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Abstract

This thesis examines the influence of the three ritual classics on the
development of Confucian musical thought in China from 206 B.C., the beginning
of the Han dynasty, to the end of the Qing in 1911.

The musical content of the ritual classics - the Zhouli (The Rites of Zhou),
the Yjli (The Book of Etiquette and Ceremonials) and the Liji (The Book of Rites)
- 1s analyzed and compared with the ways theorists of different periods had
formulated their 1deal musical systems.

Wnitings of followers of the New Text School in the Former Han dynasty
are examined to see how the basic elements of music, including pitches, degrees
and instrumental timbres, were related to the ritual classics. Particular attention
is given to ho_w apocryphal treatises reflect the overall musical ideas of the Liji.
Contrasting views of Old Text scholars in the Later Han dynasty are discussed in
relation to the musical content of the ritual texts.

Dynastic histories remain the most important source for the investigation
of the development of Confucian musical ideas in the Period of Disunity from
220-589 A.D. The enthusiasm shown in finding the correct fundamental pitches
was related to the spirit of. the ritual classics, but it would not have developed
without the intellectual background of the period. The same trend was to
continue in the Sui and Tang dynasties (581-907), in spite of the overwhelming
influence of Buddhism and foreign entertainment music.

The most significant development in the rediscovery of the ancient
musical tradition took place in the Song (960-1279), Ming (1368-1644) and Qing
(1644-1911) dynasties, during which there were continuous attempts to apply
contemporary interpretations of the ritual classics to improve existing musical
practices, leading to a diversity of opinions concerning pitches, degrees, modes,
instruments, range and how music should be written, using Zhu Xi's twelve ritual
songs from the Yili as a starting point.

It is concluded that scholars of different generations accepted the intimate
link between music and the well-being of the state, and were prepared to use the
ritual classics to strengthen their arguments, no matter how selectively or how
remote these arguments were from the original spirit of the texts.



ote on Transliteration and Translation from Chinese
There are a variety of problems arising in writing on a Chinese subject in a

Western language which demands the inclusion of Chinese terms and names.
Various systems have been used by writers, varying from that of the more
conventional Wade-Giles to the more idiosyncratic form adopted by Rulan Chao
Pian and the New Oxford History of Music in the 1960s. In the present thesis,
the pinyin system of romanization endorsed by Beijing has been used. Phonetic
accents are only provided in the text when there is a need to distinguish different
Chinese characters of the same spelling.

Standard translations of Chinese terms, including bibliographic titles, are,

when applicable, given in parentheses, while those provided by the author are

presented in square brackets.
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The 1deals of Confucianism constitute one of the most significant factors
contributing to some two thousand years of imperial rule in China. Music occupies
the second position among the six branches of Confucian learning, which are rites,
music, archery, riding, writing and mathematics. Music has always had a functional
as well as a symbolic value in the state and there has been a continuing tradition of
belief that its proper administration would guarantee social and political stability, a
feature even of Chinese political thought in more recent times. The early
transmission of music was made difficult compared with that of rites, their
complement, partly owing to the exaggerated effect of the absence of a musical
canon, and largely arising from the abstract nature of music itself.

Since the time of Confucius (551-479 B.C.), scholars had begun to value a

perfect ancient tradition of music, particularly the six pieces attributed to the

legendary Emperors, including Yunmen dajuan (The Great Virtue of the Cloud Gate)
by Huangdi, Daxian (The Great Virtuous Ruler) by Yao, Dashao (The Recalling of
Virtue) by Shun, Daxia (The Great Xia Kingdom) by Yu, Dahuo (The Great Guard)
by Tang and Dawu (The Great Warrior) by Wuwang of the Zhou period. Confucius
was recorded as having heard Shao (Dashao) and Wu (Dawu), and as liking the first
piece so much that he lost his sense of taste for three months (Lunyu 3.43, 7.98). He
did not, however, mention any of the earlier pieces. Itis impossible to judge whether
the music Confucius heard was authentic, yet his readiness in making an aesthetic and
moral judgement was enough to guarantee the existence at that time of an ideal
performance tradition. He was also one of the first to draw attention to the existence

of licentious music which could ruin the human mind, classifying it as the music of

the States of Zheng and Wei (Lunyu 17.274), a judgement comparable to that of

|



Socrates, in Plato's Republic. Such a distinction of music according to the moral

effect on the individual was largely accepted by Confucian scholars, who, almost
unequivocally, demonstrated a desire to preserve ancient music, until the

disappearance of the Empire in the early twentieth century.

