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Abstract

This study, the author's self-reflection when reviewing the ideological and
material evolution during the writing of her portfolio pieces, aims to facilitate a
crosscultural understanding of her musical contributions as a Western,
“cultured" Chinese composer. It includes her extensive ethnomusicological
study of Chinese Sanxian music, Tianjin folk music, and Tianjin narrative arts.
This culminates in her intercultural compositional practice, primarily based on
these musical genres, contextualised in Contemporary Chinese music
aesthetics.

The research is presented in two parts. Part I: Chapter 2, My View of
Styles and My Musical Nature is the author's statement of her current
musical nature through self-reflection on the historical and cultural influences
on her professional training to date, supported on one hand by the musical
aesthetics embraced by representative contemporary Chinese composers
and, on the other, by Chinese indigenous music traditions. Part II: Chapter 3,
My Compositional Methodologies summarises that author's analysis of her
composition as research practice. It starts with Chapter 3.1 The Link
Between Music Dialects and Contemporary Compositional Language, in
which she explores her contemporary reinterpretation of Sanxian—a Chinese
instrument that accompanies all narrative arts yet is unfamiliar to
contemporary musicology; and it continues with Chapter 3.2 Integrating
Programmes, in which she reviews the employment of non-musical
implications of her writing process that are dually influenced by Chinese
narrative traditions and Western programme music. The thesis culminates
with Chapter 3.3 Structure, Deconstruction and Reconstruction, which
contains the author's technical analysis of each portfolio composition.
Concluding with the realisation, gained through the course of the degree, of
the congruities between Chinese musical dialects and western contemporary
sensibilities, and summarising the advantages and deficiencies in these
working methods, a future of further research and development beckons.

Key words: Music Composition, Style, Transcultural, Contemporary Music,
Chineseness, Indigenous, Westernisation, Music Dialects, Humanism, Programme
Music, Narrative Arts, Sanxian, Improvisation, Tianjin, Chinese Dance, Music Motif
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Appendix 4.
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Here begins an exploratory journey into the evolution of my musical language.



Chapter 1. Prelude

1.1 A Casual Conversation with My Readers

As a Chinese composer, | spent my entire adolescence in the motherland,
nurtured and nourished in traditional culture. Travelling to another shore to

study for my doctorate, my mind wanders and asks:

"Who am I?"
"Where should | position my compositional orientation?"
"How am | to bridge Chinese musical dialects with

contemporary sensibilities to present my individual voice?"

These are the questions that linger in my mind and have thus become

the focus of this doctoral study, both theoretically and practically.

Approaching the end of my doctoral journey, as | review the steps |
have made along my creative path, | realise imperceptibly that | am no longer
the artist | set out to be. However, the footprints of my past study are clearly
preserved in my work. They constitute my doctoral compositional trajectory,

both specifically and on a general basis. | consider:

"What are the steps | have taken?"
"How do | embody them in my compositions?"

"What will be my focus in the deeper research ahead?"

These questions, and more, | hope to answer in the following

narrative and analysis.



1.2 Significance

This analysis and summary of my musical language is a comprehensive
reflection of my theoretical studies and creative practice, which | investigate

here in order to precisely focus the areas of my future research.

Initially, | will discuss my transcultural life experiences and
circumstances. | will explore the components of my creative voice, modes of
thought, and compositional methodologies. | will reflect on issues of personal
identity, my cultural foundations, and expectations for my professional path

ahead.

Secondly, | will present a comprehensive survey of "my musical
language." My aim is to share with other scholars and the international
audience an alternative view of traditional Chinese culture and to appeal for
greater attention to rare musical instruments and genres. My strong desire is
to encourage more artists to extend their creative tentacles towards their
fragile cultural beauty in order to preserve and facilitate such endangered

cultural legacies.

Thirdly, | will provide a precise interpretation of my musical journey in
order to provide a clear road map of my musical growth. Reflecting on the
influences behind a piece, | am increasingly aware of the differing factors
leading to its success or failure; this will provide a broader perspective for my

further exploration.

Finally, | will make an analysis and summary of my working methods
and completed compositions at the different stages of their development.
This will hopefully act as an important aid in my future musical research and

exploration.



1.3 Literature Review

As | am a young composer, there has not yet been any published response to
my work. This section is therefore a record of the research | have used in my
career so far.

