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一般而言，我們可以將「歌謠」分為自然

歌謠與創作歌謠，前者又稱為民歌或民

謠，其特點是大多不知作者為何人，以口

頭方式流傳，在流傳過程中其詞曲會因人

時地的不同而有所改變，所以有人說民謠

的作者就是民眾自己，它反映的是一個民

族特有的情感，是民族性的表現；而後者

指個人的創作，作者追求作品的市場性、

藝術性或永恆性而創作，如流行歌曲、藝

術歌曲等屬之。 

  

Broadly speaking, we may distinguish songs as being either 

natural or consciously composed. The former, also known as 

folk songs, are characterized in that, for the most part, no one 

knows their original creators, and they are transmitted from 

person to person, the lyrics changing with the people who sing 

them and the times as they are passed on. For this reason, some 

people say that the creators of folk songs are the people as a 

whole, reflecting the sentiments particular to a people and 

constituting an expression of their group identity. The latter 

class of popular songs, those authored by individuals, are 

creations which may be motivated by commercial, artistic 

and/or eternal values. Pop songs and artistic songs belong to this 

latter class. 

其實如此劃分也有其缺失，一首古老的民

謠在當時必是流行的，初期也是個人的創

作，只是在流傳過程中作品不斷的被修

正，加之年代日久，作者漸不可考。而一

首歌曲是藝術或流行歌曲本不易區隔，雖

同屬個人的創作，但只要被大眾認同喜

愛，自然會流傳下來，眾人可任意的加以

解讀，也可從中看到大眾的生活與與情緒。 

   

Actually, this distinction is somewhat flawed inasmuch as an 

ancient folk song was originally a pop song of its time, 

composed by an individual, and it is only due to its repeated 

modifications as it was transmitted and the changes it underwent 

through successive generations that its authorship has come to 

be uncertain. Moreover, it is not easy to draw a sharp distinction 

between an “artistic＂ and a “popular＂ song. Although both 

are the creations of individual composers, as long as they win 

the acceptance and adoration of the public, they will naturally 

be passed down, the people infusing them with their own 

meanings, enabling us thereby to see in them the lives and 

sentiments of an entire people.  



原住民音樂的流衍  

   

在漢人大量移入之前，台灣本係原住民社

會，昔日不論是居住於西部沿海平原的平

埔各族或生活在中部山區及東部的山地原

住民族群，歌舞音樂與其日常生活是習習

相關的，從工作居家生活到祭典禮儀皆有

歌舞的呈現，故歌謠不僅是娛樂、抒情而

已，更有宗教、社會等功能。由以下歌謠

的名稱，如耕農歌、狩獵歌、捕魚歌、祈

禱小米豐收歌、戰歌、驅魔歌等，可略窺

原住民社會中的不同層面，至於情歌在部

份原住民社會中更有男女婚訂的功能。由

於台灣原住民只有語言而無文字，因此歌

謠除上述功能外，更是傳承歷史記憶的工

具，像祖靈歌、傳說歌等均屬之。  

Evolution of Aboriginal music  

Prior to the large-scale Han influx, Taiwan was originally an 

aboriginal society. In times past, whether it was the various 

Pingpu tribes in western Taiwan, or other tribes in the central 

mountain regions or in eastern Taiwan, song and dance were 

inseparable parts of daily life. Singing and dancing were found 

in all aspects of life, from individual households to group 

rituals, and songs were vehicles not merely for entertainment or 

expression of individual emotion, but had religious and social 

functions. From the themes of their songs -- such as farming 

songs, hunting songs, fishing songs, prayerful songs for a 

bountiful millet harvest, warring songs, songs for driving away 

evil spirits, etc. -- we can get some insights into different 

aspects of aboriginal life. In some aboriginal societies, love 

songs played a role in courtship. Because their languages were 

only oral and not written, aboriginal songs, besides serving the 

aforementioned purposes, functioned as tools for preserving 

historical memories. Such songs included songs to the ancestor 

spirits and songs passing on legends.  

 

 
  

 

吹奏口琴的原住民少女(1940 年代) 

Young aboriginal ladies playing mouth harps in the 1940s. 