The disciples of Confucius and followers of the Confucian School did not
necessarily have the privilege of experienciné the performance of the ancient pieces.
Mencius (¢.371-289 B.C.) did not mention hearing any of them, but merely advocated
the use of these ancient pieces for the education of the general public (Mengzi 1.24).
He also held the view that the older the music, the better its moral quality (Mengzi
7.394). Such a nostalgic attitude led to the generalizatipn that contemporary music
had a negative effect on the human mind (Mengzi 1.23). Tﬁe more explicit criticism
of music of the living tradition was an indication of awareness of a deterioration in
the quality of music, after an earlier, perhaps apocryphal Golden Age. Yet such a
phenomenon could be explained on the ground that Mencius lived in an era of greater
social and political instability than Confucius, making it harder to maintain the
standard of the ancient musical tradition.

By the time of Xunzi (335-238 B.C.), the six pieces of ancient music were
referred to as music of the former sage-emperors, indicating clearly the remoteness of
the performing tradition, and therefore hinting ai the difficulty in its revival (Xunzj

3.4b). He advocated a much more aggressive approach to the use of music as a

means to govern (Xunzi 3.5a). Xunzi was one of the first influential followers of
Confucius to suggest the spirit of ancient music could be found in contemporary ritual
music by outlining the performance sequence of twelve songs of the District Drinking
Ceremony, a scheme remarkably similar to that provided in the Yili (The Book of
Etiquette and Ceremonials) (Xunzi 3.5b). This pragmatic approach enabled Xunzi to

promote the educational value of ancient music without having to investigate its

characteristics.



It is a natural consequence that discussions on the moral qualities of music
should lead to investigations into its technical aspects, whether the process involved
was scientific or not. When Lu Buwei (fl. 239 B.C.) compiled his Lushi chunqiu
(Master Lu's Spring and Autumn Annals) in 239 B.C., he was able to suggest more
concrete characteristics for good and bad music: the six ancient pieces credited to the
virtuous Emperors were believed to be not too loud, too soft, too high nor too low,
while music written by decadent Emperors such as Jie of Xia and Zhou of Shang
exploited the extremes of instrumentation, dynamics and melodic invention (Lushi
chunqiu 5.2a-2b). In general, the merit of music depends on how far it could avoid
invoking human emotion. There is an implication, rather unrealistically, that
qualities of the ancient pieces could be preserved by these vague descriptions,
notwithstanding the earliest piece attributed to Huangdi had been written some 2,400
years before. In any case, these characteristics were to become the basic criteria for
appraising music in generations to follow.

It is necessary to bear in mind that Confucius and his disciples only
represented one branch of learning during the period of the Warring States (c.480-221
B.C.); there was severe competition between peripatetic philosophers of different
schools who tried to gain recognition from the rulers of the seven states. Music, for
example, was not considered as an effective tool of administration by the Legalists,
Daoists and Mobhists, who either regarded its application as too indirect, too limited or
too costly. After the First Emperor of Qin (r. 221-10 B.C.) conquered the other six
states and established the first Chinese Empire in 221 B.C., he adopted the Legalist
policies of rule, focusing on the institution of harsh laws and policies to strengthen the
military and economic establishment. There was hardly a place for music, owing to
its exclusively moral function. This would certainly have had a negative effect on
the continuation of the performance tradition. The famous Burning of the Books in

213 B.C., aiming at the instant removal of all non-Legalist canons, was a great blow
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to the preservation and dissemination of Confucian doctrines. The Yuejing (Classic
of Music) was believed to have been destroyed in the process, and unlike other
classics, it was never reconstructed.

When Confucianism was accepted as the doctrine of ruling in the Han dynasty
(206 B.C.-220 A.D.), there was an urgent need to reestablish the classics. By 136
B.C., five of the six original classics had been reconstructed, including the S_humg
(Book of Poetry), Shujing (Book of Documents), Yijing (Book of Changes), Lijing
(Book of Rituals) and Chunqiu (Spring and Autumn Annals). There was, however,
no reference to the Yuejing (Classic of Music). This does not necessarily mean the
performance tradition of music had by then disappeared completely. The absence of
a canon would mean it was more difficult, if not impossible, to guarantee that the
existing musical practices were right. There was also less opportunity for the

development of specialist interest in the area: music had to be dealt with by scholars
who excelled in the other classics.