In the process of writing it, | have discovered various items of
research which reiterate and support the arguments | make here. These
valuable theoretical references substantiate my own practices in the fields of
compositional techniques, artistic style, musical history, and cultural

inheritance.

I. The first category includes conflicting critical arguments
concerning musical style. These valuable research materials contain
stylistic analysis of such figures as Qigang Chen, Tan Dun, Wenjing Guo, and
other post-colonial Chinese composers. Included also are transcripts of
interviews with those composers who have influenced me most significantly.
These contain insights into their creative process, biographical data, and
anecdotal evidence; regarding Qigang Chen, they include "My Concept of
Style (F# XAg#)" by Qigang Chen; "Going out of Contemporary Music and
Making One's Own Way GEHlf "8R3 R B3R A 2 a )" by Qigang Chen;
"Music Can't Be Fake--An Interview with French-Chinese Composer Chen
Qigang (& /&, It A4 m e B —— iR vE1E il R PR H #9757 1%)" by Xuelin Mei; and
several other textual and audiovisual sources.

An in-depth analysis of this whole area of study is found in Chapter 2,
in which | discuss my personal musical style and philosophy. Much of the
information used for my writing here is informal and anecdotal in nature and
does not include comprehensive analyses of the composers' work.
Nevertheless, | hope to capture something of Qigang Chen's aesthetic views
in this thesis as | simultaneously discuss the aspects that have impacted my

own ideas.



Il. The second category concerns regional culture and religious
philosophy. Deeply inspired by specific regional culture and religious beliefs
in my musical expressions, | supported my study by collecting over eighty
articles with a cultural focus. These include the research papers related to
Tianjin music that supported my National Art Fund Project in 2019; they also
musical and historical research materials related to Buddhism and other

religious and cultural groups.

Amongst these articles are analytical theses on regional and religious
culture, largely placed in the Tianjin metropolitan area of Northern China,
such as "The Inheritance and Development of The Tianjin Folk Dance (kb
X B ] S5 iR 45 K & B pF )" by Hongyun Wang and Shuxin Wei; "The Research
and Practice Process of The Tianjin Folk Dance 'Go To The Dock' (53 E i) 4%
PEOEMSL MAMEM RS L))" by Yuman Gao; "Music Development of
Tianjin Ditty (R #riE35 & % JE#%)" by Chen chen; "The Musical Research of
The Tianjin Tune (K iE35 &=#55)" by Ying Fu; and others. They also include
articles in Buddhist, Taoist, and other religious and philosophical studies, as
well as analyses of composers whose work has been inspired by regional
culture or religious beliefs: "An Analyzes on The Application of Tibetan
Buddhist Music in The Contemporary Mongolian Music Works (7 i (% i 20 %
IRTE SR RAIE T iz /)" by Mengshi Yu; "An Analysis of Wenijing
Guo's Music Piece Echoes of The Heaven and The Earth (35305 A #1795 7 &
%43 #1)" by Mang Li; "On the Harmony of Humanistic Spirit and Technical
Thought of Pre-Qin Confucians (3¢5t % fEx A Uk 55 AR BAEZ f1iE)" by Zhi
Wu and Dan Yu; "Buddhism and Its Contributions to Culture" by Yung Dong;
"Quieting The Mind, Manifesting Mind: The Zen Buddhist Roots of John
Cage's Early Chance-Determined and Indeterminate Compositions; (with)
Motion Alarm | Ching. (Original composition)" by Mark Douglas Nelson;
"Where the Heart Beats: John Cage, Zen Buddhism, and The Inner Life of

Artists" by Kay Larson; and many other relevant articles.



| intend to use these references to further illustrate the forces that
have inspired my creative thinking: cultural, artistic, and philosophical. In this
chapter | will attempt to summarise my creative journey, its intent and
ambition, with an objective criticism of the resulting work, and with particular
attention paid to possible similarities between my work and others. On a
personal level, | hope to gain insight into the recurring themes and
characteristics of my work in order to navigate with greater clarity and

purpose the music-making ahead.

lll. The third category includes approximately 140 academic
articles on compositional methodology. This is subdivided into sections on
thematic development and orchestration.