不過隨著漢人移民的進入台灣，西部地區

快速的「水田化」，以漁獵、旱耕為主要生

活形態的原住民部落，隨著生活空間的日

漸消逝，平埔族被稱為「消失的族群」，而

山地原住民社會面對強勢的外來文化，也

逐漸改變其風貌，其歌謠音樂自然隨之蛻

變。十九世紀西洋傳教士所帶來的教會音

樂，使今日原住音樂中多了聖樂歌詠的部

份。半世紀的日本殖民統治使日本文化深

入原住民社會，其影響自不待言，由有些

阿美族民歌中漢族小調及日本小調風格可

見一般。 

  

With the coming of Han immigration into Taiwan, and the rapid 

rendering of western Taiwan into paddy land, however, the 

fishing, hunting and dry-land farming lifestyles of the aboriginal 

tribespeople gradually went the way of the gradual shrinkage of 

their living space. The Pingpu came to be referred to as a 

“disappearing race＂ under the pressure of a dominant alien 

culture. Aboriginal societies gradually changed in demeanor, 

their songs naturally undergoing a parallel metamorphosis. As 

the consequence of the coming of Christian missionaries in the 

nineteenth century, religious hymns now came to be 

incorporated into aboriginal repertoire. A half-century of 

Japanese colonial rule injected a strong dose of Japanese culture 

into aboriginal societies, having an undeniably deep influence 

upon them. These influences are evident in the Japanese- and 

Han-flavored melodies used, for example, in the folk songs of 

the Ahmei tribespeople.  

在西洋流行音樂風行全世界的今日，台灣

熱門樂壇出現的原住民的歌手替樂壇增一

股新聲，也讓不少原住民傳統民歌得以重

新包裝呈現在唱片市場。原住民已接受音

樂是休閒娛樂或消遣性的行為，而都市化

後遷居城市的原住民也透過歌曲表達了他

們在現實生活中的掙扎與無奈，借此凝聚

遠離鄉土原住民的心，「流浪到台北」、「我

們都是一家人」等歌曲的流行，可為映證。 

   

In today＇s world, with its ubiquitous Western pop music, 

aboriginal singers who have emerged in the Taiwan pop music 

scene have given it a new voice, enabling quite a few traditional 

aboriginal folk songs to enter into the music record market in 

repackaged form. For aborigines, who have now come to accept 

music as a form of entertainment or leisure activity and who in 

the wake of urbanization have moved into the cities, song has 

become a medium for expressing the struggles and frustrations 

in their practical lives and a means for crystallizing the 

sentiment of a people separated from their homelands, as 

reflected, for example, in the popularity of such songs as 

“Wandering to Taipei＂ or “We Are All One Family.＂  

 

 
  



 

 

近年熱門的台語流行歌曲 

Contemporary Taiwanese pop music.  

 

 
 

台灣漢人歌謠的內涵  

   

除卻原住民外，占台灣人口大宗的漢人是

十七世紀後隨移民潮一波波進入台灣的，

他們不僅帶進了原鄉的生活方式，也將音

樂歌舞活動傳入。不論來自福建或廣東，

原鄉的民謠經過台灣風土的洗禮後，也形

成具本土特色的民謠。數量甚豐的福佬系

及客家系民謠是先民重要的精神文化食

糧，也見證了台灣歷史的發展。  

   

Han folk songs content  

Besides Taiwan＇s aboriginal peoples, the ethnic 

Han majority, who immigrated to Taiwan in waves 

from the seventeenth century onward, have not 

only brought with them the lifestyles of their 

homelands but their song and dance traditions as 

well. Whether originating in Fujian or Guangdong 

Province, after undergoing the baptismal process 

of Taiwan nativization, they too became folk songs 

reflecting local culture. The massive compendium 

of Hokkien and Hakka folk songs served not only 

as the spiritual cultural diet of the Han ancestors 

but stands as testimony to Taiwan＇s historical 

development.  