The most obvious way to formulate theories on ancient music was to
scrutinize classical texts in order to look for any relevant passages. The richest
source was the Lijing, a collective name for the three ritual classics, the Zhouli (The

Rites of Zhou), Yili (The Book of Etiquette and Ceremonials) and Liji (The Book of

Rites), containing information on the institutional, moral and procedural aspects of
music from the fifth to third centuries B.C. The musical sources in these ritual texts
are more organized than those found in other classical canons, owing to the
categorization of information according to topic (Broman 1961:2). They could serve
as a convenient replacement for the lost music classic. Once this became a
recognized practice, there would be less desire to revive the notional canon, unless

there were serious doubts on their content. Musical texts from the ritual classics

have provided the bases for Confucian scholars since the Han to restore the lost




tradition. Conformity to the texts was often accepted as a fulfillment of the spirit of
the Confucian classics.

. The present thesis is based on an analysis of the musical texts of the three
ritual classics and an examination of the influence they may have had on the‘
development of musical aesthetics, theories and performance practices from the
establishmeﬁt of the Han dynasty in 206 B.C.' td the fall of the Qing dynasty in 1911.
The edifying nature of these Confucian texts has led to a narrowing of the meaning of
music to the kind which would be condoned by the state and considered morally
worthwhile for discussion by scholars, that is, ceremonial music. This would mean,

to a large extent, the exclusion of regional folk music, music of the minorities and any

music intended for mere entertainment.

The Zhouli (The Rites of Zhou)
The Zhouli (The Rites of Zhou) was written during the period from the fourth

to the third century B.C., but only part of it was discovered during the reign of Wudi

(140-87 B.C.) of the Former Han dynasty, while the rest of the existing classic was
reconstructed by official scholars based on information received from private sources
(Hou 1987:26). It was originally called Zhouguan (Ministers of Zhou), but during
the brief usurpation of Wang Mang (r. 9-23 A.D.), the schola;r-Liu Xin (d.23 A.D.)
was believed to have augmented the classic and renamed it Zhouli (Hou 1987:27).
There is no evidence that Liu had made any changes to the musical texts. Wang
Mang's interest in the work was motivated politically: he saw himself as a
reincarnation of the first Emperor of the Zhou period (1066-221 B.C.). Any direct
association with the ideal past would, in the mind of a newly instituted ruler,
contribute to securing the mandate to govern.

The Zhouli was written as a record of the administrative structure formulated

by the first Emperor of the Western Zhou period (fl. ¢. 1066B.C.). Yet there is a gap
d



of some eight hundred years between the establishment of the Zhou system and the

appearance of the text, making it fair to consider the work as an invention to satisfy

the desire for the re-creation of an idealized past (Boltz 1993:27). The Zhouli
highlights the superiority of the Zhou ruler to the regional lords, who were ranked
according to the size of the states they administered, and the distance of their states
from the royal capital. The system presented in the text shows how the Zhou central
administration worked: the ruler designated a minister of heaven (tianguan) for
general policies, a minister of earth (diguan) for education, a minister of spring
(chunguan) for rituals, a minister of summer (xiaguan) for defence, a minister of
autumn (qiuguan) for punishments and a minister of winter (dongguan) for public

works. The smaller states did not have the independence to set up their own
administrative system, but had to accept what was instituted by the Zhou ruler. The
Zhou system of government had, by the time of the appearance of the Zhouli, become
a symbol of success in the maintenance of power within the states. It would have a

similar status in the eyes of Emperors since the Han, who relied on Confucian

doctrines to rule.

In a document that purports to be official like the Zhouli, it is not surprising
that music should fit into the wider context of state rituals. The numbers of people
working under each of the twenty senior music officials are laid down under the
heading of Spring Minister, who is in charge of rituals (Zhouli 17.8b-13a). The
musical establishment accommodates nearly 1,500 officials, without taking the
number of dancers into account, which is considerably larger than the Office of Music
(Yuefu) set up by the Han Emperor in ¢.114 B.C. There is a further section under the
same heading in the Zhouli which elaborates the duties performed by each of the

music officials in varying degrees of detail, according to the rank of the officials

concerned (Zhouli 22.1a-24.11b) (Appendix 1).



These music officials are under the command of the Grand Director of Music

(dasiyue), who controls the music education of the state and every aspect of

ceremonial music. Apart from his assistant, the Music Master (yuesi), each of the

remaining eighteen senior officials is assigned specific educational or performance
duties. The teaching aspect ranges from the monitoring of the discipline of the pupils
to the instruction of instruments, voice and dance. Performers in senior ranks who
also have a good general education have to take on additional duties such as teaching
and looking after instruments, yet most of them are practically oriented, and are either
blind musicians under the supervision of the Master of Blind Musicians (gumeng), or
musicians with normal vision under the Music Master with Normal Eyesight (shiliao).
In fact, blind musicians are entrusted with more important duties than ordinary
musicians. This had become an important aspect of the ancient musical tradition
since the Han dynasty, and a subject considered by theorists until the eighteenth
century. Another feature of this Zhouli passage is the inclusion of a senior official,
the Regulator of Pitches (diantong), for the determination of pitches for the
construction of instruments. Indeed, pitches were so important to music scholars that

