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ABSTRACT 

Zigeunerlieder op.103, a song cycle, based on Hugo Conrat’s German adaptation 

of Hungarian folk songs, was written by German composer Johannes Brahms. Brahms 

was an accompanist of Hungarian-born violinist Eduard Hoffmann in 1853. He assisted 

Hoffmann in a concert tour where he learned Hungarian gypsy music. This experience 

was a significant influence on Brahms’s own compositional style. In the Asian continent, 

Uygur folk song is a popular music genre from the western minority region of China. 

Dancing with singing is a music custom in the region. 

Using musicological examples, this dissertation will demonstrate that Brahms’ 

Zigeunerlieder op.103 may have been indirectly influenced by Uygur folk song through 

Brahms’s exposure to this music in Hungary. The elements found within Brahms’s 

Zigeunerlieder showcase the dichotomy of rhythm, harmony, and melody of the Eastern 

and Western cultures. First, Uygur employed the use of dance rhythm in its folk songs. 

Brahms also showed strong Hungarian dance rhythm throughout the Gypsy song cycle. 

All songs in this document are in 2/4. Second, Uygur folk songs displayed a tuneful vocal 

melody and supportive piano part. The piano imitates traditional Uyghur instruments, 

which increases the exotic flavor of the songs. Brahms also applied this idea in his work 

by incorporating imitations of gypsy instruments. Third, Mandarin words typically stress 

the first syllable, which influenced the Uyghur folk songs to begin with the downbeat, as 

does Hungarian and German. This syllabic stress influenced the strong downbeats of 

Zigeunerlieder. 

I draw from both Chinese and English sources throughout this paper to reveal 

how Hungarian music affected Zigeunerlieder op.103. Also, after reviewing works of 

literature and Uyghur folk song research and examining the similarities between 

Hungarian folk song and Chinese folk song, I have collected these elements to prove the 

relationship between Hungarian folk music and Uyghur folk song, focusing on how 

Hungarian elements relate to the German song cycle. By investigating Uyghurs’ culture 

and knowledge of the folk music, this informed me how to interpret the Brahms’ song 
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cycle. Brahms broadens the colors of the Uyghur folk music characters by incorporating 

Hungarian folk music. The use of dance rhythm and folk narration in the composition, 

along with the language adaptation, lend exotic tension to Zigeunerlieder op.103. 
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CHAPTER I 
 

UYGHUR FOLK MUSIC 

Introduction  

This document will investigate the relationship and influence of Uygur folk songs on 

Brahms Zigeunerlieder Op. 103. The elements found within Brahms’ Zigeunerlieder 

showcase the dichotomy of rhythm, harmony, and melody of the Eastern and Western 

cultures. Investigating Uyghurs’ culture and knowledge of their folk music, informed my 

interpretation of the Brahms cycle. 

The reason I chose this topic for my document is that I was very passionate about 

classical music since I was in high school. I was obsessed with searching for diversified 

operas, arias, and art songs, and listened to them all the time. The song cycle 

Zigeunerlieder op.103 is not only a classical art song cycle, but it also represents 

Hungarian folk music, which is sung in German. In addition, I like lieder exceedingly. I 

then decided to take a German class and see if I can find the connection between these 

two nations. The relationship between Germany and Hungary, and their languages drove 

the process of the research. Furthermore, Uyghur folk song is not only ubiquitous in the 

Uyghur native speaking region, but also receives high attention in mainland China. After 

years of classical vocal training, I found singing folk songs helps singers to practice 

emotional expression and vocal techniques. We may find the emotions that we need and 

apply them to any other classical vocal genres. I found amazing similarities between 

Eastern and Western folk songs, which contribute to my vocal teaching. 

The origin and development of Hungarian folk song can be found in books, 

interviews, research papers, peer reviews, and autobiographies of Hungarian composers. 
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This is also true for Uyghur folk song resources. The challenging part of this research 

was to find the resources to prove there is a connection between Hungary and Uyghur. 

The resources, including the historical aspects of territory battle, cultural tradition, 

musical custom are rare. The musicologists Dù yàxióng, Zhāng yù wrote articles about 

the similarities between Yùgù folk song and Hungarian folk song. Other Chinese scholars 

argue that Kazakhstan and Mongolian folk songs share similarities with Hungarian 

songs.1 The research contributions by these scholars provides essential support for my 

research. The relationship between Brahms’s Zigeunerlieder op.103 and Uyghur folk 

songs is a less researched topic. This research will contribute to the academic vacancies 

in this area. 

The History of Xinjiang 

Where is Xinjiang?  

Xinjiang is in the northwest of The People’s Republic of China; it is the largest and 

westernmost region of China. Xinjiang spans over 1.6 million square kilometers, about 

the size of Iran, three times the size of France. Xinjiang borders eight countries: 

Mongolia, Russia, India, Afghanistan, Kazakhstan, Kyrgyzstan, Pakistan, and Tajikistan. 

The geographic location makes Xinjiang a natural gathering place for diverse minorities: 

Uyghur, Han, Kazakh, Hui, Kirgiz, Mongolian, Tajik, Xibe, Manchu, Ozbek, Russian, 

Daur, and Tatar.2  The Uyghur is one of the fifty-five minorities in the People’s Republic 

 
1 Tao Li, “A Summary of the Research on the Relationship between Chinese 

Yangtze River Folk Songs,” Journal of Xingtai University vol. 22, no.4 (December 2007): 

98-99. 
2 “Ethnic Minorities in Xinjiang,” China Internet Information Center, last modified 

August 25, 2005, http://www.china.org.cn/english/139389.htm. 

http://www.china.org.cn/english/139389.htm
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of China. The ethnic group is built up and organized by the nomad people. It was named 

as Xinjiang Uyghur Autonomous Region in 1955.3  

According to archeological resources of Xinjiang, human being’s traces have been 

found in Xinjiang area from at least 6000-7000 years ago. During the Neolithic period, 

about 2000-3000 years ago, colored pottery was discovered during the pre-Qin period in 

Xinjiang. The unearthed ancient painted pottery documented the earliest period of artistic 

enlightenment in Xinjiang. The concrete record regarding the arts of Xinjiang starts in 

Han Dynasty.4 An important part of China since Han Dynasty, Xinjiang had tremendous 

development in the aspects of politics, economics, culture, and arts.  

Who are Xiongnu? 

The Han Dynasty was founded by the rebel leader Liu Bang in 206 BC. The dynasty 

existed for over four centuries and was preceded by the Qin dynasty in 220 AD. The Han 

Dynasty was separated into two periods, Western Han (206 BC – 9 AD) and Eastern Han 

(25–220 AD), ruled by twenty-four emperors.5 During the early period of the Western 

Han, the Xiongnu tribe became the most threatening force to Western Han. These 

nomadic people appeared around 3rd century BC in the eastern Eurasian Steppe. This 

tribe gradually became the largest in Central Asia. The Xiongnu empire was founded by 

Modu Chanyu after 209 BC. The empire was active in the areas that are now part of 

 
3 “Minorities and indigenous peoples in Uyghur,” Minority Rights Group 

International, last modified November 2017, 

https://minorityrights.org/minorities/uyghurs/.  
4 “The History and Development of Xinjiang,” last modified May 26, 2003, 

http://www.gov.cn/test/2005-07/01/content_11423.htm. 
5 Jinghao Zhou, Remaking China's Public Philosophy for the Twenty-first Century 

(Westport, Conn.: Praeger, 2003), 34. 

https://minorityrights.org/minorities/uyghurs/
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Siberia, Xingjiang, Gansu, and Inner Mongolia.6 There was wide-ranging interaction 

between the Xiongnu people and the ancient Chinese began in the early Han dynasty (202 

BC) and lasted to the late Qin Dynasty (71 AD). “Chanyu” was the title for the supreme 

rulers during the Qin and Han Dynasties in Inner Asia. The Chanyu led the Xiongnu 

combat with the Han people, which lasted about 130 years, and the Xiongnu was defeated 

as a result.  

Background of Xinjiang and Xiongnu 

Xinjiang Province was under the governance of Xiongnu people back to the Western 

Han Dynasty. The impacts that the two nations made on each other were not only 

political but also cultural and linguistic. Especially after the war “Battle of Baideng” in 

200BC, the two nations made many efforts toward peace. The Xiongnu languages have 

been a controversial topic until today. Linguisticians believe that the Uralic, Iranian, 

Turkish, Altay, Mongolian, and Yeniseian languages among others, might have come 

from the linguistic family tree of Xiongnu. The present theory argues etymologically, 

Yeniseian language has some equivalences with word roots of Hungarian.7 The original 

name of “Xiong” has possible similarities with “Hun” in European languages. The name 

of Hun was lent to the descendants of Northern Xiongnu who migrated westward, or it 

could be a name borrowed from the Xiongnu language. From a historical perspective, 

Chinese historians have discovered that Xiongnu was defeated by the Han dynasty, which 

 
6 “The Xiongnu Culture – Third Century BCE,” accessed March 23, 2020, 

http://www.silk-road.com/artl/xiongnu1.shtml. 
 

7 Jingyi Gao, “Huns and Xiongnu Identified by Hungarian and Yeniseian Shared 

Etymologies,” Central Asiatic Journal, Vol. 56 (2013): 41. 

http://www.silk-road.com/artl/xiongnu1.shtml
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forced them to migrate westward to Europe, and this indirectly led to the death of 

Western Roman Empire.8 The earliest records of the Xiongnu people were written by 

Ammianus Marcellinus, a historian in the late 4th century Roman Empire. In his book, 

Marcellinus,9 Marcellinus shows how the Alani, nomads from northeast of the Black Sea 

and southwest of Siberia, was conquered by the Huns in 374 AD.10 The Huns continued 

to defeat Germanic peoples throughout the 4th century; nowadays, these are the Icelandic 

peoples German, Austrian, Swiss, English, Dutch, Norwegian, Danish, Swedish, and 

Icelanders. The Byzantine Empire and the Western Roman Empire were also invaded by 

The Huns. Claims about the relationship between the Huns and Hungarians were made by 

scholar Simon of Keza in his Gesta Hunnorum et Hungarorum (1282-1285). He 

suggested that Hun and Hungarian people are related. 11  In addition, Huns and 

Hungarians share the religion of Shamanism the name “Hungary” might come from 

“Hun”. In 445 AD, the Huns were ruled by Attila, and this was a period of great 

prosperity. As the Western Roman Empire decayed, Attila’s tribe crossed the Don River 

and occupied the Great Hungarian Plain. Attila’s was the first nation that migrated to 

Hungary. Between the 4th and 6th century, the Huns lived throughout Central Asia, the 

Caucasus, and Eastern Europe as a group of nomadic people.  

