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theme is composed in the fifth Yu pentatonic mode, an example of which can be found in Figure 3. 

Similar to that example, the melody in Figure 12 utilises the pitch class set (1, 4, 6, 9, 11). This 

particular set in its prime form can be understood as [02479]. Allen Forte categorises this particular 

prime form as a set-class of cardinality 5 (pentachord) (5-35). There is two instance of G# that appears 

that extends this pitch class to (0, 2, 4, 5, 7, 9) of set cardinality 6 and categorised as (6-32). This 

particular pentatonic mode was used for the manÕs theme because it is also the minor pentatonic scale, 

which gives the melody a darker, sadder tonality to reflect the internal pain and loneliness felt by the 

man.  

 The Lady FengÕs theme is introduced in the second movement. The theme is divided amongst 

the woodwind section, with one instrument playing part of the theme at a time. Throughout the 

movement, the theme is played by these instruments in the following order; flute, bassoon, and oboe. 

The decision to divided the theme between three instruments was to create a sense of flexibility by 

having the material move between instruments in order to reflect the elegant and graceful nature of the 

lady. Having the theme played predominantly by woodwind instruments was to reflect the Lady FengÕs 

name, as well as her identity as a wind spirit (see Table 1:  ÉTo Become Wind). Only a portion of the 

thematic material is annotated and shown below in Figure 13 as this is the most recurring and notable 

part of the theme. Figure 13 below is the opening phrase of the theme, and is first played by the flute. 

 

FIGURE 12 
To Become Wind, first movement, bars 9-18. Excerpt of original score: main theme played on 
the erhu.

FIGURE 13 
To Become Wind, second movement, bars 2-5. Excerpt of original score: Lady FengÕs 
theme played on the flute.
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FIGURE 12 
To Become Wind, first movement, bars 9-18. Excerpt of original score: main theme played on 
the erhu.

FIGURE 13 
To Become Wind, second movement, bars 2-5. Excerpt of original score: Lady FengÕs 
theme played on the flute.



24

The remainder of the theme appears very infrequently throughout the composition and will be referred 

to on a case by case basis. The melody in Figure 13 also utilises the pitch class set (1, 4, 6, 9, 11), 

making its prime form [02479] which is categorised as a set-class of cardinality 5 (pentachord) (5-35). 

This melody is composed in the first Gong pentatonic mode (more commonly known as the major 

pentatonic scale) and is employed for the Lady Feng’s theme to reflect her more cheery and bright 

personality. 

4.2.4 Development of Themes 

This section of the exegesis will cover all the instances that the two themes appear across the entire 

work. Each instance will be analysed to examine how it differs from the original statement of the 

themes, to explore the reasoning behind the variations to the theme, and to explain how it reflects the 

changes to the characters and the plot development. This section of the exegesis is divided into six sub-

sections, one for each of the six movements. 

Movement 1 - Introduction/ Call to the Wind 

As previously explained in the 4.2.3 Thematic Material, the first movement contains the first appearance 

of the main theme representing the character of the man, and is played in its entirety on the erhu. This 

particular instance of the theme has already been explored in significant depth. 

Movement 2 - The Lady Feng 

The second movement establishes the second theme representing the character of the Lady Feng. This 

particular instance of the theme has also already been explored in significant depth in 4.2.3 Thematic 

Material section of this exegesis.  

Movement 3 - Dancing with the Wind 

The third movement employs the two themes throughout, both in various states of variation. As 

previously mentioned, the appearance of both themes is representative of the two characters interacting 
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with one another. In the context of the plot, the alternation between the two themes is symbolic of the 

two characters dancing with one another. 

 The main theme, which represent the character of the man, appears prominently in the first and 

third section of this movement. The main theme is adapted at the beginning of the movement for the 

pipa as a quick upbeat melody. The fast melody shown below in Figure 14 is reflective of the fast paced  

 

action of the two characters as they dance. The first four notes of this melody are a references the main 

theme because the notes E-D#-E-B, share the same intervallic relationship as the first four notes of the 

original main theme (which are A-G#-A-E). This melody line is then imitated on erhu right after pipa 

finishes playing it, once again referencing the main theme in the first four notes. At the same time that 

the erhu is playing the melody, piano also plays the same four referential notes in the right hand. As 

shown in Figure 15 below, this piano gesture is the first four notes of the pipa and erhu melody but 

rhythmically augmented to slow it down in order to make a more direct reference to the main theme. 

 

Piano then carries on referencing the main theme after this at bar 15. As shown in Figure 16 below, the 

piano is once again playing the same four referential notes, but this time in a more melodic capacity (the 

referential notes have been annotated in the Figure 16). This gesture is imitated by the harp right 

afterwards at bar 19, similarly referencing the main theme. These appearances and references to the 

main theme are then repeated in the third section of the movement. Because this movement is in ABA 

ternary form, the first and third sections are (almost) the same, and thus employ the thematic material in 

the same way. 