~ many were prepared to go into complicated philosophical and mathematical theories

in order to arrive at the right conclusions.
Officials in charge of drums and dances are under the administration of the

Minister of Earth (diguan) in charge of education, presumably owing to their general

roles in state affairs. The specifications for bells, sonorous stones, drums and frames

for suspended pitched instruments are provided in the section on the Minister of
Public Works (Kaogongii), a substitute for the lost chapter on the Minister of Winter
(dongguan) (Zhouli 40.16a-41.18b). Although the dimensions and shapes of the
instruments described are rarely disputed, there have been numerous suggestions as to

the actual length of the measurement units in different dynasties, based on the tenuous

ground of numerology, the alignment of millet grains, the discovery of a genuine
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Zhou measure, the measurements of the parts of an Emperor's body or even the
subjective idea of choosing the standard measurement by linking it to the length of
the pitch-pipe that sounded most agreeable. It is apparent that in each case,
speculation on the length of the Zhou measure is associated with an attempt to reform
an existing musical system. Standardization of length leads to the determination of
the right pitches, which would also result in the establishment of units for weight and

volume. Emperors since the Qin dynasty have seen these as a symbol of the

authority to rule.

» The most influential musical passage from the Zhouli is the detailed
description of the duties of the Grand Director of Music (dasivue). The beginning
part of the text gives an overview of the music education system of the Zhou period
(Zhouli 22.1a-3b). It 1s only available to children of high officials, and not the rest of
the young population. Basic instruction in the language of music is that in the art of
poetry, which consists of a study of its symbolism, the modern application of ancient
methods, amplification, rhythmic performance, and when and how to speak and
express oneself. The repertoire includes the six ancient pieces of the former sage-
emperors, in the form in which they now existed, whether authentic or not. These are

Yunmen dajuan, Daxian, Dashao, Daxia, Dahuo and Dawu. They are essential in the

cultivation of moral understanding of music, which could be summed up in the six
qualities of honesty, harmony, respect, order, piety and brotherly love. Great .
emphasis is put on the use of twelve pitches!, divided into six masculine

(huangzhong, taicou, guxian, ruibin, vize and wuyi, equivalent to the first, third, fifth,

seventh, ninth and eleventh of the twelve pitches of the basic octave) and six feminine

(dalu, jiazhong, zhongly, linzhong, nanlu and yingzhong, equivalent to the second,

fourth, sixth, eighth, tenth and twelfth of twelve pitches of the basic octave), five
degrees? of a mode3 (gong, shang, jue, zhi and yu) and eight sources of instrumental

sound (metal, stone, silk, bamboo, gourd, earth, skin and wood). Proper use of these

8



basic elements of music remained a primary concern for music scholars in different
generations, owing to the belief that these had a direct influence on the moral quality
of music. The theories of scholars were of little or no relevance to forms of music
other than the ceremonial, but there the significance, in theory at least, was very
considerable, affecting the well-being of the state and the mandate of Heaven
bestowed on the Emperor.

The fact that only potential administrators of the state have an opportunity to
learn music highlights the importance of the subject. The close relationship between
poetry and music 1s demonstrated here by the adoption of intellectual skills in the
recitation of poetry in the teaching of music. Some Confucian scholars have even
gone to the other extreme, regarding the Shijing (Book of Poetry) as the lost Classic
of Music. The six ancient pieces are believed to be essential in the development of
virtuous character of the selected few, who could then influence the rest of the
population. The idea of maintaining social order by advocating a high moral
standard amongst individuals appealed to Confucian officials of different dynasties.
The Zhouli is not the only early source which refers to basic elements of music such
as the twelve pitches, five degrees and eight sources of instrumental timbre, yet 1t
serves to consolidate these fundamental qualities in Chinese music. Even the most
controversial theorist would not challenge their validity.

The Zhouli also provides some information on how the six ancient pieces are

performed in rituals under the administration of the Grand Director of Music:

Episodes of Music, Dance and Worshir
Yocal

Instrumental
Performance
(Masculine Pitches)

Performance
(Feminine Pitches)

Huangzhong |  Dalu |  Yunmen
Taicou Xianchi

Dance Worship

Heavenly Spirit
Earthly Spirit

Four Distant
Objects

9



B N i o
Rivers
(Mother of Houit)

Former Emperors

(Zhouli 22.7b-11a)

The fact that these pieces are referred to zis dances accompanied by
instrumental and vocal ensembles shows the composite nature of ancient ceremonial
music, and therefore the large number of performers involved. The importance of
each of the ceremonials is illustrated by the age of the ancient piece designated, and
the hierarchy of the accompanying masculine and feminine pitches, which have
generally been interpreted as the names of modes, of which they are the final. The
masculine pitches ascend from the fundamental pitch huangzhong in a whole-tone,
while the feminine pitches, with hanzhong and xiaolu representing Jinzhong and
zhongly respectively, descend from yingzhong to jiazhong in the same relationship.