 
8 Ye Fan, Book of Later Han (Beijing: Zhonghua Book Company, 2012). 
9 Ammianus Marcellinus, The Roman History of Ammianus Marcellinus: During 

the Reigns of the Emperors Constantius, Julian, Jovianus, Valentinian, and 

Valens (United Kingdom: G. Bell, 1894), 583. 
10 “Where did Xiongnu Ultimately Go?” last modified August 5, 2016, 

https://www.zhihu.com/question/21601751. 
11 János M. Bak, and László Veszprémy, The Illuminated Chronicle: Chronicle of 

the Deeds of the Hungarians From the Fourteenth Century (Budapest: Central European 

University Press, 2018), XXIII, 

http://search.ebscohost.com.lib-e2.lib.ttu.edu/login.aspx?direct=true&db=nlebk&AN=20

06122&site=ehost-live. 

https://www.zhihu.com/question/21601751
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Hunnic was the language extensively used by Huns. The evidence of Xiongnu was 

identical with Attila’s Huns can be proved in the aspect of historic, linguistic, 

ethnological, and archaeological. In 1748, the French scholar Joseph de Guignes 

proposed a link between the Hun and Xiongnu people. De Guignes proposed that the 

Huns were descendants of the Xiongnu.12 This historical opinion was proved by Étienne 

de la Vaissierein 2005,13 when he compared Hunnic and Xiongnu cauldrons, a large iron 

pot for cooking or boiling over an open fire, and found similarities between the two on 

both the Hungarian and Ordos river banks. The Ordos is an autonomous region in Inner 

Mongolia. In 2008, Miklós Érdy supported the theory of Hun-Xiongnu connections by 

using eight archaeological connections and four ancient written sources.14 

Background of the Uyghur people and their folk music 

Who are Uyghurs? 

The origin of the Uyghur people has been continuously explored and researched by 

historians. The mainstream argument is the Uyghur people were a descent of Huns. Xue 

Juzheng (c.912-981) was a scholar-official who served for the Later Jin, Later Han, Later 

Zhou and Song dynasties. In his monumental book Old History of the Five Dynasties, 

 
12 Joseph De Guignes, Mémoire historique sur l'origine des Huns et des Turcs 

[Historical note on the origins of the Huns and the Turks], Paris, 1748.  
13 Étienne De La Vaissière, “Huns Et Xiongnu,” Central Asiatic Journal 49, no. 1 

(2005): 3-26, www.jstor.org/stable/41928374. 
14 Miklós Érdy, “Archaeological continuity between the Xiongnu and the Huns: 

Eight connections supported by written sources,” The DSCA Journal: Danish Society for 

Central Asia’s Electronic Yearbook (2008): 11–27. 
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Chapter 138: “Hui Hu [Uyghur], the descendants of ancestor Xiongnu.”15 Some Uyghur 

scholars supported this claim and related themselves to the White Huns. Nevertheless, 

some modern Chinese scholars contest this theory by saying Huns are part of the ancient 

Chinese group.16 The research can only be based on historical records or opinions from 

the scholars. The relationship of the people of Xiongnu and Uyghur is presented in 

diverging views.  

The name of Uyghur is developed from 回纥 (Huíhé), 回鹘 (Huíhú), 韦纥 (Wéi 

hé), 袁纥 (Yuán hé), 乌护 (Wū hù), 乌纥 (Wū hé) to Uyghur. The pronunciations of 

Uyghur are gradually close to “Uyghur”. According to Mandarin, Uyghur means 

“maintain unity.” Geographically, the population scattered to the following regions of 

China: Kashgar, Hotan, Hami, Aksu, Atushi, Turpan, Yili, Korla, Urumqi, Tarim Basin, 

etc..17 According to incomplete statistics, there are some small communities that live in 

Afghanistan, Germany, Belgium, Netherlands, Norway, Sweden, Russia, Saudi Arabia, 

Australia, Canada, and the United States. Most Uyghurs are living in Urumqi, the capital 

city of Xinjiang Province in China. 

What is the Silk Road? 

Xinjiang was a west territory that played a central role in the Silk Road for luxury 

 
15 Juzheng Xue, Old History of the Five Dynasties (Beijing: Guoxue Times Culture 

Communication Co., Ltd., 2003), Chaper 138, accessed January 5, 2020, 

http://www.guoxue.com/shibu/24shi/oldwudai/jwd_138.htm. 
16 Nabijan Tursun, “The Formation of Modern Uyghur Historiography and 

Competing Perspectives toward Uyghur History,” China and Eurasia Forum Quarterly, 

volume 6, no. 3 (2008): 93. 
17 Ji Zhou, Uyghur Folk Songs Research (Xinjiang: Chinese Musicians' 

Association,1982), 7. 



Texas Tech University, Yue Zhao, May 2020 

8 
 

items exchanged between China and India. The Han Emperor Wu---Liu Che dispatched 

Zhang Qian to survey Xinjiang with the ultimate mission to conquer Xiongnu. Zhang 

Qian, served an imperial emissary in the late 2nd century BC during the Han dynasty of 

China. He opened trade routes between the East and West, later called the Silk Road. The 

name was noted by a German traveler, geographer, and scientist Ferdinand von 

Richthofen, who coined the terms “Seidenstraße” and “Seidenstraßen,” which translates 

to the “Silk Road(s)” or “Silk Route(s)”.18  

The Silk Road was a network of trade routes that connected the East and West. The 

trail was began in ancient Chang’an (now Xi’an), and connected the regions of East Asia 

and Southeast Asia with South Asia, Persia, the Arabian Peninsula, East Africa and 

Southern Europe. Silk was the most representative good traded along this trail, but there 

were many goods and ideas transported along the road, such as music, connections, 

religions, technologies, genes and so much more. According to the independent records, 

one textual and the other material, the early interaction with the west involves the 

Xiongnu state.19 Therefore, the Silk Road played a vital role in the culture and goods 

exchange between China and other countries. 

 

Uyghur Folk Music 

The Han Dynasty ruled the East and South Xinjiang province, where multiple 

 
18 Ferdinand von Richthofen, “Über die zentralasiatischen Seidenstrassen bis zum 2. 

Jh. n. Chr” [On the Central Asian Silk Roads until the 2nd century A.D.], Verhandlungen 

der Gesellschaft für Erdkunde zu Berlin (in German). (1877) 4: 96–122. 
19 William Honeychurch, “From Steppe Roads to Silk Roads Inner Asian Nomads 

and Early Interregional Exchange,” University of Hawai'i Press (2015): 75. 
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minorities, the restful public security, and prosperous economy ensured the survival and 

development of culture and music. The geographic and ethnic differences created the 

diversity of forms and content of the Uyghur folk music. Uyghur people were 

enthusiastic about music, and there are records of this found in the historical fact books of 

the Han, Sui, and Tang Dynasty.20  

Qiū‘Cí was an important country in the Tang Dynasty in 658 AD. The music of 

Qiū‘Cí had a great influence on Uyghur music. Back to the Sui Dynasty (581-619 AD), 

the Qiū‘Cí was prolific and prosperous in music. The heptachord scale was central to 

Qiū‘Cí music, and the Book of Sui records seven modes in Qiū‘Cí music: Gong mode, 

Nanlü mode, Jue mode, Bianzheng mode, Zheng Mode, Yu mode and Biangong mode.21 

The performances of Qiū‘Cí music were rich and colorful, including a variety of dancing 

with instrumental accompaniment that included drum, piccolo, other wind instruments, or 

the Pipa (a kind of plucking instrument). The Silk Road served as the main transport for 

the music, dance, score, notation, temperament and other art forms of Qiū‘Cí. Thus, 

during the dynasties of Han, Sui, and Tang, Qiū‘Cí made a great impact on the central 

plains of ancient China. Meanwhile, city-states were built east and south of Xinjiang, 

which were connected to the central plains. In The Culture and Custom of Huíhú, Yande 

Wang, an envoy of Han dynasty, indicated that the travelers usually brought instruments 

with them while travelling. The Culture and Custom of Huíhú also records Marco Polo’s 

view that Uyghurs are full of joy, they love instruments, singing, and dancing.22 Diverse 

 
20 Zhou, Uyghur Folk Songs Research, 14. 
21 “The discussion of Qiū‘Cí in the history vested hither,” ed. Xiaoli Luo, last 

modified May 13, 2010, www.ts.cn. 
22 “The Culture and Custom of Huíhú,” in Translations of National History, trans. 

Shimin Geng (Beijing: Science Press, 1959), Volume 6. 

http://www.ts.cn/
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minorities absorbed Qiū‘Cí music, which included the ancient 回纥 (Huíhé), the ancient 

Uyghur people. Therefore, in the development of Uyghur folk music, Qiū‘Cí music 

played the role of pioneer by bringing music, dancing, and instrumentation. 

Uyghur Folk Music Analysis   

Out of the vast repertoire collections, I selected these five Uyghur love folk songs in 

2/4 time for representing specific musical characteristics of Uyghur folk songs. They are 

all based on a heptachord, which is an ancient Greek term that applies to a diatonic scale 

of seven notes or tones.23 Mostly, the notes progress in 2nds and some jumps in 4ths, 5ths, 

7ths and octaves. I will analyze each of these five songs by reviewing these aspects: text, 

rhythm and musical style. They are A Glass of Mellow Wine, Youth Dance, Lifting your 

Veil, Turpan's Grapes Ripened and A Rose For Me.  

