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Abstract 

This paper presents the background and methodologies employed in intercultural 

projects conducted in Taiwan from 2019 to 2021, carried out through Project Cadenzas. 

This program embraces historically informed performance practice (HIP) to articulate 

traditional cultural contexts and express creativity through musical performances. 

Recognizing the need for more consistent Chinese translation for HIP, this paper offers 

Chinese readers a comprehensive definition and explanation. 

Furthermore, the paper addresses two primary issues encountered in directing 

intercultural performances: collaboration between the harpsichord and diverse Chinese 

traditional instruments, Chinese period instruments, and an aboriginal Taiwanese nose 

flute. These issues encompass the definition of inter- and cross-relationships between 

disciplines and cultures and the variations in aesthetic taste within auditory perception. 

The paper suggests that a deeper understanding of overtone, timbre, tuning methods, and 

temperaments is crucial for developing inter- and cross-cultural musical performances, 

supplementing current aural training. 

Keyword: historically informed performance in Taiwan, intercultural and 

interdisciplinary collaboration, aesthetic taste, tuning and temperaments 
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2017

1 2018

(Early Music Institute at Jacobs School of Music) 2

(Teatro Verdi) 

 (Aaron Carpenè, *1965)

(Stefano Vizioli, *1959) 

3

(Elisabeth Wright, *1949) 

1 2017 (Focus 

Dance Company) (Global Arts and Humanities Festival) 

(Elizabeth Limons Shea, *1962) 以國際校際

交流來說，當時參訪的學生人數約為六十人，就學校行政統籌而言，這樣的大規模計畫相當不容

易。臺灣學生有紀律、充滿活力；更令人驚豔的是，他們帶來的作品同時涵蓋傳統與當代的元素。
2  (Early Music Institute) 2018

(Historical Performance Institute)  
3 2012

2016 2020

2020 (Khmer Times)

https://www.khmertimeskh.com/676346/on-again-off-again-opera-at-angkor-on-again/ 
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4

5

6

7

4 China Remixed

2800

45% China Remixed

China Remixed

China Remixed

5 (multiculturalism in music education, MME) 

(IU Global) 1973

Drummond, John. “Cultural diversity in music education: Why bother?.” Cultural diversity 

in music education (2005): 1. 
6

Korea Remixed 2022
7
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(historical performance or historically informed 

performance) 1980

(HIP)

(music 

of the Classical era) 1850

8

(period instrument) 9

 (clavichord) 

(harpsichord) 

10

(period performance)

(analysis or deduction) 

8 (Frederic Chopin, 1810–1849) (Franz Liszt, 1811–1886)

9 period instrument Montagu, Jeremy. “Period Instruments.” In The Oxford 

Companion to Music. Oxford University Press, https://www-oxfordreference-

com.proxyiub.uits.iu.edu/view/10.1093/acref/9780199579037.001.0001/acref-9780199579037-e-5098. 
10
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(interpretate) 

11

(perform) (interpretation)

(performance practice) 

12

1

(texture) ——

(articulation) 13

(rhetoric) 14 (good taste) 15

11 performance practice performance practice

Oxford Bibliographies Online “Performance Practice in Western Art Music”. In obo in Music, 

https://www.oxfordbibliographies.com/view/document/obo-9780199757824/obo-9780199757824-

0189.xml (accessed 26 Dec. 2021). 
12 (Glenn Gould, 1932–1982)

 (Stanley Ritchie, *1935) 

13 articulation

Articulation 14 articulation

articulation

14

(rhetoric and music)

(Aristotle) (Cicero)

(Quintilian) 

Tarling, Judy. The weapons of rhetoric: a guide for musicians and audiences. United Kingdom: Corda 

Music, 2004. 
15 (good taste)
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(virtuoso)

(doctrine of affections)

16 17

(authentic performance practice) 18

(Bach 1949, 31) 
16 doctrine of affections

Haynes, Bruce. The End of Early Music: A Period 

Performer's History of Music for the Twenty-First Century. United States: Oxford University Press, 

USA, 2007. 48-67. 
17 2008

(Stanley Ritchie)

18

(to promote authentic performance practice in relation to Chopin’s oeuvre)

Kocyan, Wojciech. The evolution of performance style in the history of the International Fryderyk 

Chopin Piano Competition in Warsaw. The Chopin Review, Issue 1, 2018. 
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1