 The second theme, representative of the Lady Feng, is also present in the third movement. The 

FIGURE 14 
To Become Wind, third movement, bars 5-8. Excerpt of original score: pipa melody

FIGURE 15 
To Become Wind, third movement, bars 9-11. Excerpt of original score: the 
main theme as reference in the piano part.
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references and instances of the second theme appear exclusively in the middle (B) section of the 

movement. The second theme makes its first prominent appearance in the third movement at bar 26, 

where it is played on the pipa. As evident in Figure 17 , the melody in the pipa is almost exactly the 

same as the melody from the second movement. The only difference, aside from the obvious change of 

A major to E major, is the slight intervallic alteration from a minor 3rd to a Perfect 4th. Figure 17 has 

been annotated to show this difference. This particular variation of the second theme is imitated by the 

first violins at bar 31 (and doubled at the same time by the flute), only this time it is rhythmically 

augmented so that the every note is doubled in length. The same intervallic change from a perfect 4th to 

a minor 3rd is also used here as well. 

 

The final instance of the second them is from bar 35 to 38, when the entire string section plays the same 

melody line at different octaves. This melody is a quotation of a part of the second theme and similarly 

functions as a representation of the Lady Feng. The melody as it appears in the third movement has been 

transposed from the original A major to E major, and rhythmically augmented by doubling the value of  

every note. Figure 18 shows how this particular melody compares to the original statement of the theme 

and has been annotated with set theory to show how the melody has been quoted. 

FIGURE 16 
To Become Wind, third movement, bars 15-17. Excerpt 
of original score: the main theme reference again in the 
piano part.

FIGURE 17 
To Become Wind, third movement and second movement, bars 26-27 & 
bar 2-3. Excerpts of original score: comparison of the second theme in 
third movement and original statement.
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 At the same time that this melody is being played in the string section, the flute plays a counter 

melody that is a rhythmic variation of the pipa melody, which by extension means that it is also a 

reference to the main theme. The rhythmic variation has been employed here to slow down the melody 

so that it matches the rhythmic speed of the string melody. This counter melody is shown alongside the  

original pipa melody in the Figure 19 to demonstrate the rhythmic variation. The Figure has also been 

annotated with the pitch class set of each mode to show how the melody has been partially quoted.  

Movement 4 - Windless Nights 

This section makes no reference to either theme, which was an intentional compositional choice to 

represent the plot point of the passing of the Lady Feng. The lack of the second theme is symbolic of the 

Lady Feng’s absence, with the lack of the main theme representative of how the man is lost and 

confused without her. The flute melody in this extremely short nine bar movement was composed to 

uniquely represent the melancholy of the man.  

FIGURE 18 
To Become Wind, third movement and second movement, bars 34-38 & bar 4-6 respectively. Excerpts 
of original score: comparison of the second theme in third movement and original statement.

FIGURE 19 
To Become Wind, third movement, bars 34-38 & bar 5-6. Excerpts of original score: The flute counter 
melody compared to the pipa melody to show the rhythmic variation.
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Movement 5 - Shedding Your Earthly Tether 

The fifth movement sees the return of both themes. The movement opens with the second theme played 

on the clarinets (see Figure 20). Here, the melody is re-harmonised to re-contextualise the theme in a 

minor tonality to represent the sadness that the man feels about losing the Lady Feng. A small part of the  

second theme is quoted later at bar 6 (also on the clarinets), only this time the melody has modulated 

down a minor third (see Figure 21). The second theme is used in a transitionary function in this instance, 

and is symbolic of the man’s lingering thoughts on the lady. 

This second theme gesture is then imitated in the piano at bar 7, however the melody (shown in Figure 

22) is written in Db major instead of C# major. The key signature change is merely to facilitate the 

transition into a flat key for the purposes of making the score reading easier as this key change does not  

affect how the melody sounds. The second theme appears for the last time in fifth movement at bar 9, 

again on the clarinet, having modulated down a perfect 4th from Db major to Ab major. 

 

  

 The main theme is referenced during bar 7 in the countermelodies played by the flute, trombone, 

and violin 1. As shown in Figure 23, the main theme is not stated in its entirety, only using the first four 

FIGURE 20 
To Become Wind, fifth movement, bars 1-2. Excerpts of original score: The second theme as 
played on clarinet.

FIGURE 21 
To Become Wind, fifth movement, bars 6. Excerpts of original score: The second 
theme as played on clarinet, modulated down a minor third.

FIGURE 22 
To Become Wind, fifth movement, bars 7. Excerpts 
of original score: The second theme as played on 
the piano, key changed from C# to Db major.