The most important of the six rituals listed is that for heavenly spirit, owing to
the performance of the piece Yunmen, believed to be composed by the oldest and
most respected legendary Emperor Huangdi, and the choice of the first masculine

pitch huangzhong for instrumental ensemble, and the first feminine pitch dalu for

singers. The least important amongst the six ritaals is the one for former Emperors,
which includes the piece Dawu composed by Wuwang of the Zhou period, appearing
some 1,500 years later than the work by Huangdi, and based on the sixth masculine
pitch wuyi. The juxtaposition of pitches in this passage has inspired numerous
theorists of different periods in the establishment of ceremonial music.

Each of these ancient pieces has six sections, and after each section 1s

performed, a particular family of animals and venue will be invoked:

10



LLakes and Rivers
Mountains and Forests
Mountains and Hills
High and Low Plains
Earthly Spirits
Heavenl Spirits
(Zhouli 22.11b)

This gives an impression that these ancient pieces not only could improve the

Heavenly Creatures (Chinese Unicorn,
Phoenix, Tortoise, Dragon),

moral quality of human beings, but have the power to influence living and non-living

elements of nature. Again, there is a clear distinction of hierarchy: the first section of
a piece can only affect those sensitive but commonly available animals such as birds,
and sources of water, while the sixth section has the potential to induce rare creatures
and heavenly spirits, the last a symbol of supreme significance. Music theorists who
endorsed these mystic musical qualities would take the Zhouli seriously, while those
who did not tended to use this passage as an excuse to question the validity of the
classic.

In addition to the six rituals, the Zhouli provides a more detailed scheme for
the performance of music at the ceremonials for heavenly spirits, earthly spirits and
human spirits, specifying the music, the system of modes, the instruments and venue

in each case:
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Absolute Pitches/
Degrees and Modes

Huanzhong
(jiazhong) as Gong

Huangzhong as Jue
Taicou as Zhi

Guxian as Yu

Hanzhong
(linzhong) as Gong

Taicou as Jue
Guxian as Zhi

Nanlu as Yu

Huangzhong as
Gong

Dalu as Jue
Taicou as Zht

Yingzhong as Yu

Leigu (six-sided
drum),
Leitao (six-sided
suspended drum),
Guan (flute) made
of solitary bamboo,
Qin (five-string
plucked instrument)
and Se (25-string

plucked instrument)

from Yunhe

Linggu (four-sided
drum),
Lingtao (four-sided
suspended drum),
Guan made of
young bamboo,
Qin and Se from
Kongsang

Lugu (two-sided
drum),
Lutao (two-sided
suspended drum),
Guan made of
bamboo from the
north of the
mountains,
Qin and Se from
Longmen

Yunmen, Six
sections,
performed in winter
solstice at the Round

Hill

Xianchi, eight
sections, performed
in summer solstice
at the Square Hill 1n
lake

Songs of Nine
Virtues,
Dashao, nine
sections played at
temples

Descent of heavenly
spirits, rites
completed

Appearance of
earthly spirits,
rites completed

Human spirits
appear,
rites completed

(Zhouli 22.13b-14a)

There is a distinction of the hierarchy of the three rituals based on the music

chosen, the time and location of the performance, the nature of the instruments and

the modes of the music.

important of the three.

The ritual for heavenly spirits, for example, 1s the most

It involves the performance of the most ancient piece of

music Yunmen written by Huangdi, at the winter solstice, the symbol of masculinity

(vang), and at the Round Hill, a geometric representation of heaven. The instruments
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listed include special kinds of drums, bamboo flutes and plucked string instruments,
belonging to the families of skin, bamboo and silk according to the traditional

classification of-eight sources of instrumental timbre. This does not necessarily
mean that the other types of instruments are excluded; the three classes of instruments
are named because they are specially reserved for these rituals. The most widely
accepted way to interpret the pairing of the pitches huanzhong (iazhong),
huangzhong, taicou and guxian with the degrees gong, jue, zhi and yu is to regard
each combination as the name of a mode.