A Glass of Mellow Wine 

Text  

The Uyghur folk song A Glass of Mellow Wine was translated from Uyghur into 

Mandarin by Ekber Ozturk. The accompaniment was arranged by Dongyong Ji.24 

In this text, the singer describes her love as a glass of mellow wine. She gives the 

wine to her lover and expects that he will accept it. She compares her lover to the hawks 

that circle around mountain but will not fly over. She imagines that her lovers encompass 

her and does not want to leave. In addition, she sings how attractive her beloved is. In the 

 
23 “Heptachord,” Merriam-Webster.com Dictionary, s.v., accessed March 17, 2020, 

https://www.merriam-webster.com/dictionary/heptachord. 
24 “A Glass of Mellow Wine,” Chinese Musical Score Website, last modified 

November 29, 2012, http://www.qupu123.com/meisheng/sizi/yibeimeijiu.html. 

https://www.merriam-webster.com/dictionary/heptachord
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end, the mellow wine was brought up by the singer again to echo the beginning’s theme. 

Rhythm  

The main characteristic of the Uyghur love songs is a fixed rhythm. The 

syncopations and dotted rhythms are used throughout the song. The syncopations are 

typical of the dance rhythms from the Uyghur people. This rhythmic pattern starts in the 

prelude and appears throughout the whole song, not only in the piano part but also in the 

vocal melody. The other distinct rhythmic pattern the composer used was off-beat rhythm. 

This also happens in many Uyghur folk songs. A certain amount of weakened rhythm is 

used at the beginning of the phrases, and this rhythm pattern directly connects to the 

syncopation pattern, creating an atmosphere of dancing with joy. 

Musical style   

This song is a ternary form A B A’, it is built on the F harmonic minor scale. Section 

A consists of four phrases, 8 measures. The B section has 4 measures, and the A’ includes 

variations, for a total of 11 measures. A ten-measure introduction and an eleven-measure 

postlude wrap the song. The melodic ornamentations are in folk style and creates text 

painting. For example, in the B section, the tempo changes, and when she sings “Lover 

Ah,” the “Ah” is an appoggiatura, which expresses the emotion of “Ah.” Here it is an 

exclamation, like a sigh (see figure 1.1). 
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Figure 1.1. A Glass of Mellow Wine, mm. 30-34.25  

Youth Dance 

Text  

Folk songs are inherited and taught from generation to generation. Mostly, the folk 

tunes are dependent on oral instruction. Luobin Wang (1913-1996), dedicated his life to 

producing and disseminating Western Chinese folk songs.26 He composed seven operas, 

six-song collections, and collected and rearranged folk songs into more than one 

thousand composed pieces. Youth Dance is one of the most famous Uyghur folk songs 

that was compiled by the composer in 1939.  

Youth Dance is a song of praising and persuading people to cherish their youth. The 

“Sun,” “Flower,” and “Bird” in the lyrics represent things that change with each passing 

day, in another way, they are all representative of youth. The dancing music style, tuneful 

melody, and clear rhythm are all a good representation of Uyghur folk style. 

 
25 “A Glass of Mellow Wine.” 
26 “Wang Luobin-Father of Folk,” Chinaculture, last modified April 26, 2006, 

http://english.china.org.cn/english/NM-e/166870.htm. 
 

http://english.china.org.cn/english/NM-e/166870.htm
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Rhythm  

Different score versions are noted in different time signatures, 2/4 or 4/4. The 

difference between the two is only the length of phrasing. The following analysis is based 

on the score in 2/4. The rhythmic pattern of the song is relatively simple. Sixteenth-notes 

are used through the whole song, including the brief introduction. Some eighth notes 

combined with sixteenth notes and dotted sixteenth note are applied in the song. There is 

no specific requirement on tempo, but there are some accompaniment arrangers that give 

suggestions on tempo, like Andantino con gusto. Andantino is slightly faster than 

Andante, which shows the dancing style of the song. 

Musical style   

The narrow range, syllabic and short structure make the song very memorable. The 

phrasing can be divided into two or four measures. If two measures are taken as a phrase, 

the first measure and the eighth measure are the same melody with different lyrics. That 

means the first phrase and the fourth phrase are the same, and the second phrase and the 

fifth phrase are identical too. Overall, the whole song only includes four phrases of lyrics, 

including the exclamations: “The sun sets but will rise again, Flowers wither but will 

blossom again.” The climax of the song is on “My youth has faded never to return.”27 

The phrase is repeated four times, the frequent repetition reminds people to cherish their 

youth, as it passes by so fast and never returns. Rhyme-scheme is obvious: the first, 

second, fourth of the lyrics end on a diphthong “ai”. This corresponds to the metrical 

 
27 “Chinese Song Translation Youth Dance,” Chinese-forums.com, last modified 

January 25, 2011, 

https://www.chinese-forums.com/forums/topic/30679-chinese-song-translation-%E3%80

%8A%E9%9D%92%E6%98%A5%E8%88%9E%E6%9B%B2%E3%80%8B/. 

https://www.chinese-forums.com/forums/topic/30679-chinese-song-translation-%E3%80%8A%E9%9D%92%E6%98%A5%E8%88%9E%E6%9B%B2%E3%80%8B/
https://www.chinese-forums.com/forums/topic/30679-chinese-song-translation-%E3%80%8A%E9%9D%92%E6%98%A5%E8%88%9E%E6%9B%B2%E3%80%8B/
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poetry, a type of poetry from the Han Dynasty, which has two formats. The first one is a 

rhyme pattern on all even numbers or all odd numbers (ABAB), or rhyme on first, second, 

fourth phrases, the third phrase must not be rhymed (AABA). This song is memorable not 

only because of the tuneful melody, but also because of the tidiness of the lyrics.  

Lifting your Veil 

Text  

Lifting your Veil is another ubiquitous Uyghur folk song. Luobin Wang rearranged 

the song based on Ya Li Ya in 1932, a song he collected from an Uyghur businessman 

while he was in the Hexi Corridor, Gansu Province in China. Originally, this was an 

entertaining song. Wang modified the text and melody tremendously, and took credit for 

the composition of the Mandarin.28 For all three verses, Wang starts every verse with the 

same lyrics: “Lifting your Veil.” The singer then wants to see the girl’s face, mouth, 

eyebrows and eyes. The third system on the page of music is designed for equating the 

face, mouth, eyebrows and eyes to the apple, sweet cherry, curved moon and autumn 

waves. The last two phrases are repetitions of the previous one. However, there was an 

accusation made by Uyghur commentators that Wang had stolen the Xinjiang folk songs, 

which implies a sense of collective ownership of a musical tradition by a defined 

minority nationality in the 1990s.29 People pass different judgments on him, but still, as a 

folk song collector and composer, the Uyghur music has a wider audience because of 

 
28 “Lifting your Veil,” ed. Heqin Wu, last modified December 18, 2013, 

http://www.chinanews.com/hb/2013/12-18/5635724.shtml. 
29 Rachel Harris, “Wang Luobin: Folk Song King of the Northwest or Song Thief? 

Copyright, Representation, and Chinese Folk Songs,” Modern China 31, no. 3 (2005): 

389. 
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him. 

Rhythm  

 The song is in a very narrow range, not exceeding the perfect fifth. The suggested 

tempo is Allegretto, and combines dancing rhythms with a speech-like melody in syllabic 

form. Similar to the other Uyghur folk songs, an eighth note followed by two sixteenths, 

a sixteenth-note passage, and a dotted rhythm are all included in the song. The staccato 

note pattern applied to the eighth and sixteenth notes in the accompaniment increases the 

relaxed, pleasant, and folk-like flavor. Gradually, the accompaniment part increases in 

range and added rhythmic patterns.  

Musical style   

The piece has a total of six phrases in three verses. The important words and accents 

occur on the first beat of every measure. In the figure below, Wang applies slurs on the 

B-flat and A on the second beat, and after that, the slurs appear multiple times. (see figure 

1.2) The slurs should weaken the last notes and connect to the notes before it. The slurs 

increase the flavor of Uyghur folk traits, as do the melodic ornamentations.   

 

Figure 1.2. Lifting your Veil, mm. 5-8.30 

 
30 “Lifting your Veil,” Doc in, last modified May 26, 2015, 

https://www.docin.com/p-1161257917.html?docfrom=rrela. 



Texas Tech University, Yue Zhao, May 2020 

16 
 

Turpan's Grapes Ripened 

Text 

Turpan's Grapes Ripened was collected and arranged by Guangnan Shi, composer, 

and Cong Qu, poet.31 In the story, Anarhan’s beloved Kelimu had to leave for the army, 

but before his departure, he planted a grapevine. Anarhan nurtured the vine carefully and 

consistently. The poet uses the image of a tendril coiled around the grapevine as a picture 

of her longing for her lover. After a couple of years, the grapes ripened and in the 

meanwhile, she heard the exciting news about Kelimu’s contribution to the army. Her 

heart was delighted by the ripe grapes and the good news. From a macro perspective, the 

love in the song is not limited between Anarhan and Kelimu, but also for life and the 

country. 

Rhythm  

The long introduction is marked as free tempo, until the four measures before the 

melody when the dancing rhythm starts to lead. These four brief measures contain 

syncopation, dotted rhythm and an eighth and two sixteenth-note pattern. Usually, a side 

drum is part of the instrumentation, which is evocative of the Uyghur folk style. These 

dance beats illustrate the image of Anarhan’s footsteps. In the vocal melody, the 

composer suggests affectionate and graceful interpretation. 