 

 
  



 

 

台灣民間說唱藝人(本圖由宜蘭縣政府提供) 

Taiwanese minstrel artists. (Photo provided by the Ilan County 

overnment) G 

依歌詞的內容來看，台灣漢人民謠大致可

分為以下幾類：一、家庭倫理類，如「病

子歌」、「做人的媳婦」、「滿月歌」等；二、

工作類，如「採茶歌」、「牛犁歌」、「乞食

調」等：三、祭祀類，如「牽亡歌」、「道

士調」等；四、敘述類，如「勸世歌」、「時

令歌」、「鄭成功開台灣」等；五、諧趣類，

如「嫁尪歌」、「飲酒歌」、「猜拳歌」等；

六、愛情類，無論古今中外愛情可說是歌

謠中永恒的主題，不論是福佬系或客家系

民謠都不例外，情歌所占的比率甚高，像

客家山歌就有不少男女相褒談情說愛的歌

句；七、童謠類，童謠是兒童生活中所哼

唱的歌曲，其內容相當廣泛，在學校教育

不普及的前近代社會，童謠不僅是兒童們

的娛樂，也具啟蒙的功能。 

  

Based upon their lyrics, Taiwan＇s Han folk songs can be 

broadly classified according to the following types:  

(1) family value songs -- such as “sickness songs＂ like 

“Becoming a Daughter-in-Law＂ or “full-month songs＂;  

(2) work songs -- such as tea-picking, water buffalo-plowing or 

food-begging songs;  

(3) religious sacrificial songs -- such as spirit-guide songs and 

Taoist liturgical songs;  

(4) narrative songs -- such as exhortatory and season-related 

songs, like “Cheng Cheng-kung Opens Up Taiwan＂;  

(5) humorous songs -- such as betrothal, drinking or 

hand-gesture game songs;  

(6) love songs -- which, whether ancient or modern, constitute a 

large proportion of either Hokkien or Hakka folk songs; Hakka 

“mountain songs,＂ for example, include many with romantic 

lyrics; and  

(7) children＇s songs -- sung by children in their daily lives and 

including many themes, which, in the days before modern-day 

universal education, served not only as a form of entertainment 

but a vehicle for inculcating early lessons in life.  

  



客家族群在茶園裏對唱的「相褒」歌也是台灣歌謠的一部份

“Mutual praise＂ duets, a Taiwanese folk song genre, sung by 

Hakka workers in the tea fields. 

流行歌曲市場的興起  

   

二十世紀初期殖民化、近代化的腳步，使

台灣社會的變遷加速，工業化、商業化的

結果使都市的人口驟增，於是以都會居民

為消費對象的城市小調興起。如果說民間

歌謠是古老的鄉土樂音，那流行歌曲就是

現代城市中的歌唱。1920 年代前後台北市

有唱片公司出現，30 年代台語（台灣社會

一般稱閩南語為台語）流行歌風行一時，

與歌仔戲同為民間的主要消遣娛樂。這些

由唱片公司請專人作詞作曲，符合大眾流

行品味的歌曲，其中不乏詞曲俱佳作品，

如現今大眾仍朗朗上口的「望春風」、「雨

夜花」「月夜愁」等。為數眾多幽怨哀愁的

流行歌曲是鬱積年代人們心情的反映，殖

民統治者雖高唱進步的神話，卻抹不去人

們心頭的傷痛，流行歌樂成為殖民統治下

苦悶心靈的最佳代言。  

  

Emergence of the pop music market  

The early colonialization of the twentieth centrury and the pace 

of modernization occasioned an acceleration of social change in 

Taiwan. A result of the rapid growth of urban populations 

stimulated by industrialization and economic development, 

urban life-oriented tunes were created that aimed at 

city-dwelling consumers. If folk songs can be characterized as 

ancient, broadly “native＂ music, then pop songs are the 

songs of modern-day urbanites. Round about the 1920s, record 

companies appeared in Taipei, while in the 1930s Taiwanese 

(in Taiwan today Hoklo is generally referred to as 

“Taiwanese＂) pop songs came into vogue, with ko-tsai-his 

becoming a major form of entertainment. These record 

company-commissioned songs were in tune with the popular 

consciousness, and included not a few outstanding examples 

such as “Looking Forward to the Spring Wind,＂ “Rainy 

Night Flowers＂ or “Moonlit Night Sadness,＂ which 

everyone even to this day loves to join in singing. The 

predominantly mournful pop songs of the period are a reflection 

of a cumulative popular malaise which grew over the decades. 