In the specific area of thematic development, | draw on four

specific sources of academic theory.

i. An explanation of thematic Deconstruction and Reconstruction and
analyses of previously conceived works. The representative papers include:

A Derrida Reader: Between The Blinds, edited by Peggy Kamuf; "The
Deconstruction and Reconstruction of Tan Dun's Writing Revealed in the
Ghost Opera (\ "%3%" & 18 J& 1E & v (4 fig #4 5 | 44)" by Taiyong Hou; "The
Deconstruction and Reconstruction of The Pentatonic Scales—A Discussion
of the Pitch Mode, the Superposition, and the Measurement of The Pitch
Dynamic of The CSU | - Il Pitch Sequences (T 75 it fif 4 5 B ——xf CSU I - 111
A S X R R g5 (A W 7% 0)" by Liang Liu; and "Towards
Hypertextual Music: Digital Audio, Deconstruction and Computer Music

Creation" by Sam Britton.

ii. Analysis and criticism of works inspired by Chinese and Oriental
musical traditions and motifs:
"Isang Yun's Musical Bilingualism: Serial Technique And Korean

Elements In Funf Stlicke fur Klavier (1958) and His Later Piano Works" by Ko



Eun Lee; "A Study of Pentatonic Technique and Connotations in Iris dévoilée
by Chen Qigang (Wi} 40 4276 T4 PE$ ik K B4R 50)" by Xingyue Zhu;
"Exploration of "New Sound" in Tan Dun's Works—Take the example of
Pasakaria: The Secret Words of Wind and Bird (i /& /g4 '#ig ' i8E——
PL g ps R - M5 509 %3% J6l)" by Xi Yuan; "Vocal Music: by George
Crumb" by Brian Fennelly; "Britten and The Far East: Asian Influences in The
Music of Benjamin Britten" by Christopher Mark; and other analytical studies

concerned with the use of Oriental elements.

iii. Biographical and anecdotal studies of textural and audiovisual
data that have significantly influenced my music:

"Broken Silence" by Rene; "Wang Xilin, Human Suffering, and
Compositional Trends in Contemporary China" by John O Robison; "The
Works of Kaija Saariaho, Philippe Hureland and Marc-André Dalbavie — Stile
concertato, stile concitato, stile rappresentativo" by Damien Pousset, Joshua
Fineberg & Ronan Hyacinthe; "The National Music of Russia: Musorgsky and
Scriabin" by M.D. Calvocoressi and A. Eaglefield Hull; "An Interview with

Wenchen Qin (Part I) (Zxc®&5i%3) ()" edited by Renping Qian; and others.

iv. Studies of Programme Music in both indigenous Chinese and
other musics, such as "Pictorial and Literary Evocations in the Programmatic
Music of Liszt and Debussy" by Siying Song; Paul Tillich's Philosophy of
Culture by James Luther Adams; "Expressionism and Ultimate Reality: Paul
Tillich's Theology of Art" by Joseph L Price; "Isomorphic Synesthesia: The
Basic Link Between Musical Sound and Its Performance Object ([q 45 5%——
FIRE S RPN R 2 EERAIEAIRT)" by Haihong Zhou; "Musical Narrative
in Ethnicity: Taking Yao's 'Narration' as an Example (g4 i i35 SR ——LLER
HE #EK )" by Zhaorong Peng; "The Narrative Function of Ethnic Music
(R%E RE M EFEThRE)"; "The Narrative Tradition of National Music (E %% 5 4L
#Hitgr)" by Zhaorong Peng and Lingling He; and other relevant articles.



These multifaceted analytical items are closely related to my themes
and my developing methodologies. They provide strong theoretical support

for the analysis of my work.

| have collected over a hundred related papers on the subject of
orchestration. As unusual instruments with specific regional characteristics
are widely used in my work, these papers concern their usage in comparable
works by other composers as well as crucial materials that provide me with a
strong theoretical basis regarding historical inheritance, instrumental
characteristics, and performing techniques. These are mainly focused on
ethnic instruments of diverse regions, including China, Japan, Korea, Turkey,
and other "non-western" countries.

These papers include a historical summary of the development in
particular instruments as well as their function in performance. As the Sanxian
is central to my work, | will focus on its wide-reaching influence in my
compositions.