Off beats are frequently used in the song, and this motif can be analyzed as 

Anarhan’s anxious longing, Shi wrote it quickly, and the elastic rhythm pattern and 

 
31 “Turpan's Grapes Ripened,” Chinese Musical Score Website, last modified 

March 27, 2012, http://www.qupu123.com/meisheng/bazi/p45981.html. 
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abundant emotions give vivid impression for the audience. Shi narrated how he 

composed the song in his book How Do I Write Songs. He intentionally mixed the 

rhythms of folk song, traditional Chinese Opera, and the March in his songs. In that way, 

the songs not only represent the contemporary style but also retains the rich local 

character.32  

Musical style   

The song is in binary form; melisma is applied extensively in the song. Mostly, the 

melisma was used for picturesque words. The composer wrote the longest melisma on the 

lyrics “twine” and “inebriation”. The phrasing is neat, with four measures in a phrase, 

and the second phrase develops the motif in sequence. The whole song can be divided 

into two sections A and B. The B section starts on “Ah”, an octave leap that connects to 

the A section, which brings the music to a climax. (see figure 1.3) Besides the leap, the 

whole song mostly is stepwise. This song has shown a combination of dancing and lyric 

styles. 

 

Figure 1.3. Turpan's Grapes Ripened, mm. 28-32.33  

 
32 Guan Zhang Wu, “Talking about the Creative Features of the Song Turpan's 

Grapes Ripened,” Art Technology 5 (2013): 156, 

https://wenku.baidu.com/view/3398da33f5335a8103d22008.html. 
33 “Turpan's Grapes Ripened.” 
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A Rose For Me 

Text  

A Rose For Me was translated by Dihua Zhong, and rearranged by Shunzhong Ge.34 

The folk song was later adapted as an instrumental piece for a Chinese traditional 

instrument: the Pipa. There are not a lot of historical resources for this song. As one of 

the familiar folk songs for the Chinese people, the research of the song should and will be 

continued. In the first two verses, the singer appreciates a rose from her pursuer, she does 

not care if he looks like a fool. However, if he neglects her, she will marry a person better 

than him, which will sting his heart. In the last two verses the poet describes the lovers 

like an oriole and a lark, and their love is like a mandarin duck. The meaning of this 

metaphor is they are never going to depart from each other. He also compares their love 

like a flaming fire; despite the blustering wind, their loving fire will not be blown away. 

Rhythm  

Different from the previous folk songs, the rhythmic pattern of this song is simple. It 

consists of the rhythmic pattern of an eighth note, sixteenth note, quarter note, and a half 

note. The dotted rhythm is rarely used in this song. The tempo is Moderato. The song 

vividly and humorously sets the structural foundation like a conversation in phrasing. 

Figure 1.4 shows the specialty of an Uyghur dancing rhythm in the conversational 

phrases.  

 
34 “A Rose For Me,” Chinese Musical Score Website, last modified June 20, 2013, 

http://www.qupu123.com/meisheng/bazi/p45981.html.http://www.qupu123.com/minge/q

izi/p78863.html. 
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Figure 1.4. A Rose For Me, mm. 8-11.35  

Musical style   

The song is in a narrow range. The composer applies slurs crossing bar lines and 

within the bars. The song is based on a heptachord. The structure of the phrasing is four 

measures per phrase. Interestingly, the lyrics of the first two verses are full of amusement, 

sarcasm, and playfulness. Compared to the above songwriters’ hidden expressions about 

love, the lyrics of this song are direct, conversational and easy to understand.  

Uyghur folk song Character summarization  

For summarizing the characteristics of the Uyghur folk song, see table 2.1: 

Table 2.1. The characteristics of the Uyghur folk song. 

Style 
1. They are categorized into lyrical folk song and dance folk song. 

2. The first syllable of each phrase is accented. 

3. Varieties of compositional techniques are applied in the songs: 

parallelism, contrasts repetition, modified repetition, imitation, echoing 

or contrasting apply into the phrases and melodies. 

4. Most songs are based on stepwise lines, some of the broken intervals 

or chords and jumps appear in form of staccato notes in the lines. 

5. The ornamentations are sometimes improvised by the folk singers. 

ornamentations occur in the major thirds or minor thirds, passing tones,  

 
35 “A Rose For Me.” 
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Table 2.1. Continued 

 appoggiaturas etc.. 

Rhythm 1. The rhythmic patterns are decided by the length of the word’s 

syllable. 

2. The strong beats of single meters, or compound meters are 

compatible with the accent words. 

3. Dotted rhythms and syncopations appear frequently in this genre. 

Instrumentation Songs were originally accompanied by the plucked, string, wind or 

percussion instruments. Now it is accompanied by a piano. 

Language Uyghur, Mandarin  

Structure  Every verse consists of two phrases, four phrases, or six phrases (with 

four phrases as the majority). 

 

There is a small quantity of research about Uyghur folk songs, yet the traditional 

Uyghur folk songs or contemporary folk songs in Uyghur language are a challenging to 

spread in the greater community. Thus, the composers like Luobin Wang and Guangnan 

Shi, made a big contribution and dedication to the popularization of the Uyghur folk 

music. They also kept the flavor and character of the songs’ identity. Singing in 

diversified musical styles is an important part of a vocalist’s education. Folk music needs 

professionals to excavate, compile, rearrange and disseminate; the selected repertoire 

represents the dancing folk style of Uyghur folk songs, only a small segment of the 

Uyghur music culture. However, this small part has shared music traits with Hungarian 

folk music. Also, there is a possibility these traits influenced Brahms’ composition of his 

Zigeunerlieder Op.103.  
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CHAPTER II 
 

ZIGEUNERLIEDER OP.103 

Introduction  

Mátyás Unger and Ottó Szabolcs believes that the Magyar population started the 

migration westward from Southern Russia in the middle of the 5th century by an 

unrecorded route to what is now Hungary.36 Because the Magyar’s migratory route was 

under the Huns’ control, there were inevitable, ethnical and cultural impacts on the 

Magyar. In chapter 1, I collected the research to prove the connection between the Huns, 

Xiongnu, Uyghur peoples, and the musical environment of the Han, and Tang Dynasties. 

In ancient China, court music entertained the monarch and ministers. Qiū‘Cí musical 

styles and instruments have been traced to western China. During this same period in 

Europe, the great musicians served emperors and royals. Folk music prospered among the 

common people. At the beginning of the 20th century, Hungarian musicians Béla Bartók 

and Zoltán Kodály discovered that Hungarian music had similarities with Asian music.37  

Liszt’s Hungarian Rhapsodies or Brahms’s Hungarian Dances are probably the most 

representative works of Hungarian folk musical style. These pieces contain authentic 

Hungarian folk music elements, or they are motivated by Hungarian themes. At the 

beginning of the 20th century, Bartók and Kodály popularized Liszt’s and Brahms’ 

Hungarian folk works. They found that Chinese, Southwest Asian, and classical Western 

 
36 Mátyás Unger and Ottó Szabolcs, Magyarország története [History of Hungary], 

tran. Sijing Min, Kunyu Gong and Hongchen Li (Heilongjiang: Heilongjiang People's 

Publishing House, 1982), 3. 
 

37 Stephen Sisa, “Hungarian Music,” 1996-1999 Hungary. Network and Hunyadi 

Ocs. Mk, accessed January 3, 2020, 

http://www.hungarianhistory.com/lib/hunspir/hsp51.htm. 

http://www.hungarianhistory.com/lib/hunspir/hsp51.htm
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cultures influenced one another in 1908, a treasure house of Magyar folksongs that had 

endured for many centuries. These folk songs served as a heritage of a once flourishing 

Eurasian culture. As Kodály later put it: "The Hungarians are the outermost branch of the 

millennial tree of the great Asian musical culture, which has its roots in the soul of a large 

number of different peoples from China, through Central Asia, all the way to the Black 

Sea."38 The pentatonic scale is one of the elements that Hungarian borrowed from China. 

Brahms showed that radiant, diversified rhythm, harmony, and melody could be the spirit 

and soul of the Hungarian in this work. 

Johannes Brahms 

Johannes Brahms (1833-1897) is known today as one of the most prolific figures of 

the Romantic period. Although he is known foremost for his compositions, he 

additionally served as a pianist and conductor. His instrumental chamber works, 

symphonies, and lieder are still widely performed and remain a staple in the canon of 

musical works. Zigeunerlieder, Op.103 was originally composed for vocal quartet and 

piano and later was adapted for solo voice and piano, which became popular on recital 

programs for both soprano and mezzo-soprano. The text is a German translation of 25 

Ungarische Volkslieder by Hugo Conrat, who reorganized the translations into rhymed 

verse. 39  Brahms discarded the original version of Zoltan Nagy melodies and 

accompaniments and reharmonized the work, recomposing his existing melodies from his 

Hungarian Dances for orchestra.40 He composed the song cycle during the winter of 

 
38 Sisa, “Hungary Music.” 
39 Lucien Stark, Brahms's Vocal Duets and Quartets with Piano: A Guide with Full 

Texts and Translations (Bloomington: Indiana University Press, 1998), 120. 
40 Leon Botstein, The Compleat Brahms: A Guide to the Musical Works of 

Johannes Brahms (New York: W.W. Norton, 1999), 324. 
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1887-1888 in Vienna. It showed Brahms’ musical prowess, combing Western European 

compositional techniques with Hungarian folk music. Zigeunerlieder op.103 is a gypsy 

song cycle reflective of European society; it investigates the folk customs and musical 

style of the Western European tradition, as well as the idiosyncrasies of the Hungarian 

language. 

Hungarian Folk Music and its established influence on Brahms’ 
composition 

 

Brahms and Hungarian music influencers 

Johannes Brahms was born in Hamburg in 1833. He began music lessons at the age 

of seven with his father and piano lessons with Otto Cossel. In 1843, Brahms began to 

perform concerts as a pianist. The year 1852 was a turning point in Brahms’ life, where 

he met Ede Reményi, a Hungarian violinist and composer, who later took him on tour as 

a concert pianist. On meeting Brahms for the first time, he exclaimed, “My dear Brahms, 

you are a genius!” 41 Reményi was an important influence on Brahms, introducing him 

to many of the characteristics of Hungarian music. Reményi was a specialist in the 

“Ziguener style,” particularly on the aspect of showing the elaborate decorations and free 

rhythms.42 In Brahms’s piano work Hungarian Dance No. 5 as well as Zigeunerlieder 

op.103, the elaborated ornamentations and free rhythms of the “Ziguener style” are 

visible. 