(early music)

period performance

ancient music

period instrument

(authentic performance) 19

(historical informed performance) (historical 

performance practice)

19
  authentic performance 

 (authenticity) 

Burstyn, Shai. “Authenticity in Interpretation.” Early Music 23, no. 4 (1995): 721-23. 

http://www.jstor.org/stable/3137963. 
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2010

2015 20

2011

音樂文化，為當代民族音樂學的研究者關注之層面，在此一領域之諸多著作中，「音

樂文化現象」一詞的使用因而頗為廣泛。一般而論，音樂的本體研究包括：曲目、樂

曲之載體（及樂器與人生、樂隊編制）、演奏技巧、詮釋、至於音樂文化的研究、只

音樂本體外的社會人文現象、包括館閣組織、沿革、活動，一人的背景、養成訓練、 

展演活動，以及樂種與民俗信仰的關係、音樂經濟等，屬音樂的客體層面。

2011, 6  

21

22

20 (early music revival) (Academy of 

Ancient Music) (Early Music America) (Early 

Music Institute) (Historical Performance)

(Oberlin Baroque Performance Institute)

21

——

 (Italian cembalo)

(French clavier) (English spinet) (Flemish harpsichord)

(clavichord)

(fretted unfretted)

(virginal)
22 1985

—— (François Couperin) 1717

L’Art de Toucher Le Clavecin

(Jean-François Dandrieu, 1682-1738) 

2018
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樂器

23 24

25

1

238-248
23

24 (Henry Johnson, 1897–1929) 

Johnson 1995, 

267

Cheng, Jen-Hao. 2014. 

“Taxonomies of Taiwanese Aboriginal Musical Instruments.” PhD diss., University of Otago, New 

Zealand, 119.  
25 Project Cadenzas: An Intercultural Journey 2020
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Bernard C. K. Choi Anita W.P. Pak 2006

26

(Eastman School of Music) (Donald J. Shelter, 1926 2014) 

26 (discipline) (multi-) (inter-) (trans-) 

1944 1975 1978

Bernard C. K. Choi Anita W.P. Pak 2006

Choi BC, Pak AW. 2006. “Multidisciplinarity, interdisciplinarity and 

transdisciplinarity in health research, services, education and policy: 1. Definitions, objectives, and 

evidence of effectiveness.” Clinical and investigative medicine. Medecine clinique et experimentale, 

29(6): 351-364.  
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27 (multidisciplinary)

(interdisciplinary) (cross-disciplinary)

(multidisciplinary) 

(multidisciplinary) 

(multi-) 針對一個現象主題，以不同專業領域的角度切入並

比較，且領域間保持單向不改變的狀態。 (Choi and Pak, 355) 

1960 1990

28 1994

了解音樂與藝術以及與其他非藝術領域的

關係」以及「了解音樂與歷史和文化的關係。 (Mahlmann 1994, 28-29) 

2 A

2

B 2012 1545

(Christian Rizzo, *1965)

(multidisciplinary artist) 29

27 Shetler, Donald J. 1990. “Crossing Disciplinary Lines for 

Music Learning.” Music Educators Journal, 76(5): 32-35. https://doi.org/10.2307/3400989. 
28 Barrett, Janet R. 2001. “Interdisciplinary Work and Musical 

Integrity: Interdisciplinary Connections Can Open up Possibilities for Comprehensive Study While 

Preserving the Integrity and Validity of Musical Experience.” Music Educators Journal, 87(5): 87. 
29 (crossover)

https://doi.org/10.2307/3400989
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2 B

2 (multidisciplinary) 

許多音樂領導者對音樂學

院的未來表示擔憂。

擴大教學與研究在多重領域上的觀點，對實際音樂環境

是有價值的。 多重領域需要進一步在領域上『融合』，



32 (2022) 118 

並且需要策略的規劃，以及提出具有可行性和邏輯性的方針，才能在音樂行爲研

究和未來專業訓練上提供實際幫助。 1990, 32

(interdisciplinary) 

interdisciplinary

3

(Isaac Newton, 1643–1727) 

(nervous fluids) 

30

31

32

33

30 McDonald, Ian. 2005. A 

History of Nerve Functions: From Animal Spirits to Molecular Mechanisms. Sidney Ochs. 2004. 

Cambridge: Cambridge University Press. (Book Review). Brain, 128(1): 227-231. 

https://doi.org/10.1093/brain/awh359. 
31 Kennaway, James. 2015. “Historical 

perspectives on music as a cause of disease.” Progress in brain research, 127-145. 
32 Kitano, Hsuan Chang. 2018. 