The papers | have collected include different studies of Sanxian:

i. tems concerned with Sanxian's developing history and notations
include "A Study on the Origin and Development of the Sanxian in China (#+[H
=R #)"; "A Study on the Origin and Development of the Sanxian in China
(Continuation) [ E =% i % (22)]"; "Trial Translation of Two Kinds of Sanxian
Scores in Ming and Qing Dynasties (Part 1 & Part 2) [B] i W f = 9% it i %
(B)(M)]" by Yaohua Wang; "Becoming a Tradition: Re-inventing The Sanxian"
by Hei-tung Chan; "A Brief History of Sanxian (=7% s#1m% )" and " The History
of Sanxian ( = #% % i% )" by Zhenxian Wang; "Historical Research on
20"-century Chinese Sanxian Music (20 i 40 Ll sk # o [ = 3% 3% & 1 51 58)" by
Xiaojuan Zhang; "On the Historical Evolution of Sanxian (it =5% 2 i s #5#)" by

Serendaoerji; and many other similar items.



ii. Regarding instrumental characteristic and performing techniques,
the following are representative items: "The Variations of Timbre and Sonic
Quality in Sanxian's Performance (= 5% i % ) 35 it & 3 w75 1k)" by Jiansheng
Xiao; "A Study of The Timbral Diversity of The Chinese Sanxian (& =5% &% 1)
L2 F5E)" and "The Beauty of Chinese Sanxian Music (4|8 =% % &2 3£)"
by Longjian Tan; "The Instrument of Longjian Tan (% ¥ & #) %k #%)" by Jianjun

Meng; and others.

iii. Papers on specific musical applications include: "The Sanxian and
The Sanxian Solo Piece ' /\# (Shi Ba Ban: Eighteen-beats)' (=% 5 =%l %
i+ /\#)" by Longjian Tan; "The Application and Features of The Sanxian in
Tianjin QUyi Music (Z8%1E R i & 3% R s 4% 5)" by Yizhen Gao; "Notes
on Mongolian Sanxian's Historical Materials (5 =5% # 8 4Lic)" by Wulanjie; "
3% B MAHRE--Han Baoli, a famous Sanxian Performer and Quyi Musician (5%
PR ——IO A SRR, 2 E R EF)" by Yujie Yang; "A Sanxian
Master's Perspective on The Sanxian Accompaniment Art of Northern
Quyi—A Musicological Recognition of Learning The Sanxian from Xiaoxiang
Ma () — G255 % ML AL 77 i 250 =55 2 R —— Ui A Eh /NG 3) B2 00 35 SR 2R M) " by
Chu Chen, and so on.

At present the study of Sanxian is primarily limited to its historical and
cultural significance, with little analysis of its contemporary use. | hope to use
my work as an example of its ability to impact artistic thinking. This will
include a detailed description of how Sanxian has affected my creative

thinking in general, together with a technical analysis of each piece.



1.4 Research Methodologies

This study is composed of complementary practical and theoretical aspects,
both conducted mainly through qualitative research, supplemented by

quantitative research. The dominant methodologies are:

Fieldwork: This comprises my collection of Chinese music dialects
and interviews with contemporary Chinese composer Qigang Chen and

Sanxian artists Longjian Tan, Taisheng Zhao, and Yizhen Gao.

Music Practice: This refers mainly to my creative process, including
the creation of musical scores and audio-visual outputs, together with written
records concerning audition, modification, performance, and other practical

approaches.

Induction: This includes my inferences about and summary of the
concepts of "Sinicisation" in music, including discussions and conclusions
regarding musical dialect, contemporary musical language, the composer's
individual voice, narrative music, and other terms that form part of my own

creative milieu.

Comparative Research: This refers not only to comparisons of
musical expression and compositional techniques through geographic,
historical, cultural, and other influential aspects but also to the data | have
compiled about present-day Sanxian teachers, active performers, annual
student recruitment, and the number of existing Sanxian contemporary

works.

Case Studies: This comprises my technical analyses of my specific

musical outputs.



1.5 Theoretical Path

This paper analyses my use of musical language during my doctoral study. It
includes notes on style, a review of my creative ideological transformation, an
analysis and summary of my methodology for thematic development, and the
link between indigenous musical dialects and contemporary musical

language.

The dominant research methodologies include: literature and textual
readings (including musical scores and audio databases); analyses of
individual compositions on both technological and social or cultural levels;
and comparisons between Chinese and Western musical cultures and
philosophies. This discussion also includes references to other fields of study,

such as ethnomusicology, anthropology, philosophy, dance, aesthetics, and

philology.

This thesis is an attempt at an objective and comprehensive analysis
of my work from a research perspective. It examines my cognitive
understanding of history, culture, and society through the lens of my thematic
conceptions. In conclusion, | will describe the balance of artistic instinct and
compositional techniques in a detailed description of my writing methods.
This includes the prominent use of programmes (non-musical referents) and

improvisation, in addition to "cultured," precise notation.