Joseph Joachim, a Hungarian violinist, composer, and conductor, as well as a 

 
41 Gwendolyn Dunlevy Kelley and George P. Upton, Edouard Remenyi: Musician, 

Litterateur, and Man; An Appreciation (Chicago: A.C. McCLURG & CO., 1906), 83. 
 

42 Peter Latham, Brahms (London: J.M. Dent, 1948), 9. 
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lifelong friend of Brahms, was another important influence on Brahms’ Hungarian 

compositional techniques. Joachim was deeply influenced by his native music. Andreas 

Moser writes that Joachim heard gypsy music throughout his childhood and his visits to 

Hungary as an adult strengthened his love for the “characteristic melodies, harmonies, 

and rhythm of the Magyar folk-songs and dances”.43 His enthusiasm for the Hungarian 

style is apparent in his works during the collaboration with Brahms in Hanover. 

Brahms’ music was influenced by several Hungarian musicians as well as the 

politics and world events of the time, such as Hungary’s War of Independence in 1848. 

Around the revolution years, many gypsies passed through Austria and Germany while 

on their way to find refuge. The legacy of gypsy music was left by the refugee gypsy 

musicians in many towns and cities throughout Austria and Germany. In Austria, the 

gypsy musicians wandered around the city, giving performances on the streets, in 

restaurants, and plazas to earn a living.44 Vienna was not only a place where Brahms 

gave a lot of concerts but was also his home beginning in 1864. Another theory about 

Brahms’ connection to Gypsy music was built on his frequent gig performances in pubs 

when he was young.45 This experience brought him not only financial support but also 

introduced him to friends from Hungary. Gypsy people are the experts in the field of 

singing and dancing. Brahms absorbed the stories and emotions from Gypsies and the 

Hungarian musical style, which under the influences of Uyghur folk music as the 

 
43 Andreas Moser, Joseph Joachim: A Biography (1831-1899). Translated by Lilla 

Durham (London: P. Welby, 1901), 180. 
44 Bálint Sárosi, “Gypsy Musicians and Hungarian Peasant Music,” Yearbook of the 

International Folk Music Council 2 (1970): 12–13 and 16, 

https://www.jstor.org/stable/767421. 
45 Johannes Brahms, and Avins Styra, Johannes Brahms: Life and Letters (Oxford 

University Press, 1997), 2. 
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proofing pieces of evidence from Chapter 1. 

History of Hungarian Folk music 

There are records of Hungarian music beginning around the 19th century. The 

earliest Hungarian song collection was collated by Adam Paloczi Horvath, a total of 450 

songs. The collection includes 17th and 18th-century Hungarian folk music manuscripts. 

Some of the works were by Horvath, some were from the previous centuries.46 During 

the nineteenth century, numbers of collections of Hungarian folk songs have significantly 

increased as more manuscripts were found. 

Hungarian folk music can be divided into three groups: peasant music, popular art 

music, and sacred music. Peasant music, also known as Gypsy music, was influenced by 

Western European melodies and represent the old folk tradition of Hungarian music from 

the 19th century. Peasant music can be organized into two styles: the old-style and the 

new-style. The old-style descended as a result of oral inheritance from the ancestors of 

Rumanian peasants. The new style consists of 7000 different basic songs.47 Popular art 

music consists of widely popular songs based on less beautiful texts or poems. Compared 

to peasant music’s natural, artistic poems, popular art music uses the sound of the words 

instead to show deep meaning and metaphors. The people in Hungary sang psalms in 

their own language, and made their musical forms out of the tunes in Psalter.48 The three 

categories have different beginnings, but share the same primary features of Hungarian 

 
46 Helen Myers, Ethnomusicology: Historical and Regional Studies (New York; 

London: W W Norton & Company, 1993), 188.  
47 Zsolt Strajber, “Hungarian peasant and folk music,” accessed January 5, 2020, 

http://www.indiana.edu/~iuihsl/1thesis7.htm. 
48 Gyula Káldy, A History of Hungarian Music (New York: Haskell House 

Publishers, 1969), 22.  

http://www.indiana.edu/~iuihsl/1thesis7.htm
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folk music, natural and folk-like. 

Brahms and the transition of his Zigeunerlieder Op. 103 into the German Language 

In Brahms’ Hungarian Dance No. 5 for piano, he incorporated the unique gypsy 

scales and elaborated ornamentations into his pre-existing style. This work illustrates the 

authentic Hungarian folk music combined with traces of gypsy music. In contrast to this 

piano work, Zigeunerlieder Op. 103 has the flavor of Hungarian music style and gypsy 

characteristics, incorporated with German lieder influences. The work intermingled the 

two nationalities’ musical styles. 

Hungarian folksong is strongly influenced by the intonation of their speech. As a 

result, the rhythm of the folksongs is usually , mostly in 2/4 meter. (see figure 1.5) 

  

Figure 1.5. Six Hungarian folk songs, No.1.  

Brahms had communicated with Clara Schumann in the letters about introducing 

Zigeunerlieder Op.103 to her. After several correspondences, Clara replied to him:  

I feel I must follow up my letter of yesterday with another, as I must unburden my 

heart of the joy your Zigeunerlieder have given me. I am quite delighted with them. 

How original they are and how full of freshness, charm and passion! How wonderful 
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the voice progression is, so graceful and full of interest! Their feeling is so varied 

that in spite of the incessant 2/4 time one is not conscious of any monotony…The 

enthusiasm was great and many of the songs had to be repeated… Let me press your 

hand, dear giver of joys.49  

 

By contrast to the other lieder cycles Brahms composed, Zigeunerlieder shows a 

contrasting style and a reflection of Gypsy dancing music.  

Zigeunerlieder Op. 103 Musical Analysis  

In Op.103, dotted rhythms are present throughout the first three songs. All eight 

songs are in duple meter, and most of the songs are in strophic or modified strophic form. 

In the previous discussion about the Gypsy folk song and Hungarian folk song, Brahms 

did not have a distinguished boundary line between the two genres. In this song cycle, 

Brahms used syncopation, dotted rhythms, and grace notes to embellish the melodies.  

He, Zigeuner, greife in die Saiten ein! 

Rhythm and Harmony 

The opening movement of the cycle, He, Zigeuner, greife in die Saiten ein! is in 

rounded binary form, with a coda. The dancing style sets under the brief bouncing 

sixteenth notes in the piano introduction, then the left hand kept the same sixteenth notes 

pattern throughout the song, which conflicts with right hand’s triplets in the form of 

broken chords, and progresses the harmony from A minor tonic to dominant (mm.1-14). 

After the repetition, section B continues the dancing rhythm. In the end, the five measure 

postlude brings the tonality back to the tonic minor by lowering the third from section B.   

 
49 Stark, Brahms's Vocal Duets and Quartets with Piano: A Guide with Full Texts 

and Translations, 122. 
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Text painting and Musical Style  

The first phrase is step-wise (mm.3-8), but large leaps are common in the following 

phrases (see figure 1.6). Brahms emphasized text painting in the following examples. 

“He!” is an exclamation, addressing the person, notably the name “Zigeuner;” (Gypsy) in 

the second vocal line, “greife” and “spiel” (grab and play), occur on the downbeats and 

longer notes. Brahms used text painting on the words like “Bange” (despairing) by 

extending the length of the notes and stressing the sorrowful meaning by setting them on 

dotted quarter note figures. After the “Traurig bange” (mournful and despairing), the 

opening melody comes back. Brahms was consistent with the structure, which helped to 

express the meaning of the text.  

 

Figure 1.6. He, Zigeuner, greife in die Saiten ein!, mm. 1-14. 
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Hochgetürmte Rimaflut 

Rhythm and Harmony 

The agitation and excitement of the second song Hochgetürmte Rimaflut is not 

weakened from the opening one. Continuing with the syllabic writing, Brahms equates 

the Rima river to the dramatic loving emotions of the character. The song is in D minor 

and rounded binary form. The first section consists of two identical seven-measure 

phrases and is followed by another measure of piano accompaniment. Brahms used 

syncopation in the right hand and quarter notes in the left hand throughout the piece to 

create turbulent and raging Rima water.  

Text painting and Musical Style  

The image of the river waves between piano and voice was introduced by Brahms at 

the very beginning. In terms of text painting, the notes D-C#-D-D correspond to the 

intonation of the word “Hochgetürmte”, which means “piled up high like a Tower.” In 

section B (mm.17-26), “Wellen fliehen” (Waves flee) “Wellen Srömen” (Waves surge) 

the succession of dominant and diminished sevenths progression shows an image of Rima 

river’s receding and streaming by waves. (see figure 1.7) When the opening melody is 

repeated in m. 27, Brahms adjusts the key from D minor to D major in contrast to the 

loud weeping of the singer. During the postlude, the resolution chords gradually fall to 

the piano’s low range, corresponding to the line: “Rauschen an den Strand heran zu mir.” 

(Rush on the shore toward me) The piano and voice are in conversation with each other. 

The piano’s melody imitates the vocal melody, especially when the right hand has 

off-beats.  
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Figure 1.7. Hochgetürmte Rimaflut, mm. 17-26. 

Wißt ihr, wann mein Kindche 

Rhythm and Harmony  

In Op. 3, Wißt ihr, wann mein Kindchen, dotted rhythms open the conversation. In 

the beginning, the endearing expression rides on the staccato eighth-note pattern 

underneath the vocal melody in the accompaniment. When the tempo turns to Allegro, 

the two two-measure declarative sentences are arranged by eighth note and quarter note, 

the climax is built on gradual crescendo in both the voice and piano parts. After 

consecutive three-measure dotted ascending line, the section concludes on three quarter 

notes. Oppositely, the right hand uses a weakened eighth note pattern and continues with 

sixteenth notes, while the left hand uses reversed dotted rhythm by contrasting with the 

vocal line. This is followed by 2+2+5 phrases, the song then ends with a six-measure 
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piano postlude. The piano part returns to lively staccatos. 

