R 1882406 F 17 H AR iR 3 17 5 I B2 1 15 £ 50T A Ay A s 3k
(Oranienbaum) ' 197144 H 6 A EBIRAAIT © H5 H AT - AT RStk HEA B

1 BRI DR B A H B > S IRIBSRIEREFEE o A5 H - oA S BT EHEE » R4
Oranienbaum P] EL##% 5 [ ffet , ([E{E3ZOrangenbaum) - ¥ DURERMER T2k 2 =E/RE 2 - &ith
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& (19346 H10HE ) FIEBIBIFE (1945) - HPRrH i i B (2 A Ry A= JEE RS B Bl o5 SR Al R A
BEE L BORARIRER T - AR tER TR EEE ) fEiEER
BERBENFIN R — - M EREERBTE  RTEFS8 (PR FREEER
R SRR - HE DU T EA DU T AT B 528 (Neoclassicism ) e 2R -

1917410 A B3 en - Jerifvsia WERBEHL 1 (Nicolas II, 1868-1918) &
Ffgk » BRI CRIE EREUT - HRIEES KRB - 5 BB A - E
BB E 2 B 5 R B A B R T R B R R AV BB - FHABRAEL D R e EhE N 5SS - B
oo A B R R e B - s e - PRI AR R - MHUE R - TEAVE
AEER - FIE MBS ARl Y] - Kb i fE SR mEl (Erik Satie, 1866-1925) ~ i
J## (Maurice Ravel, 1875-1937) ~ FCHi#7 (Edgard Varése, 1883-1965) - PHMIAEF B FEK
(Pablo Picasso, 1881-1973) ~ CEEZ T {#E ( André Gide, 1869-1951) - fil7ifE (Jean Cocteau,
1889-1963) - &= « #H (Romain Rolland, 1866-1944) 54 A o {H R Hr 4 Hi 16 W e 1E
+ B a2 FaRELE - RITEE - AIEAIER B H BN s S L EM AR » L T
BT RE R ER  193S - B RLFTE AN ZEXREEEE (F2%) (Le sacre du
printemps, 1912) JFAAHHIERTRTE EERSLE, - F W alER G R RS E = - 16 R MAE
1920F AR EEH o 41 F 22 WL BRI 2L H o 1S (EEHRES - B2 (RIAE)
—HITRE R i B SR B (R M R R AR A HH A PR IS O ot

= WrRF R R A CR e ieh)

PREIERGRIT AT % - R REREGRGMEEE - RIEERE - BMERT £
B (E RS - BUIETZ=HMESHE - B AR MR R A T ER/NMES - (8207
Eahs > A—AFE PRACZERMA A AR - R REFEREFEE - REZHEHCH/ME
Z MSEIANE > AIHE T HCHEN - ARERMEAERBHEER 2% - AFMEEK
E-YIRENEINZY) - A REEIEC - 2B APk - SORHTE MR ZE Rt
PSR AV E 2 iR o BERRAL TR - — R 5 - IR N RIS B LR - 1
LR ER A S - RREEER A/ MRS - I B HE SRR RF IR A E - BIRFEERE
AT EEERRENH T - EAHEERIIIE REE R - RIe G R JE R R ATEH R
FIFEE e o

P — SRR B e AAE A RGEHrRe L I BT A+ F S (R R B 2 rh 07 B LR (A
BZ e HEF R - BONRIPSE R - EERERN - ORRETWEREEZ - H
PAISETRE - W AOR I B 1918 F ek 15 N EBRHIERE - B EH AR A ERIGE M
(REREE) - HERRIZEENT - BB B G 5 m P B E S E kit
LB - AN IUEAC PR R R RIS e i B R E T - R xR