Yet there are different ways of explaining these modes, largely owing to the
proliferation of foreign and popular music from the period of the Six Dynasties (220-
581). This arises from the interpretation of the character wej (is, acts as), which has a
different meaning when it is replaced, as by some later commentators, by the
character zhi (genitive "of"). This means, for example, that "huangzhong as jue" 1s
taken as "the first pitch huangzhong is the third degree jue", while "huangzhong of
jue" is treated as "the third degree jue of the first pitch huangzhong". In other words,
if huangzhong is the pitch C, "huangzhong as jue" means the third degree jug 1s the
pitch C, while "huangzhong of jue" means the third degree jue of the pitch C, that 1s,
the pitch E. In addition to these two common interpretations, there were other more
idiosyncratic theories arising from this Zhouli passage in the Ming and Qing
dynasties.

A careful examination of the texts reveals that the mode based on the second
degree shang is not prescribed in the music of any of these rituals. This has led to the
accusation of Han and Tang commentators, like Zheng Xuan (127-200) and Jia
Gongyan (fl. ¢.650), that ceremonial music of the Zhou period excluded the ghang
degree, owing to its piercing nature and its association with the element of metal, in
conflict with the element of wood which represented the house of Zhou. This purely

scholastic theory has been open to challenge by the more practically oriented
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scholars, and particularly by the Song neo-Confucianist master Zhu Xi (1130-1200),

who insisted on the use of the shang degree (Zhuzi quanshy 37.23b).
The authenticity of the Zhouli can be assessed by comparing the officials

described in the text with those identified in other sources. The fact that only one
third of them are identified as genuine titles of the Zhou period casts some doubt on
the reliability of the ritual classic (Broman 1961:66). It is also one of the most
controversial classics, owing to its association with the introduction of revolutionary
policies by political figures of different periods. Yet once a Confucian music scholar
has decided to draw inspiration from the Zhouli, historical accuracy might not be as
important as the compatibility of his theory with the classical text. After all, it
provides, amongst the three ritual classics, the most complete account of the technical

side of ceremonial music in the pre-imperial era.

The Yili (The Book of Etiquette and Ceremonials)

Whereas the Zhouli sheds light on the structure of the state in the late Zhou,
the Y1ili gives detailed accounts of the actual proceedings of some of the rituals and
ceremonials, notably those of the educated class, in roughly the same period (Boltz
1993:237). The text covers events such as weddings, 'banquets, sacrifices, funerals
and archery contests, and it uses, as in the Zhouli, plain language. The sections on

ceremonals of banquets and archery contests at district and state levels provide some

information on musical performances on these occasions. In each case, the number
and positions of musicians, the repertoire of music and the order of performance are
outlined.

The most noticeable musical influence of the Yili 1s thé music repertoire it
provides in connection with these ceremonials. The ceremonial for district banquets

has been an important source for scholars of different periods who tried to re-create a

music system which had some connection with the past. The text lists the titles of
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eighteen poems from the Shijing (Book of Poetry), which are to be performed in a

fixed sequence:

Title of Poem Type of Poem Nature of the Music

N g s e——— - E——— . L e e el —————— . . — . . e R O~ ey e e T

e ——————————. L —— . e =gt el et e e e e e . B . — —————r——— i —— - - L — e ———Y. | S———— ——————— e ———

Luming (Call of the Deer) | Xiaoya (poem about lower Vocal Piece
level of administration)

Huanghuang zhe hua (How Xiaoya Vocal Piece
Glorious are the Flowers)

Nangai (The Southern Xiaoya
Steps)

Baihua (White Blossoms) Sheng Piece

Huashu (The Millet in Xiaoya Sheng Piece
Flower)
Yougen (All in Their Kind) Sheng Plece

Nanyou jiayu (There are Xiaoya Vocal Piece
Fine Fish in the South)
Chonggqiu (All to Their Xiaoya Sheng Piece
Best)

Nanshan youtai (The Flat X1aoya Vocal Piece

Sheng (mouth organ) Piece

Part of the Hill)

Youy1 (Perfect Etiquette) Sheng Piece
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Vocal and Instrumental
Ensemble

Guanju (Guanguan go the
Ospreys)

Folk Poem (Zhounan)

Getan (The Fibre Plant Folk Poem (Zhounan)

spreads Far and Wide)

Vocal and Instrumental
Ensemble

Yocal and Instrumental

Juan'er (Mouse Ear) Folk Poem (Zhounan)
| Ensemble

Vocal and Instrumental
Ensemble

Quechao (The Magpie's Folk Poem (Shaonan)
Nest)

Caifan (Gathering the Folk Poem (Shaonan)
Southern Wood)

Vocal and Instrumental
Ensemble

Vocal and Instrumental
Ensemble

Caipin (Gathering the Folk Poem (Shaonan)
Duckweed)