Text painting and Musical Style 

The song is built on D major in strophic form. Brahms divides the antecedent and 

consequent session in two by clearly marking the tempo change from allegretto to allegro. 

The former section consists of two four-measure phrases, and an extra piano extension 

was added at the end of the second phrase. The latter verse shows more enthusiasm and 

excitement through its faster tempo. In common, the words like “Wißt” (you know), the 

“aller” (all) in “aller-schönsten” (most beautiful), “wenn” (when), and “Mündchen” (little 

mouth) in the first section all appear on dotted eighths. The other important words are 

placed on the longer beats. The enthusiastic environment the composer creates is based 

on word painting.  

Lieber Gott, du Weißt 

Rhythm and Harmony 

The Op.4 Lieber Gott, du Weißt precedes the previous strophic form in F major. The 

staccatos of eighth and sixteenth passages are through-composed in the accompaniment. 

The rhythmic pattern in the vocal line can be divided into two sections. The first section 

consists of two eight-measure phrases; the phrases are not only in the same rhythmic 

pattern but also an identical melody. Section B can be broken down into two sentences 

(mm.9-16; mm.17-24). (see figure 1.8) The two eight-measure sentences can also be 

considered as four four-measure phrases. In section B, the arpeggiations in the left-hand 

shift from tonic to dominant and back to the tonic. The right-hand continues the chord 

progression in the form of staccato sixteenth passages.   
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Figure 1.8. Lieber Gott, du Weißt, mm. 9-24. 

Text painting and Musical Style  

Brahms continues syllabic writing in this song. The playfulness and brightness lay 

the foundation of the song, contrasting with the modulation from major to minor on 

words like “denk so lang ich leb” (as long as I live) and “armes Herze bleibt” (my poor 

heart remains) in mm.13-14. Brahms also marks dynamic forte on this abbreviated 

modulation, followed by piano on the next two measures to interpret a contrasting, more 

dramatic love storytelling. The traits of music represent a certain level of dancing music. 

However, the legato, lyrical vocal line is more obvious because the conversation is 

between the singer and God. When the singer narrates her inner feeling of bitterness and 
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sweetness, the melody and accompaniment together creates a corresponding 

environment.  

Unlike the gypsy peasant music, the use of tremolos in the piano part is more like an 

imitation of an instrument from a gypsy band instrument such as the cimbalom. A 

cimbalom is a type of string instrument used by contemporary Central-Eastern European 

musicians. The imitation of the cimbalom sound throughout the music is another 

characteristic of the influence of Hungarian music. Because the cimbalom is played by 

striking against the strings, this percussive string instrument usually produced fast 

repeated rhythmic patterns. Brahms implies this idea in the accompaniment.  

Brauner Bursche führt zum Tanze 

Rhythm and Harmony 

Op.5 Brauner Bursche führt zum Tanze is the shortest song in the cycle; it is in 

strophic form but sung twice. The song’s content is directly related to dance. The two 

measures of brief introduction set the tempo of the song and shows a clear rhythm. Out of 

four six-measure phrases, mm.3-8, mm.9-14, and mm.21-25 share the same rhythmic 

pattern, but a different melody. At the end of each phrase, the piano plays a solo two 

measures postlude. Mm.15-20 mirrors the first two phrases in the way of switching the 

orders of dotted rhythm and eighth notes in each first two measures. (see figure 1.9) In 

this song, Brahms uses a variety of rhythmic patterns in the accompaniment.  
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Figure 1.9. Brauner Bursche führt zum Tanze, mm. 1-27. 

Musical Style  

The song opens in D major. After the first phrase, Brahms contrasts the phrases by 

modulating to F# major. The accompaniment with a seventh chord progression supports 

the melody seventh chord progressions, the left hand and right hand connect by playing 

in succession. Brahms also applies the Gypsy scale in the song in m.9 where the A goes 
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up to A#. If the melody lines of first, second and fourth phrases are in an arc shape, the 

third one covers a wider range, especially three big leaps in interval of a sixth, then 

follows by a dominant-seventh chord that ends the third phrase. The image of a dancing 

party is depicted by the flowing melody and throbbing rhythm. 

Röslein dreie in der Reihe blühn so rot 

Rhythm and Harmony 

Röslein dreie in der Reihe blühn so rot has evident gypsy-like features such as 

staccatos as well as the scrapes of the violin and arpeggiations on the downbeat. It is a 

strophic binary form in G major. After a two half-note chord introduction, the staccatos 

take over both the voice melody and accompaniment part. Based on eighth-note passages, 

section A can be divided into four four-measure phrases. In section B, the structure is the 

same as section A. The cadence of the phrases in section A gradually develops from tonic 

to dominant. The arpeggiation is followed by a downward broken chord which ends the 

last two phrases. Then the left-hand leads to an upward broken chord in the right hand on 

an off-beat.  

Musical Style  

In this song, the piano part doubles the vocal line throughout the piece. In section B, 

after a long four-measure phrase, section A’s theme is inserted before the next 

four-measure lyric phrase. This ABA structure repeats twice. The rhythmic pattern of first 

and third phrases are similar, and the second phrase brings back section A’s pattern. (see 

figure 1.10) The piece concludes with a four-measure postlude when the piano reinforces 

the tonic tonality by mimicking the last vocal melody in section B. Elisabeth von 
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Herzogenberg remarks on the “charming humor” of no. 6, and the critic Eduard Hanslick 

notes its “playful mockery” and “delicacy.”50 Brahms keeps a huge enthusiasm for 

balancing the vocal line in the cute and eloquent character. 

 

Figure 1.10. Röslein dreie in der Reihe blühn so rot, mm.19-30. 

 
50

 Stark, Brahms's Vocal Duets and Quartets with Piano: A Guide with Full Texts 

and Translations, 129. 
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Kommt dir manchmal in den Sinn, mein... 

Rhythm and Harmony 

In Kommt dir manchmal in den Sinn, mein...the dotted rhythm in vocal lines is the 

main rhythmic pattern of the song. The song is in E major binary form. Section A consists 

of four four-measure phrases; at the end of each phrase are piano postludes. The 

accompaniment doubles the voice’s melody and shares the same rhythmic pattern in the 

first two phrases and supports the last phrases in the way of chord progressions. Overall, 

section B’s rhythm pattern is more agitated by changing to the flowing sixteenth arpeggio 

passages. The phrases in section B can be categorized into two 2+3 measure phrases or 

two five-measure phrases due to the singer’s interpretation based on the text’s length.  

Musical Style  

If the interaction between piano and voice in the first section is by doubling the 

melody, then section B utilizes off beats on the downbeat on the right hand to imitate the 

voice melody in sixteenth instead of dotted eighth. As a contrast to the previous six songs, 

the tempos of No.7 is significantly slower, in order to correspond to the sadness of the 

text. It is a heart-touching feeling for its audience, not only the long lyric lines and the 

sincere lyrics but also the contrasting character of the Gypsy people. The occasionally 

raised fourth and lowered sixth scale degrees also increase the Chinese music flavor of 

the song. 
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Rote Abendwolken ziehen 

Rhythm and Harmony 

The last solo song in the cycle Rote Abendwolken ziehen, the brief two eighth-note 

chord, eighth rest introduction and one measure piano solo extension recapitulates in both 

eight-measure phrases in section A. The piano doubles the voice melody and rhythm by 

using a long lyric line and crossing bar dotted rhythm. Same in the voice line, the dotted 

rhythm, and quarter notes dominates the whole song. The phrases in section B are longer, 

in the first phrase, two staccato chords introduce the eight-measure melodies and 

connects a three-measure interlude, followed by a ten-measure phrase.  

Text painting and Musical Style  

The text painting shows its uniqueness in the song. In contrasting the inherent 

recognition in depicting evening scenes, Brahms keeps the dance style but at a slower 

tempo. The last phrase is a climax of the song by way of the shape of the melody and the 

high notes. The song starts in Db major and modulates to E major at m. 9. At m.17, the 

tonality goes back to Db major. The fourth scale degree are both raised in Db major and E 

major. The tessitura of the song is higher than in previous songs but is similar to the first 

song, f2 and g2 appear frequently in the song. The last three chords are a cadence 

extension. The chords sustained on a tonic major chord for three measures, to reinforce 

the tonality and balance m.12 to keep a neat harmonic structure. The intensity and 

exhilarating energy of the vocal line correspond to the text.  
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The differences and commonalities of Hungarian diction and German 
diction 

The Hungarian language shares several similarities with German, as well as some 

differences. The syllabification rule of Hungarian is each syllable only contains one 

vowel, and the vowel is the only syllabic sound. Unlike German, Hungarian does not 

have diphthongs, only hiatuses.51 Diphthong means a sound is formed by two vowels in 

a single syllable, contrasting to hiatus, there is a break between two vowels, which makes 

the vowels are not in the same syllable. The consecutive vowels are formed in separate 

syllables. The intervocalic consonants take the shape of the following syllable. When 

there are two consonants in sequence, the first consonant finishes the first syllable and the 

second one begins the next syllable. When three consonants are in a sequence, the first 

consonant ends the first syllable and the rest of the consonants sound on the next syllable. 

The first syllable of a word is always the most stressed one, no matter how many other 

syllables follow.52 German is the same in this respect, as the stress usually falls on the 

first syllable.  

Some German syllables end with vowels, however most German words end with a 

consonant. German has strong and weak syllables; the separation of the syllables has 

been clearly distinguished. The consonant clusters can serve as a great tool to express 

emotions in singing.53 The text setting of Zigeunerlieder Op. 103 shows that Brahms put 

 
51 Andrew Rethazi and Leslie DeAth, “Hungarian Vocal Music, with an 

Introduction to Hungarian Lyric Diction, Part 2,” Journal of Singing: The Official 

Journal of the National Association of Teachers of Singing, vol. 66, no. 4 (2010): 

437-445. 
52 Ibid. 