Embedded in all this is an evaluation of the philosophical ideas
behind certain compositional techniques that | examine in order to suggest

the next stage of my post-doctoral research and career.



1.6 Research limitation

Despite extensive research and exploration into the sources, influences, and
methodology used in the creation of my work, this thesis is inevitably a
somewhat subjective analysis of my music. It is not a definitive description of
my personal style or the work | anticipate ahead of me; indeed, it is limited to
just a few examples of my compositions so far. As a composer at the
beginning of my career, | hope to evolve and transform in response to my

exposure to new life and art.

My analysis of musical programmes is subjective. This topic is by
nature a personal one, intended to provoke a diverse and unique response
from both creator and audience. Similarly, although this thesis is
interdisciplinary, covering the fields of ethnomusicology, anthropology,
philosophy, dance, aesthetics, and other subjects, these references are used
to support my main subject: my creative style and compositional

methodology.

As a non-native speaker of English, | have found it both challenging
and rewarding to express my feelings in a second language; this is redoubled
by the essential paradox inherent in describing music in literary terms. | hope
however that something of my creative personality is clearly expressed in

what follows.



1.7 Primary Tasks

This thesis is divided into this Introduction followed by four chapters
(numbered sequentially): My Views of Style and My Musical Nature; My
Compositional Methodologies (The Link Between Musical Dialects and
Contemporary Musical Language; Integrating Programmes; Structure,
Deconstruction and Reconstruction); "Coda" (Final Conclusion). The

primary objectives of the whole are as follows:

To discuss the generational factors that have influenced my
""creative style" through analysis of the historical and social milieus of my
transcultural growth and background, intended to illuminate the resulting

impact these have had on my stylistic views and compositional vocabulary.

To attempt to summarise my methods of connecting indigenous
musical dialects with contemporary compositional languages and to
investigate the desirability of linking these two contrasting musical

expressions.

To explain the tradition of "programmes" in music in both Chinese
and Western cultures and to describe how these catalyse my musical
expressions in narrative, pictorial, and other aspects—that is, precisely how |

use my pre-set programmes to "structure" my work.

To consider the utilisation and role of Structure, Deconstruction

and Reconstruction through individual analysis of my compositions.

Finally, | outline my plans for future research and composition.



Chapter 2. My Views of Style and
My Musical Nature

Preface. Interviewing Qigang Chen

| would like to begin my discussion of this topic by presenting my interview
with French-Chinese composer Qigang Chen, whose upbringing was similar
to mine and who has significantly impacted the formation of my musical

nature through both his music and the thoughts behind the sounds.

January 2023
University of York

Author: | have read a few of your interview articles. "Going out of
Contemporary Music and Making One's Own Way," "If Music No Longer
Functions as a Source of Communication Then It Would Die—To The
Younger Generation," et al., are inspirations for both my music and my thesis
during my Ph.D. As a young composer who is also experiencing the Western
music training and currently hoping to develop transcultural
composition-as-research projects, | would like to ask Mr. Chen a few
questions specifically on the topic of "musical style." [B4# g Uk K15 SC & )4
GEHIUE R, 18R E CHEY A5 AHEERE R AR SRl neE &t
SCEAETT R & IR AR R R RETE U 75 3R 2% DL K Ay BETE MO 2 SO T H AR AR AR
i, FARERXS "ERERUAE" 1) R TS B LA [

I remember you once said that "music won't survive if it does not
communicate with people." In that case, what music do you think is able to
communicate with people? As a composer, how are we to write music if we
hope to maximize the empathy from the audiences (under the different
cultural backgrounds, political and religious systems, etc.)? [B%& % it "4~
5 N@EME R AGEIE T B4, BREITA A AR E SRR & 5 NI @R Thage Hx 2
BVENA R LA (FEanok B AR SO 5%, AR, SR B0H 255, 'S EA RS e &
AR BE R N 2]

Qigang Chen: These articles you mentioned were written nearly twenty years
ago. Inevitably the views then were somewhat extreme due to age and
experience. | would be more inclusive when reviewing these matters today.
RG] A ST AR KT — AR ETRY, T 0 D AR S AR, IR IS X B 2 A7 L8 A
WARA R BRI, R a2