R RS R (Lomonosov) » PAE& & —Ar+/\ 4L AR ZB Rl E2 52 BilsF A\ (Mikhail Lomonosov, 1711-
1765) > fhEIFt & AAVEEEIT AT - -1/ A0 A7 L pk S R (R 2 0T 55— IR RS (R B B T -
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RifzEEETEANYTHL (Alexander Afanasyev, 1826-1871) Fff o fE AU S & B =
BIREC R G ETH - KB RETR S - KEGFIZRKAEY - I HECREENE
BOEAE - NERSEE SRR BFA MR - R THEEASH "JREE, - TawEE -
AEGETEREES - BEEBASCEHE (Johann Wolfgang von Goethe, 1749-1832) HYMEH:
$EPE (WP fE) (Faust) MHM—RICENZ L - ATEISHRAR - BE &L A
fB——TE R o W R R R — (5 L EZ A B (Charles Ferdinand Ramuz, 1878-1947)
Rt B 5 SCEIAR  Z ANERIEEER 2R - 19184E9H28H » (REAVHIE) Fin %S
(Lausanne ) 221757 - (HEHMS - L3518 (Ermest Ansermet, 1883-1969) &L - HH%
EEZF S MAEE » BT EBIARZIN - HR BRI  ECE R FRE S 1 A ]
FEM s TR AR T EE B AR 192045 CRITRIEE ) U RCE N - UESINERES
LEEERIR R IR -

Afl—  CREAEER) B—dl CRIGETH) » 5566-73/)Mf «

(RIEWHCE) 2EGTRMITE MR - BEVES 2SR 0L — - 25FR
HEFMES  (BFRE - BEE (EBH - AR -~ BFE /ME (EB#H - AF) ~ RN
A TEESE GRS (=i 895~ /NG~ R §10 5 PR T HTIREEEET - HLM(E B AV ECes o
IR E SR E G EE ST (% AE - 18 NETRESRE  faeRsk
LR AR ITRTER A E LS - R EE SRR A - MEETRE L > &
B KRZEEEERG  FEEFEERIE - S AN AVEIZEEA—HEEF L (osti-
nato) - EEEBEHIRF G B E PRI - RRE—E (Z2RH—) - ARG (R
W) HEALERIHE CEEENEGRIRE  (HEEREDLR - Al EHEES]
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S ST T IR AT

3B e TR AL IR T AR A — R SR BR AR AR I F5 R AV BN B AR — (R CAR B - g 5=
T~ (CREREEE ) R SR — W Ry TR M~ DAGHRE - RIEFIEEE ) ("lue, jouée
et dansée en deux parties" ) /TR FLEEE - EFEE E(AEM NMERS SRS » SELE
‘E‘*%THE’\J%@%NR@& HEHSEARIERSEZ - TPATNEEEME - N/ E5 - BRE

- HSEEBREE ~ /NEEEER AT LU o Ry TR — R R R - R R ER A R - %
EEE CEIREEE TEGESE, o IE TRERE S BT 0 i B EXEEIE L
AT ERBENERERT > BMPEEEATEENLIER - fTbL - BEMELIEHPEBHE %
TG EFEEEERE (stage play) ~ H%4EEE] (melodrama) ~ DAR T[RRI SEFERE—3E
B~ B TEIEAFI4%5E (paso doble) » ZEIFH G E(E/ N FUF S4RRSE 2 » ThAh -
CRITAE S ) (RIS S i B 52 - FHERET T ~ S (WA IMEE
WREZERAN ~ BREZ G 35k (chorale) @ JhZREFE TS EEIT 5 (ragtime) -
AME RIS M2 B A E LRI R & -

Y~ BB  BHRRRIAS L i G R

IR AL I B R e AT - B T B E R (WAL - FEESES (K

LAY ) JRANTESR 2 b 2 IRREEUR R RS A ) 7R Z R VU AL S 9E M ——aE A

Kb BRMAE (HFAEREA > REEF) - ERENF AT - wiEER IR
AT HE R LA = (A FREE—RE A - RN ZRRE - EER
EEAE D, o R EEESRENEEHNNAOER TFEREED - FRE
I AE ) T = GEAT » Dl— ANIBME T8 E |, EEE R A AR ; * EE R A LERE
(PBS) F{E19844FE b BRE (CRILAYHER) BraEhoA - DIEhE R E AL - BE S S
JREE L e =R E P -