 
53  John Glenn Paton, Gateway to German Diction: The Singer's Guide to 

Pronunciation (Gateway Series) (The U.S.A: Alfred Music, 1999), 3-12. 
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most of the first syllable on the downbeats to emphasize the stress of the language. (see 

figure 1.11) 

 

Figure 1.11. Zigeunerlieder Op. 103 No.1, mm.27-30. 

The most obvious combination that Brahms uses in Zigeunerlieder Op. 103 are 

Gypsy music and Hungarian folk characteristics. The 19th-century European political 

circumstances, as well as his relationships with Hungarian musicians make the largest 

impacts on his compositional choices. In the musical adaptation that Brahms makes for 

the German translation of Hungarian, the text expresses the rhythm of the language, 

reflects the German grammar, intonation, and the rich musical texture. 
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CHAPTER III 
 

COMPARING AND CONTRASTING HUNGARIAN AND UYGUR 

FOLK MUSIC 

Introduction  

The various opinions on the relationships of Xiongnu, Huns, Uyghur, Chinese and 

Hungary have never stopped being discussed. Especially in ancient China, the Xiongnu 

started wars with many nations; they also lived everywhere because of their nomadic 

lifestyle. Despite western musical traits, Hungarian music also might have been 

influenced by music from other parts of Asia. The ethnical, linguistic, political, territorial, 

historical and musical interactions of the nations are nuanced, difficult to approach, and 

hard to analyze. There have been investigations and research regarding the similarity of 

folk songs from Yugu, which is the descendant of 回鹘 (Huíhú) with Hungarian music 

by the musicologists Dù yàxióng and Zhāng yù.54 In this chapter, I will compare and 

contrast Uyghur folk music and Hungarian folk music in order to prove Brahms was 

indirectly influenced by Uyghur folk music during his exposure in Hungary.  

There is no direct evidence that Uyghur folk songs were performed in Hungary or 

Germany in the 19th century. However, the elements found within Brahms’ 

Zigeunerlieder showcase the dichotomy of rhythm, harmony, and melody of the Eastern 

and Western cultures. First, Uygur music employed the use of dance rhythms in its folk 

songs. Brahms also showed strong Hungarian dance rhythms throughout the Gypsy song 

cycle. Second, the traditional Uyghur folksong is generally performed along with ethnic 

instruments. Nevertheless, the modern Uyghur folk songs also show the tuneful vocal 

 
54 Tao Li, “A Summary of the Research on the Relationship between Chinese Yangtze River 

Folk Songs,” 98-99. 



Texas Tech University, Yue Zhao, May 2020 

42 
 

melody and supportive accompaniment which imitates traditional Uyghur instruments 

and increases the exotic flavor of the songs. Brahms also applied this idea in his work by 

incorporating imitations of Gypsy instruments. Third, Mandarin words typically stress the 

first syllable, which influenced the Uyghur folk songs to begin with the downbeat, as 

does the Hungarian and German language. This first syllabification stress influenced the 

text-setting in the Zigeunerlieder.  

Musical Exoticism 

Musical exoticism was especially popular in 19th century Europe. Brahms was not 

the only composer to apply musical exoticism in his pieces. Handel, Mozart, 

Rimsky-Korsakov, Saint-Saëns, Puccini, Rameau, Bizet, and others had been citing Asian 

musical elements in their works to varying degrees.55 Spanish, Russian, Gypsy, Arabian, 

Turkish, Chinese, and pseudo-Indian materials were applied to harmonies and rhythms of 

the composers’ pieces.56 The definition of “Musical exoticism” has been given by 

Jonathan Bellman: 

“Musical exoticism”…may be defined as the borrowing or use of musical 

materials that evoke distant locales or alien frames of reference… Musical 

exoticism is a matter of compositional craft, of making the notes do something 

different from what they usually do.57 

Exoticism is one tool to communicate musical elements from a far-off place.  

 
55 Ralph P. Locke, “A Broader View of Musical Exoticism,” The Journal of 

Musicology 24, no. 4 (2007): 477-521, 

https://www.jstor.org/stable/10.1525/jm.2007.24.4.477. 
56 A. L. Ringer, “On the Question of "Exoticism" in 19th Century Music,” Studia 

Musicologica Academiae Scientiarum Hungaricae 7, no. 1/4 (1965): 116-121, 

https://www.jstor.org/stable/901419. 
57 Jonathan Bellman, The Exotic in Western Music (Northeastern University Press, 

1998), ix. 
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The category of Hungarian and Uyghur folk song 

Hungarian folk music shows its simplicity in categorizing music, unlike Uyghur folk 

songs. Nonetheless, the songs from the two nations both reflect the different layers of the 

societies. In different social classes, people convey different attitudes to songs. Such as 

rich landlords from Transylvania, a region that most of ethnic Hungarians lived in before 

the 1920 Treaty of Trianon, the landlords loved singing the beautiful Székler, which is 

from Székely Land, the most prominent place of Transylvania. Even so, the people from 

Udvarhely (eastern Transylvania) and Marosszék, who are from the more civilized places, 

detested Székler. Because of this, Székler was a style enjoyed by the lower class.58  

Category of Hungarian and Uyghur folk music (see table 2.2):  

Table 2.2. Category of Hungarian and Uyghur folk music.59 

Hungarian Uyghur 

Love songs Love songs 

Rural Farmer songs (usually sung by 

middle-aged people): plow farmer, family’s 

forced labor, animal farming, tobacco 

farming 

Labor songs: about agriculture or animal 

farming 

 Historical songs: (praising heroes, exposing 

the ruling class, the legacy of historical 

celebrity’s original work 

Life songs: Székler (beggar song), Ballade 

(retained by beggars), mourning song, 

wedding song (both in the occasions of 

engaging and wedding) 

Life songs: lament about fate, the 

expressions about lifestyle and customs 

(cradle song, wedding song, ridotto song, 

song for spring greeting, song for snow 

greeting, excursion song, mourner song, 

mourning song, beggar song, Ramadan 

song, Sopheaks’ song, and sorcerers’ song. 

New folk song New folk song 

 
58 Zoltán Kodály, Folk music of Hungary (Enlarged Edition Revised by Lajos 

Vargyas. Translated by Ronald Tempest and Cynthia Jolly. Translation Revised by 

Laurence Picken ed. New York: Praeger, 1972), 22. 
59 Zhou, Uyghur Folk Songs Research, 20. 
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Gender differentiation is another important distinguishing factor for deciding the 

audience group. Usually, women have a wider range of repertoires, there are songs only 

written for women, the folk songs normally cover multiple life topics. Women also knew 

men’s repertoire, but they rarely sing about men. 

The main way folk song was communicated was through oral tradition, this is true 

for both nationalities. The music was rarely written down for the later folk song 

collectors. Therefore, folk song collectors must do field work with people from different 

regions, classes, genders or ages by physically going to these regions and making a 

record on paper or electronic recording of the oral traditions of these people. The 

resources of recordings and documentaries that the song collectors have left continues to 

promote folk songs development.  

Pentatonic scale in Hungarian and Uyghur folk music 

Though the Uyghur people were dispersed in Xinjiang’s south, east and north areas, 

the music styles of each area are quite different because of the various professions, 

cultures, dialects and musical traditions. In Europe, one of the most important 

Hungarian musicians, Zoltán Kodály researched and proposed the theory about 

Hungarian folk songs and their influences from China. He wrote how pentatonic scales 

permeate Hungarian music and gave examples in his book Folk Music of Hungary.60 He 

held the opinion that although authentic eastern-influenced music was fading away, 

contemporary Hungarian music retains the essence of its vitality.61 The pentatonic scale 

and heptachord was also used in some Hungarian music. The heptachord is similar to 

 
60 Kodály, Folk music of Hungary, 24-26. 

 
61 Ibid., 61. 
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western tonality, but the differences are as follows: 1. They reflect different cultures. 2. 

They belong to different tonic systems. 2. They have different applications of melody 

and harmony. 3. They have different scale structures and styles.  

Comparing and contrasting the pentatonic scale and heptachord in Hungarian and 

Uyghur folk system, which is based on selected repertoire (see table 2.3):  

Hungarian pentatonic scale:  

Major seconds; Minor thirds; Transposing the melody based on the fundamental interval 

in the series of overtones which in a form of up or down a fifth;62 Includes cedilla. 

Uyghur pentatonic scale:  
Major seconds; Major thirds; A triad combination that progresses from different 

directions to tonic or the finish note; Includes cedilla. 

Hungarian heptachord:  

Op. 103, No. 3: #I, #V 

 
Op. 103, No. 5: #V 

Uyghur heptachord:  

A Rose For Me: #I, #V 

 
A Glass of Mellow Wine: #V 

Table 2.3. Compare and contrast the pentatonic scale and heptachord in Hungarian 

and Uyghur folk system. 

Selected Uyghur repertoire shows an identical tonality with the excerpts from 

Zigeunerlieder. 

 
62 Bruno Nettl, Folk and Traditional Music of the Western Continents (Englewood 

Cliffs, N.J.: Prentice-Hall, 1965), 78. 
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The rhythmic pattern in Hungarian and Uyghur folk music 

The rhythmic patterns show the most prominent features of dance music. After an 

examination of Hungarian and Uyghur rhythms. The similar and different rhythmic 

patterns present cultural dance rhythms. Therefore, these two categories of folk songs 

have fixed rhythm patterns, although they are in different modes. In general, Uyghur 

dance folk song illustrates clear rhythmic patterns in 2/4, 3/4, 4/4, 5/8 or 7/8. Hungarian 

folk songs contain compound and irregular meter, which combines with the exotic 

melodies to increase the color’s richness. 

Repertoire from Uyghur folk songs (see table 2.4): 

Table 2.4. The rhythmic patterns in Uyghur folk songs 

1. A Glass of Mellow Wine 

 
2. Turpan's Grapes Ripened 

 
3. A Rose For Me 

 
4. Lifting your Veil 

 
5. Youth Dance 
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Repertoire from Zigeunerlieder Op. 103 (see table 2.5):  

Table 2.5. The rhythmic patterns in Zigeunerlieder Op. 103. 