But regardless of forms and genres, music that lacks feature and



authenticity won't be convincing. {HFGie 4 KA F 5%, WA MEM B S HZ
YR 7]

Artistic creation is unlike the catering industry. In catering, we must
cater to another's pleasure—it is not only does the chef himself think it is
delicious but also the chef makes the customers like it. A dish goes for
nothing if the customer doesn't enjoy it. This is characteristic of a service
industry. Creating artwork is different from service. Service-oriented works
can be seen as "entertainment" but not "art." Art represents a spiritual pursuit,
and it does not make room for pandering. [Z AR AIVE R MEEK, DB A $%H i
M —TH, ARECUE I A O, FALE SRz, BE AN SR, R E i, X
RMSSAT R R ZARBEARRIR S AT 0L, IS5 PERIAE ST LM IR A M AR, ZARRKE
MRS IE SR, BOA B A =S 6]

| hope to receive the audience's understanding and recognition, and
| have been upset by this also. But eventually whether others understand my
work is serendipitous—it depends on our spiritual distance, and this has
nothing to do with cultural differences. [# R 7 25 8] KK BB R, AT, 51k
W HHZ, R SR SRR T g SEEORZ HMESA LR, X
2HYAERIBARR, ZAFAE AT K ]

The profession of composition is very special —it is not easy for
most others to understand—even a bit on the edge. Even by colleagues, to
be fully understood is almost impossible. If you always seek for other's
approval, or hope your music will be recognised by your colleagues, teachers,
or authoritative organisations, that is not composing. [4f i A8 By 2 JE 5 Rk A,
— AL Z B BRI — R AR S, BRIV A RE, BME R F1T.
AR EAEE B CHQIERR TR, BB SRR RAT, 200, BUSHUERIIATT, XA 201
g

Author: Regarding the recent upsurge in people's attention to "transcultural
music making" in the academia, may | ask for your view of "transculturality” in
music creation? ["# UL REIE " TEE R 2 AR RS2 B Sz 45, FARE ] BRIEAN & 0
MBS ROER A" 25 e

Qigang Chen: Today people are in a significant transitional period, in which
cultural integration and information exchange are highly developed. We are
inseparable, sharing mutual benefit and reciprocity. The great transformation
in our lifestyle and communication coupled with the notable changes in China
makes our outlook an important issue. Sadly, in recent years, China and the
West have been gradually drifting apart, and we may be returning to a
parochial pattern that is mutually isolated and unacceptable. [4 Rl A4 TE—
ANERBEHR, SUEE B R flm RS, R AR, R AR AR, 1A
s NRHATETT R, Wil AEE 2, i B EER, XHAERNE—E,
AR EE. HAEEE, PV X AR BT T, FRATRT A8 AR TR 18] 3 BAH
BRALH), EAHESZI, AHXHERE A% JRy 2]

We are all human beings with flesh and blood, despite the different



countries and cultures we are from. This commonality provides an
unshakable foundation for music creation. As a result, humanity is dominant
when it comes to self-expressing. We may or may not integrate Chinese
elements, as long as we maintain the principle that all elements should
contribute to courageous humanistic expressions rather than just being
cosmetic. [TLit&MRE A, RSk, AR A MA R AR A, XA M A%
A REIE, AL T TS A ERY. DL 7ERIFATA SRR, 5 ZERRAE A K
B, WARAHEITTR TP BAWARZEAT, JFEMNR A TR LA B TAEA AR RIERIX,
A 2 5T

The soul of a real artist is initially humanistic, and then cultural, and
finally can be turned into an ethnicity or a nation. Transculture is great, and
it's OK also if it's not (transcultural). [EEMZARR, RELH ek AR, HRE Xk
), eJE AfeAs B RIEME R BB E R, A S A )]

Author: May | ask, Mr. Chen, whether your music is transcultural? If so, then
in what aspects is this reflected? [3k48i# ] B HAE AR A C HEIER T8 b
SR G, BARITERRILAY 2T ? ]

Qigang Chen: I'd probably be unrealistic to say it doesn't belong to any of
the categories. [FKER S TAEM —FP KEAFF & b

The path of life | have traveled determines the multi-cultural impacts
| have encountered, especially traditional Chinese and French culture. It's all
part of becoming who | am. [F A\ A4 E (8%, de TRZE T2 0 eiisgm, tHE
e E LGS FIE E . XSERA T Rz T — 4]

| think it is influenced and manifested