20145E6 4] - FHEFE—X2H T LR | BFERL Z“EE 5178 (RIERYHE)
ETEETH EIE B ET R AEB I E R TEAE IET/\E A (RERHHER) BT
FAREME > MRLBEGHGE R IR RFFHEAN (SHPAED 586 CRITATHT
=) AR LR - 2 HOEEN— hesRo T - R 2R R R E45 08 (A

2 "[Publisher's note. Complete Work: Dramatic performance of this work must include parts for three separate speakers —
the Narrator, the Soldier and the Devil.] This requirement is absolutely unconditional.”

BUSERUANER, ¢ 1gor Stravinsky, L'Histoire du soldat. Original French text by C. F. Ramuz (English version by Michael
Flanders and Kitty Black, German version by Hans Reinhart), edited by John Carewe (percussion parts transcribed and
edited by James Blades). London: Chester Music, 1987.

3 19604 » WIRFRDRATEAE RIS T— R P MR B A CE R SR - [EMUEHREEEFFA - HE
20074FZIBIE 1 FEIOR R 52§55 88 Ry CORRA BT 3517 - HorP i i B AEEOK « XU (Jeremy Irons, b.1948)
— NEERE AN AT A tr = I H iR DR TR Y SE B S A4 28 %) - weHIFRRF (Robert
Craft, b.1923) J:EIFRHSRIELE » BIERDE P RE AR MEAVER] (Jeremy Irons [as speakers of all characters]
and the Columbia Chamber Ensemble, conducted by Igor Stravinsky and Robert Craft. New York: Sony BMG, 2007.
82876-76586-2) °
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BY SRR A A USSP T SO B A Z B - PP G 0 - IR 0128 0E - 1478
FEREIRF IR B B R TR TR R R IP U AT - SEE (0 46RE LA i B AR E A
IR E R R i (R O BN R P SCRRBIA » E2RIIRE AU BTV S H - IR E A A MR 1T
W% - (B &fiay - RIS HREEE - &REFTEIBAECH 11 B ZFRE2EE - 5 TEEN
BB AL B da IR P SR AR ) TR RS -

—HEBR AR _REUFG R - SR E R E R BT ERE - AN ERE
ERTHGE - RIRESLEET P AR N AR EMNAYRIRESC - WAE A B E S HATE
ZEF (BRIHR2EANT) - 265 THESZRMENTE - LAKTECDNE
W EERG AR - DRt MER - AW - SEEGH ENER - BAIHLALEC
A HFREFNE S - RO MR EE RS - REFNSERERENNE - £
N - Big N\ B8 T RSB BT LM TR - DRSS L aE LR — i
—— RARIRGT AR B o SEARETH RYEMIE AR - I EA R CR B R ER
HI={E H 28 - TIEATIHE R E LA BIS R IR - S2 iy 8 R A A SR &S A 3
RG> EZ BRI CREEE) SESFAEEZ S 52 - TMEEIH 15 HtAEEHT
HEMGIEG DRGNS  EREEEADRET - seE M iEE S WE - 5 SN
BRI DU A et R R B E A -

IRREARAEE S WS TE RO  BREIRIE » RE MRS B IHE S A ERE
REUEHEH (RIEHE) EHEENFRERNAZ R - 2RIBIARERSIEERFE
IR T IREGEE] - B — ARE LA - BRI AEENAOZFANEE R - R
PR AR ~ DUR[Rl— N B B[R] A G b A e B Lo B 17 R AR ] - (B R TR AR B
TR E BRI - (RGN E) B EE RS MR 6 —RE R AR ER
(o FHAER A = A 1T 3R - Bl 48— R AR AT B SR B SO L8R - S I R A T
& o BIEEEFN - FRETH LR ER RN TAAMERETEENAE > EE SR
FRBIABE R FARE S T Rl SR i R B Y 2 B - DU RS (R ) B iy —/ e
FANTLEEF LY E TRt (F— > TR AEG—) -