Improvisation in Mozart's Keyboard Music: A Performer’s Approach to His Eingänge and Cadenzas. D. 

Mus., Indiana University. 
33 Aaron L. 

Berkowitz Berkowitz, Aaron, 1978- The Improvising Mind: Cognition and Creativity In the 

Musical Moment. New York: Oxford University Press, 2010. 131-152. 

https://doi.org/10.1093/brain/awh359?fbclid=IwAR2Q7idbnY-ljJWolhGk907iP8Aejc9Nn4CJxPV2oJKmBs1TcreyiVamtME
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forte or piano 

forte or piano

…… 34

……

3 (interdisciplinary) 

34 (Carl Philipp 

Emanuel Bach, 1714–1788) 
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(cross-disciplinary) 

(New Music) 35 ——

4

——

假若結合舞蹈、戲劇、音樂就是跨領域，那十七世紀 

的莊歌劇會算是跨領域演出？假如加入高科技元素才算，但音樂與它沒有互動， 

那只能算是拼貼吧？我覺得真正要稱得上『跨領域』演出，各方面一定要有完好 

的互動 (interactive)，否則最多只能說是『加上了視覺元素』的音樂表演，或是『加 

上沉浸式體驗』的舞蹈表演。  2020, 67

(cross-

disciplinary)

35 (Ars antiqua) 

(ars nova) (Caccini Giulio, 1551–1618) (Le nuove 

musiche)  (Wilhelm Richard Wagner, 1813–1883) 

(Johannes Brahms, 1833–1897) 
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4 (cross-disciplinary) 

(crossover) 

36

37

MAFIA 2018

36 所謂的『跨界』的概念應用於藝術活動時，可泛指藝術中

各專科領域之間的互動、交流、統整或超越等合作行為。  2013, 20 2020

9 4 11

2020, 55-99 2020, 45-54
37 “A term used to describe either work by a performer or composer 

in a musical genre different from that with which he or she is usually associated, or the merging or 

hybridization of different musical genres.” Gloag, K.  Crossover. The Oxford Companion to 

Music. Oxford University Press. Retrieved 12 Jan. 2022. 



32 (2022) 122 

(Interdisciplinary Arts) 

2010

MAFIA

38

39

40 TIMF

41

38 gig
39

(mix) (Hybrid)  2014, 39
40 —— Crossover - 2020 The Islanders’ Piano Trio

2020 (Ludwig van 

Beethoven, 1770–1827) (Achille-Claude Debussy, 1862–1918) (Ástor Piazzolla, 

1921–1992) 2021

2013 ——

(multi-) (inter-)

(cross- and trans-)
41 2021

javascript:open_window(%22https://opac.npac-ntch.org:443/F/2PYMFYA9BJJ8IB948FG7T8D27AQRX5KEEDDUR7JX24HIDHYEAJ-02421?func=service&doc_number=005145298&line_number=0009&service_type=TAG%22);
javascript:open_window(%22https://opac.npac-ntch.org:443/F/2PYMFYA9BJJ8IB948FG7T8D27AQRX5KEEDDUR7JX24HIDHYEAJ-02421?func=service&doc_number=005145298&line_number=0009&service_type=TAG%22);
https://ndltd.ncl.edu.tw/cgi-bin/gs32/gsweb.cgi/ccd=5YZ7u0/record?r1=19&h1=1
https://ndltd.ncl.edu.tw/cgi-bin/gs32/gsweb.cgi/ccd=5YZ7u0/record?r1=19&h1=1
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跨國主義涉及到國際關係、社會學、歷史學、地理學、文化人類學等多學科領域，面

向很寬，研究範圍很廣，而本文（跨文化音樂現象）主要探討中國移民從中國到其

他國家或其他地區，將傳統音樂傳播到居住地之後，所演奏的音樂以中國傳統音樂

為基礎，又結合了新的居住地的音樂文化，所產生的跨文化音樂現象，這也可以由

跨國主義的理論中社會學和文化人類學的部分之探討，建構出由移民傳播而形成跨 

文化現象的新音樂。  2021, 30  

Jin-Ah Kim

(multicultural) (intercultural) 與跨文

化 (cross-cultural) 42

(multicultural) (intercultural) 

(multi-) 