1. He, Zigeuner 

 
2. Hochgetürmte Rimaflut, wie bist so trüb 

 

 
3. Wisst ihr, wann mein Kindchen am allerschönsten ist? 

 
4. Lieber Gott, du weisst, wie oft bereut ich hab 

 
5. Brauner Bursche führt zum Tanze 

 
6. Röslein dreie in der Reihe blühn so rot 

 
7. Kommt dir manchmal in den Sinn, mein süsses Lieb 

 
8. Rote Abendwolken ziehn am Firmament 

 

 
 

Syncopation, eighth and sixteenth-note passages occupy the majority of the selected 

Uyghur folk song repertoire. Some dotted rhythm is inserted in between the phrases. 

Compared to the Uyghur’s diversified rhythm pattern, Brahms used singular dotted 
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rhythm and eighth notes passages to achieve the same dancing-style.  

The diction of Hungarian and Uyghur folk music 

The old Uyghur alphabet was created and developed based on the Sogdian alphabet 

by ancient Uyghur people (回鹘). 63 The ancient Uyghur people’s connection with Tang 

dynasty began with an intermarriage between the two. Then commercial, religious and 

cultural activities accelerated their close relationship.  

Magyar Nyelv is Hungary’s official language. Surprisingly, the pronunciation has a 

lot of similarities with the Uyghur language. Both the Hungarian folk songs and Uyghur 

folk songs are translated into a second language, the Hungarian to German and the 

Uyghur to Mandarin. Bartók believed that the Hungarian music was introduced by an 

educated class or people from other nations. These people later lived in Hungary, 

inherited the music, and allowed it to be adapted to the Hungarian language. Hungarian 

folk song is always stressed on the 1st syllable, leading to a strong accent on dactylic 

rhythm to the music.64 Dactylic verse is frequently used in Greek or Latin, it represents a 

form of a long syllable followed by two short syllables, and the form depends on the 

syllable’s weight.   

Uyghur language is multi-syllabic, single tone, that language is stressed on the last 

syllable. Usually the prefix connects to the suffix, the numbers of syllables decide the 

word’s meaning. The consonants and vowels combined in different patterns affect the 

 
63 Gerard Clauson, Studies in Turkic and Mongolic linguistics (London: 

RoutledgeCurzon, 2002), 110-111. 
64 Simon Broughton, “A Musical Mother Tongue,” In Mark Ellingham; James 

McConnachie; Orla Duane (eds.), World Music, vol. 1: Africa, Europe and the Middle 

East. London: Rough Guides, 159–167. 
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length or accent of the syllable. Juxtaposed to Mandarin, an analytic language, which 

consists of consonants, vowels and tones. The maximum phonemes one syllable contains 

are four (with three vowels and no consonant cluster), and a total of four tones. A vowel 

is used to attach the consonant with a tone, so the distinction of the syllables is clear with 

no consonant clusters. The tones are responsible for the meaning and emotions. The 

stressed syllable of Mandarin depends on the specific meaning or emotion.  

In conclusion, both the Zigeunerlieder and the Uyghur folk songs have a relatively 

common characteristic of stress on the first syllable of words or phrases. Nevertheless, 

there are exceptions of the Mandarin language that affect the emotion, rhythmic pattern, 

and circumstances. Most of the stressed syllables of the movements in Zigeunerlieder are 

on the first beat. A Glass of Mellow Wine has more emphasis on the last beat in every 

measure what delivers important words. 

The structure of Hungarian and Uyghur folk music 

Uyghur music has a variety of musical forms: strophic, binary, ternary, variation, 

and sonata forms. Composition of techniques like repetition, verified repetition, 

modulation, and imitation are constantly seen in the music. The measures’ length depends 

on the folk song genre. Fundamentally, dance music has a more consistent form. It starts 

on the off-beat because of the frequent syncopation utilization. Overall, both 

two-measure phrasing or three-measure phrasing are common in dancing folk songs.  

A distinct trait of European folk songs is their strophic structure.65 Number 4 and 5 

of Zigeunerlieder are written in strophic structure, number 4 is a melody with two verses, 

number 5 is written in one verse repeated twice. The rest of the songs in the cycle are in a 

 
65 Nettl, Folk and Traditional Music of the Western Continents, 35. 
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simple binary form. He, Zigeuner is the same as Youth Dance regarding its repetition, but 

has longer phrases. The first, second, and fourth phrases of He, Zigeuner are constructed 

with twelve measures, the third phrase is constructed with fifteen measures. 

The Uyghur folk songs have interludes or transition passages between the verses, 

and therefore are longer than the Zigeunerlieder. The interludes provide a resting space 

for the singer, showtime for the instrumentalist, and enhances the musical energy and 

emotion. Zigeunerlieder is more text-driven, the interludes are brief or non-existent. 

Brahms emphasized expressions exclusively with the text and vocal melody.  

The Instrumentation of Hungarian and Uyghur folk music 

Hungarian folk instruments are a small part of Hungarian history. Instruments reflect 

some aspects of people’s joy and sadness, daily life, travel route and arts development. 

Hungarian folk instruments are diverse: kürtös (horn blower), Sipos (piper), Gaydos 

(droner), Dudás (bagpiper), Dobos (drummer), Trombitás (trumpeter), Hegedüs (fiddler), 

doromb (Jew’s harp), swineherd’s horn (kanásztülök), herdsman’s horn (pásztorkürt), 

furulya (The shepherd’s pipe), flajta, the reed-pipe and the duda (bagpipe), citera (zither), 

cittern (tambura), nyenyere (hurdy-gurdy), cimbalom (cymbalum), and dulcimer etc.66 In 

addition, classical instruments like the violin, clarinet, cymbalum, bugle, accordion and 

mouth-organ are widely used. 

Traditional Uyghur folk songs can be generally collected into the large song set 

(Muqam), dance music (Sənəm), rap-like music (Dastən, Koxak), folk instrumental music, 

and folk song.67 These represent the kinds of Uyghur folk songs that generally covered 

 
66 János Manga, Hungarian Folk Song and Folk Instruments (Budapest: Corvina 

Press, 1969), 36-7.  
67 Zhou, Uyghur Folk Songs Research, 1-2. 
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the topics of daily life, love stories, local history, labor’s work, and new folk songs. The 

classification of the Uyghur folk songs was based on job occupations.68 In combination, 

the music and text serve as a medium for demonstrating people’s occupational 

characteristics. Every nation has its own musical expression, and Uyghur people are no 

exception. The musical form of Uyghur love folk songs is solo voice accompanied by 

traditional Uyghur instruments such as the Dutar, Tämbür, Rawap, Satar, and Ghijäk,69 

(see figure 1.12) or appeared in the form of accompanied dance. This classification of 

traditional Uyghur folk songs was especially under the influence of Qiū‘Cí. 

Contemporary folk songs and love songs are particularly compelling to audiences 

because of their performing forms. In addition to the singing-dancing form, group 

performance, duet, singing in unison, or choir performances are very common in Uyghur 

folk song. 

 

Figure 1.12. Uyghur string instruments (China Daily) 

 
68 Ibid., 26. 
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Like ensemble performances in Europe, Uyghur people have their gatherings for 

continuing the traditional Uyghur folk music. Contemporary Uyghur folk music keeps the 

form of singing accompanied by Uyghur instruments or dancing. Furthermore, some 

arrangers adapted folk songs for voice and piano. These are often included in concerts or 

recitals when listening to modern versions of Uyghur folk songs, the piano 

accompaniment shows a blend of Western and Eastern music. In addition, in order to 

reach a more diverse audience rather than keep the Uyghur folk music in Xinjiang 

regions, some linguists translated Uyghur to Mandarin. Hence, the Uyghur folk songs 

kept its musical traits, but the songs are much more popularized and widely spread.  

Conclusion  

 

This research is based on the studies of Uyghur folk song and Brahms’s 

Zigeunerlieder Op. 103. This document examines the historical backgrounds of Xinjiang, 

Xiongnu, Uyghur, and Johannes Brahms and provides a comparative analysis of Uyghur 

folk song and Zigeunerlieder, Op. 103, covering aspects of the text, musical style, and 

rhythm. The instrumentation of these songs plays a considerable role in showing the 

special musical characteristics of these songs. The comparative analysis of Uyghur folk 

song and Brahms’s Zigeunerlieder, Op. 103 results in more similarities than differences 

when it comes to important musical characteristics such as rhythmic patterns, mode, 

tempo, language, harmonic progression, and musical form. 

Brahms cultivated several lifelong friendships as a result of his travels to Hungary as 

a concert pianist. These friendships provided the necessary inspiration that culminated in 

 
69 Cui Jia and Mao Weihua, “Instrument makers dance to a traditional tune,” last 

modified July 21, 2017. 
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the composition of Zigeunerlieder Op. 103. These friendships in combination with 

Brahms’s travels in Hungary increased his exposure to eastern culture and were heavily 

influential to his musical style. The widespread popularity of Uyghur folk music resulted 

in the translation of these original folk songs into Mandarin. Similarly, the popularity of 

the Zigeunerlieder, Op. 103 resulted in the translation from the original Hungarian into 

German in order to make it accessible to a wider audience. Dating back to the 5th century, 

the shared history between the Xiongnu, Uyghur, Huns, and Hungarian people provide a 

common musical link as a result of this cultural fusion.  

This document provides necessary proof of Brahms’s musical influence for 

Zigeunerlieder, Op. 103. In order to provide an authentic performance of Zigeunerlieder, 

Op. 103, the singer must first possess a thorough understanding of the style of Uyghur 

folk music. This understanding will increase the accuracy and strengthen the 

interpretation of their performance.  

The music discussed in this document provides a common link between human 

beings regardless of geographic borders and differing nationalities. Folk music from the 

east and west have intermingled in the past and will continue to do so in the future as 

humanity continues to collaborate and progress. 

  

 

 

https://www.chinadaily.com.cn/china/2017-07/21/content_30195233.htm. 
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