(Yili 4.17b-26b)

There are three ways of performing these poems: they can be sung,
presumably with a small instrumental ensemble, or played as instrumental pieces for
the sheng, or sung in a grandiose style with full instrumental accompaniment.
Twelve of the eighteen poems are classified as Xiaoya (poems about the lower level
of administration), which are written by the educated.class of the Zhou period to
express their feeling towards administrative policies of the state. There is a general
consensus amongst Confucian scholars of different generations that these poems with
political orientations were popular in the Zhou dynasty, and their original musical
settings had all the qualities of a perfect tradition. The inclusion of a large number of
Xiaoya poems in district banquet ceremonial helps confirm the antiquity of the ritual.
The original texts for the six sheng poems were lost when Zheng Xuan (127-200)
wrote commentaries for the ritual classic (Yilt 4.21b). While it is logical to suggest

that the ancient practice was to treat these as titles for instrumental pieces, some
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Confucian scholars in the Ming and Qing dynasties held the view that music could
not exist without poetry, and invented new texts for these lost poems.

Three of the six folk poems included in the ceremonial are folk poems of the
state of Zhou (Guanju, Getan and Juan'er), while the remaining three (Quechao,
Caifan and Caipin) are from the state administered by the duke of Shao. They are

believed to have high moral value, owing to the importance of these states. The

Song neo-Confucian master Zhu Xi (1130-1200) provided musical settings for twelve

poems with texts in his Yili jingzhuan tongjie (Complete Explanation of the Classic
of Etiquette and Its Commentaries), and inspired numerous imitations in later

generations.

The music is more limited in district archery contests, during which the main
repertoire consists only of the folk poems Guanju, Getan, Juan'er, Quechao, Caifan
and Caipin (Yili 5.14a). The music for state banquets is strikingly similar to that

used at the district level, with the same eighteen pieces performed in the same order

(Yili 6.24a-27a). The only apparent difference lies in the performance of the more

dignified piece Sixia in the welcoming of the guests (Yili 6.43a). In spite of the
superiority of state ceremonials over those held in the districts, the music at district
banquets had more influence on Confucian scholars after the Song dynasty, largely
owing to the inclusion of twelve musical settings in Zhu Xi's ritual treatise.

Music for state archery contests includes Luming in the ceremonial proper,

Sixia for the welcoming of guests, Lizou for the accompaniment of the shooting

contest, and Gaixia for bidding farewell to guests. In addition, the classic gives an

account of the instruments, including the shengging, shengzhong, bo (large bell),
jlangu (drum on a stand), yingpi (small drum), songqing, shuopi, tang and tag (hand

drum with beaters), and their relative positions in the ceremony (Yili 7.6a-9a). Some
of these do not refer to specific instruments; they only indicate the relative positions

of the instruments in the ensemble. For example, the shengqing and shengzhong are
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general names for sonorous stones and bells located at the east, songqing are sonorous

stones at the west, and shuopi is a small drum at the north. Tang is a general term for
wind instruments made of bamboo.  This passage focuses on instruments such as
bells, sonorous stones and drums, which are associated with dignitaries, the
participants in the ceremony. Although there is no direct reference to the number of
frames of suspended pitched instruments, it is apparent from the text that they are
arranged on four sides, that is, what the later Han commentators referred to as
gongxuan, an arrangement for Emperors.

The Yili was the most important ritual classic in the Former Han dynasty (206
B.C.-23 A.D.) (Jiang 1983:323). It had lost some of its importance towards the end
of this period, owing to the promotion of the Zhouli by Wang Mang and Liu Xin, but
it regained its position when Zhu Xi declared it as the principal ritual canon in the
Song dynasty. The Yili is the only classical source which provides information on

ceremonial music in the context of its performance. The repertoire it provides has

the advantage over the Zhouli's six lost ancient pieces, because the texts of twelve of

the eighteen poems listed in some of the Yjli ceremonials exist independently in the
Shijing, making it easier for Confucian scholars to believe they could re-create the old -

tradition.

The Liji (The Book of Rites)

The Liji was compiled by Confucian scholars during the Former Han dynasty
based on writings of the fourth and third centuries B.C., particularly those of Xunzi
(335-238 B.C.), the principal reason for its incoherence in style and content compared
with the Zhoulj or Yili (Fehl 1971:107). The fact that it was drawn from a variety of
sources makes it the most difficult to gain recognition amongst the three ritual
classics. Yet it is the easiest ritual text to read, owing to its non-technical nature; it

endeavours to illustrate the moral significance of different aspects affecting the
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cultivation of the character of an individual. The Liji is organized under forty-nine

headings covering a variety of topics from personal rituals such as mourning, birth,
bestowing the cap of manhood and marriage to regional and state ceremonials. It
also includes discussions on the significance of music and general comments on
different levels of education. In many cases, important ideas are put across by
quoting moralizing conversations between Confucius and his disciples, a sign of the
recognition of the high status of the sage (Riegel 1993:295).