43

42
  Jin-Ah Kim 1930 (cross-cultural) 

1980  (intercultural) (transcultural) 

(exchange) (dialogue) 

(multi-) (inter-) (cross- and trans-) Kim, Jin-Ah. 2017. “Cross-

Cultural Music Making: Concepts, Conditions and Perspectives.” International Review of the Aesthetics 

and Sociology of Music, 48(1): 21-22. http://www.jstor.org/stable/44259473. 
43 Jensen-Moulton, S. “Cirque du 
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「 (inter-) 

44

(Baumann 1985, 128) Jin-Ah Kim 多重

文化與文化融合在日本與韓國經常被討論，但『跨文化』的概念卻尚未確實建立。

2017, 21 ——

(cross-cultural) 

(cross-)

trans-cultural cross-

cultural 1994 (Western 

Journal of Nursing Research) (Pamela Jane 

Brink, *1932) trans- cross-

(trans-)

(cross-) (1994, 344-6) 人類學在文化 

概念中，使用 trans代表 beyond，指的是超越文化界限，而能在所有文化上普 

遍分享的通用概念；而此廣泛的通用概念，在行為上並不具有交互突破的行動。 

然而，每個文化中對於通用概念，除了相似性，也有差異性。 (1994, 344) 

(cross-)

Soleil,” Grove Music Online. Oxford University Press. https://www-oxfordmusiconline-

com.proxyiub.uits.iu.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-

9781561592630-e-1002228000. Accessed August 19, 2021. 
44 (acculturation) 

(enculturation)。 



張璿 125 

(classical music) 

(trans-) 

(music of the Classical 

era)  (India classical 

music)

cross-

45 5

5

46

1970

45 trans- cross- cross-

46 2021 David Kim

https://www.nytimes.com/2021/07/23/arts/music/asian-composers-classical-

music.html?fbclid=IwAR1aCikuU4HzUpg0HXar-

xMUH7ZmDGEOBxq3v9Df2C0Lo1fZt1BpO8CQcLo 

同質性與差異性 
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47 (Taro Okamoto, 1911–1996)

很多日本人有種根深蒂固的想法——新藝術就是對歐美的模仿，是輕浮的、沒有根

的。這種看法錯得很離譜。日本出現現代藝術有其必然性，絕不是模仿外國的結果，

不能說它完全屬於西方世界或屬於東方文化，這是符合現代世界生產方式的「世界

性藝術」⋯⋯這種人一心想著否定現在的、切實的生活，是因為他們缺乏文化自信，

無視過去的舶來品，拒絕面對和接受今天的生活，這種態度是矛盾而卑劣的，不澈

底粉碎這種愚昧的觀點，就無法邁出第一步。(2020, 61-62) 

2005 一個前衛與保 

守／現代與後現代／精緻與庸俗／在地與歐美的雜陳美學樣態……一種現時／過

去與未來投射同時開展之異質空間 (heterotopias) 的當代性。 2005, 27

2007 當代音樂藝術工作者必 

須先認清自身的傳統與內在特質，並掌握自我與其他異文化間的共同點與差異點，

才能與周遭日新月異的世界交流，進而建立自己獨樹一格的新文化視野。 2007, 

14 2000

2002

為顧及現代學術分工日趨精細並與當前本土學術發展的脈動相結合，遂於民國九十

一年申請獨立設所。創所之初開設「研究與保存組」與「表演與傳承組」二組，除致

47 2020

176-193
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力於傳統音樂文化的研究與保存，更將傳統樂器的技術傳承與展演推廣，納入課程

之範疇。 

2010

2021

因為臺灣是多民族的社會，曾經受到荷蘭、日本文化的影響，也由於開放的早，受

到歐美文化的影響，所以臺灣音樂呈現在中國現代民族管弦樂的作品，基本上除了

音樂素材，關於曲式結構和作曲手法，也已經是多層面的跨文化現象。這些作品並

非僅止於中國大陸和臺灣兩地的跨文化音樂，而是有臺灣原住民、中華文化、日本

文化、荷蘭文化和歐美文化交織的多元跨文化現象。(2021, 30) 

48

——

48 2000-2010

4 2010 2020

12
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49

50

51

52

perfect pitch absolute pitch

intonation

49 15
50

51

52

47-50 pitch intonation Nápoles J,

Springer DG, Silvey BA, Adams K. Effects of Pitch Source on Pitch-Matching and Intonation Accuracy

of Collegiate Singers. Journal of Research in Music Education. 2019; 67(3):270-285.