B BT R EFAIR T E2+2+3 - FEH A PSRN AT RE R R — 2L
HOFRERAS T - 25—l ORIGETH) RRMEEE - BSOS TRk A THIER > BRIE
B2 BRIV 1R AT T SCEFA A E B HUECHT AR - [RIRE EAN S T 2 FAH E AR (T8
B SEEE R EE A E R R LR N AT PRI - HC AL R8s/ NI A - 1R
SCEFBA "Se" BAGFILE - WEEXRAZRE T —FH/ D& (BRENBEELE
IR ) o T ESURESERATHEG o £ - REBE AR RECR I T
38 T - AR AT RE R SRR S BT B R L - 38 = ORJEEfTH) BXER
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"Quinze jours" j& " +TH ; WER  BEIRARIESTTURAEY ; (B2 ZIRRFESHEH
Big > MDUE AT Z SRR TP SGER - SR UF 25 TCGER AR - IR R
A T HH L - HMREREF AT S LA SGE S BIAFE SR - DR E R A
R LR R H LAY ER - 0 H ] 2 LI SRR AR 1 ) e i R AN ZE AR

XA R,

El71<§.u

A~ B ERIEN ©
Fe— 1 (REHIEE) B—ih CREAETH) BEFEH - ECR U2 RE -
iRy SRR EHREAZHSGEH
Entre Denges et Denezy, U H iRV EEA
Un soldat qui rentre chez lui RNEEETES
(e Quinze jours .de congé qu'il a —l;ﬂ\i \ EEEIE;JE&H
"Marche du soldat" Marche depuis longtemps déja. e OMUET N E R
A marché, a beaucoup marché K& RANEFE
S'impatiente d'arriver KA KA wARiTE
Parce qu'il a beaucoup marché. PR ST
p L. P ot p — —Lf.ﬂ/— ’/_.:"Eﬁi ;‘E\:E
RS R | ETRER Gt R | STHIRER OO
Reprise "Marche d Se rejouit d'étre arrivé .

o R O () #REFIZFIT
solda arce qu'il a beaucoup marché. T (e SIS
REEI T CRIERYERE) i CRISETH) BEF (%450 - [FoCEREEESD) - 5E83-90/)NH -

ot £
(=== = = = ==—:=—==r==
— b FIEEEE: i T}
. | S;?L.r :_b.-’ et E:" :::‘g :-bﬁi}l- h‘:?t
e I}‘ b poco eresc. mf
" o g‘:' :‘ - = = = == -
" '%_'——':'___' -
——f
Trb. [H——= : == -+
= ®DsDn
Bt = — = } = i
o i . & o ok ie o
» - -~ L \ \.. 1 g + L'l[ "“- Ty B 1'. ": i
o - — 1..IJII.IJI]|J J_lz.l]]]h I -
i ! ‘_‘ §'im-pa - tien-te d'ar-ri - ver parcielqu |i aheau—c,aupmal-ché.
1) 3 I"lMardﬂns all the day, Soombe will behomcto smay.
wan-den -ber Stock und Slsn sehnt sich bald daheim zu sein.
fe- jou - it d'étrear-ri - vé& parclelquil abeaw-coup marché.
z"I He's boen marehving all the day, Hap-py nowhe'shometo suy.
. Wan-der G-ber Stock und Stein, Irautsuch balddla-hmrl}zu sem.
{ 61"; l,-l[;""" ‘l"‘g:':’ =) ;n_'g,\ L
w@:—:‘{‘_-z_:-:__‘,_ E=E=======c==s=c=c=—=q. —
EEEIERE N A ‘v’ ¥ ¥ ¥ v ¥
P b, H Z N %
ce 1 g e 2 e & e £ e 4
MR E=SE=======c====-====-======= —
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BRI - 1 H2 L kS E A HICDIRAR] BRI R - At Ug AR H AR5 SR — 6% 5 (B3
BiEH (Live performance ) HIFGRAINAIRER— R —E - FILEHR 2B EEENE » 559
L E TG HER R R ] AT R iR ERE A (S © B4R ORI BB R LR R B —
T8 B (R D SR IS — TR AR AR SE P A VR 2 IR 22 i (RE B A — M e R B R E
T o SR MBS - (BERRE DI REE B ER | E535%E L
HEA AR T — B EE - B REE RS HET -