Despite the Japanese colonialists＇ ballyhooing of the myth of 

“progress,＂ this could not diminish the feeling of hurt in the 

people＇s hearts, with popular music becoming the most 

obvious mirror of that ever-suffering spirit of a people under 

colonial rule.  

戰後的台灣，雖重回祖國的懷抱，但百業 Despite the return of Taiwan to the China motherland after 



蕭條，社會失序，二二八事件、白色恐怖

接踵而來 come in quick succession/follow 

on the heels of，在政治操控嚴密，經濟逐

步起飛的年代，流行歌樂雖不免被禁制改

編，官方也以意識形態掛帥，刻意提倡國

（華）語歌曲、愛國歌曲、淨化歌曲，但

在不同的時期流行歌曲仍是大眾生活的最

佳調劑，不論用的是國語抑或台語，其中

有個人情感也有家國之思，歌詞內中國大

陸固然是不少人心中的夢土，有濃厚鄉土

之愛的歌曲也不匱乏，而更多的是記錄台

灣社會形形色色的歌句。 

  

World War Two, successive economic depression and social 

unrest ensued, followed by the February 28 Incident and the 

White Terror. Due to tight political control during the years 

when Taiwan＇s economy took flight, popular music could not 

avoid bannings and forced rewritings, as officialdom, driven by 

its rigid ideological mindset, made a concerted effort to promote 

music sung in the “national language＂ of Mandarin and 

patriotic songs, while banning public performance of certain 

songs. Nevertheless, throughout various post-war periods, 

popular music remained the best vehicle for keeping emotions 

in balance. Whether the language of song was Mandarin or 

Taiwanese, it conveyed personal feelings as well as thoughts on 

family and country; and although the lyrics of many a song to 

be sure projected mainland China as the dreamland of many, 

there were also not a few songs which retained a strong feeling 

of love for the native soil of Taiwan, and even more numerous 

were songs with lyrics which recorded the many sundry aspects 

of Taiwan society. 

70 年代以後現代民歌運動興起，爾後清新

的校園歌曲，成為流行音樂的主流，80 年

代後隨著政治的鬆綁，流行歌曲的內容更

趨多元，更能反映社會的諸多現象。不過

在商業勢力的的併吞下，唱片業日益規模

化，樂界開始重視歌手的塑造，偶像歌手

成為年青人學習的對象，流行音樂中，「人」

比「歌」的本身更形重要，市場上偶像歌

手的汰換令人目不暇給，而暢銷歌曲更是

稍縱即逝。民謠的年代早已遠去，正如同

傳統的生活方式一去不復返是一樣的， 當

然懷舊仍然可以成為商品，不論是深具古

早味的民謠或是雋永的老歌，仍為消費商

品的歌曲與時代轉換的見證者。 

  

The 1970s saw the upsurge of modern-day folk songs, after 

which refreshingly new “campus songs＂ came into the 

mainstream of popular music. Following the political 

liberalization of the 1980s, the content of pop songs became 

more diversified and thus more able to reflect all manner of 

social phenomena. However, under the overwhelming influence 

of commercialization plus homogenization of the record 

industry, the music scene came to place increasing attention on 

molding singers＇ public images. Singing idols became the 

models for youth imitation; in popular music, the person of the 

singer became more important that the song itself. The 

replacement of one singing star by another in the music market 

has proceeded in dizzying succession, and best-selling songs no 

sooner appear than fade away. The age of folk songs has now 

long passed and, as with the passing of traditional lifestyles, 

once gone will not return. Of course nostalgia for earlier times 



can nevertheless still be transformed into commercial products, 

and in that role, whether they be folk songs with an ancient 

flavor or undying old favorites, they serve not only as consumer 

items but as witnesses to the changes of the times.  
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