doi:10.1177/0022429419863034
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53

A=348

392 409 415 524Hz (Mitchell 2001, 97-115) 54

(foot) 

 (Mendel 1978, 80-83) 1834 (Johann 

Heinrich Scheibler, 1777–1837) A 440Hz

440Hz 1850

420-450Hz

1859 A 435Hz (Royal 

Philharmonic Socity) 1896 A 439Hz55

1955–1975

(International Organization for Standardization) A

440Hz 0.5Hz (ISO 16:1975) 6

56

53

54 (John Shore, 1662–1752) 1711

(pitch pipe) 

415Hz 392Hz 430Hz

1815 A=432.2Hz

爲 392Hz 409Hz 415Hz
55 15

20

A 439Hz
56 A=392Hz A=415Hz A=440Hz

A=392-

396Hz A=430-432Hz
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6

A=440 442Hz

57

58

(equal temperament) 

目前結合的柳琴和 

琵琶，事實上在音色方面是完全不同的，其和聲和諧效果也不佳。至於擦弦樂器 

音樂的皮面和低音的版面結合，在音色的差距更大，可說沒有和聲和諧的效果

(2005, 61) 『和聲』必須在相同的音量 

和音色下才能產生效果，因此如何讓國樂器在音量上和音色上縮短差距，便成為 

國樂團樂器改革必須思索的重點。 (2005, 63)

57 415Hz 430 432Hz 440 442Hz

443Hz 445Hz
58 A=415Hz A

B
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(intonation) 

樂器的『音色』因素是 

必須被重視的，包括樂器本身的音色和技法中的音色變化，甚至是「音腔」音色 

的採用，這些都必須被注重。 (2005, 258) 

7

(frequency)  (timbre) 

(sound waves) (beats) 

(temperament) 

7

聽覺認知

樂器

音域與頻率

音色與聲波波型

演奏
泛音

聲音拍頻

理論 音律與音程
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(intonation) 

59 60

發出的音高與皮膜的質量和鬆緊有關，其音高以

A 音到 B音間最佳。 (2005, 66) A B

A=442Hz

61

59 (Hz)

1Hz

(fundamental note) A=415Hz

A 415 A=440 A=415

60

442Hz

A=444 445Hz Ball, Christopher. 

1975. “Renaissance and Baroque Recorders: Choosing an Instrument.” Early Music, 3(1): 11-19. 

http://www.jstor.org/stable/3125301. 
61
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415Hz

A=442Hz

(beats) 

——

perfect interval (perfect)

(harmonic series)

(beats)

經常以翻高八度或翻低八度，或是以支 

聲複調的形式來伴奏，這種不與聲樂同步高低的『托腔』方式，是中國傳統音樂 

當中相當具有特色的一種伴奏形式。 (2005, 57) 

—— 8

B 62

62
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D F

A

D F A

8 63

F D A

B

63 2019
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(Affections) 

64

(lament bass)

D4=294Hz

65

64 16 68
65  D4 =294.3Hz A4=440Hz D4=293.6

D D4
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66

1 —

—

1

(Doctrine of Affections) (animal spirits)

66 橒

2020
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67

0.8

(The well-tempered clavier) 

well-tempered

B

F#

The well-tempered clavier

(Pythagorean System) 

2

C C

(wolf) 

(Werckmeister III)

 (Krinberger III)

67 Kitano, Hsuan Chang 2018, 52-67 155
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2

E A D G

由於律制的改變、樂器的改革，要它完全回到傳統，已經是不可能的事， 

而且也沒有太大的意義，一個嶄新的樂隊，需要有很多好的作品來豐富它，因此 

在創作的時候，應該回歸到中國樂器學和配器的問題，即如何發揮這些樂器功能， 

如何從傳統音樂當中吸收一些優良的演奏方法和美學觀點。 2005, 246
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『考律以立均』和『因均作樂』。只有掌握了律學知識， 

才能真正掌握琴調，各類曲目的調性和調意，從而把握琴曲的內涵。就是說，一 

個合格的琴家，不是僅一二手曲目的演奏或表現，真正成為琴家的，必須有律學 

休養。而通過琴學的學習，是一種將律學知識具體化的學習，琴學中的律學，不 

是抽象的李澤，而是在具體的實際的操作過程中去領悟的。 2008, 148
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