ik - EREEREANAS - WEFERE S EMEE - 3 5 IF A A R
i€ o HREMy 2R IR FE B R A GRS EENE - Ry HEFSEIREERE TR
R FrDAA AR R B s g - D&y "REANL - TR, - TR, T
£, TAE ) FARSGHAL - FE - ERRAGH HEER BN - BERELERR
ARTT o {5 HH el AR 0R B A [ B R LA+ S A R T WY e e B 7 A R OISR 3K
% o

[B— : 2014510 A5 H N LERHLEEE s (REHE) B0 IEHR - 2T REiEeY
B (HAEZEA @ REE - SR - SR BRERE - THOT -« SR BEF5 - =R - ARRE)
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ERIMEEL - B E A - B2 HalBE N EEE R RN LA - RSN IeER 2
FEEAE - — A ARG "B RIEREIREIE A LR - EE AT REE
HHAZFEK - GREAZLUBEERERTFHOHZHEECE—OETE - T%5 > 5%
TBIEEEEE - ERDTARECHEEEEGEE - MR EER - TREEE > TakiEs
BRI RH SR EER - AT PHETERAROE  pZ RS - Al -E5’E
WEEE CREMRE) MATREARE - TERAZIER - ERX2H T LR ) BT
EXZRE BB EZ2HE2ENBIASGRIME - e BRI ERA 2 T HAIE, &
B - FEREN EREXERNERAERENER L - RIBEFRANIGEREIAR - JLEXRE)
EERETER S RIFR LB EE - & (REME) RES—FEEHaEE - R
BUARRHHNR 2 s B R B AR RS - ik - e — R S R AR EB GG 1F
B BE R R R KA - E R B KB EERE (B—) -



CRITHyECE) - B IR LA 6 B 5 B9 B (R 8% 115

B = WrRr i aE CORFERIEE) ERISCREBIEERT it
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TR ARSI MERE R HE H OB

(2 S TS5 B 2
S8 VT A LR 2
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s | VE NUIGHRE L 7

(PARTD | soan |y

BN AEHD G — R R E K
BiT B 1 E ARSI R
AT DIEH AR NAERER - HETG R

TR FERALAHT

HEm st

ff T 2% iy AR B A 5

I PR AR R A R MISERERY RIS ZE -

(EHSETRRENZOE )
ZUH SR EETR

REEETEE

XK HHEARY

NN RNEDSY

RFE RANEFRE
KRERFHHGE  WR S EEE

The Soldier's March
KILHETHiMusic 1'44"
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REFIFEE R R ERE SRR TKE

ftlRE ST — i (R )/ N BRI R A T Ak
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Airs by a Stream

Al A <7 g g it - 4
VZIE T FMusic 225" (FRGR L - FHE)

MEACH (HEFZE) -

THEIRENMEESARG D | AT | ) BERREHEDK

" FEVMESRE SR ABAE A ) AEEE

"R - P PR AN AT O AR AR AR 2 M A R A R
RIS —F 5 RBRAHEHCZER/IMES MERIR T &

RIEYIEMESEF LA

{H2 & MREE N A ROy HIASEf 2 &
I 55— " AR B
EATE FCEAR AN 2 AR
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