Indeed, the moralizing nature of the Liji makes it easier for it to survive social
and political changes of different dynasties. The Zhouli's emphasis on an ideal
administration system would be difficult to implement in the Qin or Han dynasties
owing to the disintegration of the feudal states. The same would theoretically apply
to the Yijli's ritual procedures. Even if there was no challenge to the authenticity of
the content of the Zhouli and Yilj, the reference to such a large number of technical

terms concerning administration and ritual procedures would have made it difficult
for scholars of later generations to decipher. In fact, scholars in the seventh century
already found it difficult to understand the Yili. On the other hand, the Liji is of a
more general edifying nature. It is also timeless, in the sense that an individual of
any period could interpret the meaning of virtuous human behaviour under their own
circumstances and apply it to other individuals of the state. This appealed to the
practically oriented scholars in the Song dynasty, particularly Zhu Xi, who regarded 1t
as the most important ancient source to interpret the Yili. Zhu Xi's view was further
developed by Confucian scholars during the classical revival in the Qing dynasty.
By then, they believed it was not possible to make sensible use of the Zhoulj or Xili

without referring to the Liji
One of the most influential musical passages from the Liji 1s the chapter

Yueling (Monthly Commandments), which relates astrology to different aspects of

the administration of the state in the order of the calendar months. Such an idea of
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correlation between nature and state affairs is important in the Confucian state, owing
to the supreme role bestowed on the Emperor in communicating with heaven. The
text also appears in similar forms in Lu Buwei's (f1. 239 B.C.) Lushi chunqiu (Master
Lu's Spring and Autumn Annals) and Liu An's (179-122 B.C.) Huainanzi (The Book
of Mas*ter Huainan), a testimony to its wide influence.4

The celestial positions in each month are related to almost every aspect
affecting the well-being of the state. These include the influence of a particular sage-
emperor, the kind of animals which are active, the most suitable degree and pitch, the
prevailing taste and smell, the specified sacrifice, things related to the Emperor such
as his residence, his robes, his food, his dining set and his duties, matters related to
agriculture and education, and military decisions. This confirms the theory that the
basic elements of music had been regarded as essential qualities of a complicated
structure which could only change with the others, and according to a fixed time
schedule beyond the control of human beings. The degree(s) and pitch(es) governing

each month are as follows:

Order of Month Season Degree Pitch

First Early Spring Jue Taicou

Second Middle Sprin Jue Jiazhong

=

ird Late Spring Jue Guxian

II

Zh Zhonglu

Fourth Early Summer

Fifth Middle Summer Zhi Ruibin

Linzhong

Sixth Late Summer

Gong

Mid-year

Huangzhong

l
=,

Seventh Early Autumn Shang Yize

Eighth Middle Autumn Shang Nanlu
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(Liii 15.1a-17.30a)

Such an attempt to relate the fundamentals of music to time and space was to
be followed by more speculation on numerology in the Han dynasty. The twelve
pitches, divided into six masculine and six feminine, are juxtaposed with the twelve
calendar months in a manner which allows huangzhong, the first masculine pitch, to
dominate the eleventh month, which represents the winter solstice, the moment when
masculine (yang) force arrives, and the sixth month, the division line between
summer and autumn. The three months of each season are governed by either the
shang, jue, zhi or yu, that is, the second, third, fourth and fifth degrees of the
pentatonic mode. The first degree gong is reserved for the sixth month, and,
together with the huangzhong, occupies a central position. This idea of centrality 1s
further exemplified by the section entitled Yueji (Book of Music) in the same classic,
where the gong degree is referred to as the Emperor in the hierarchy of the state.

The fact that the twelve fundamental pitches are related to the twelve months

gave rise to the belief that it was possible to verify the accuracy of the pitches in an
exercise known as houqi, that is, watching for the arrival of the ethers. It was based

on the theory that correctly tuned pitch-pipes would respond to forces of nature at
designated times in the year. The practice in the Han dynasty involved the
preparation of twelve pitch-pipes corresponding to the fundamental pitches of the
existing music system, and allowing them to wait for the arrival of the ethers by

burying one end of each pitch-pipe in the soil, while filling the other end with ashes

from the pith of reeds, in an air-sealed chamber. Theoretically, the ethers should
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arrive when the yang and yin forces from heaven and earth meet, and would blow the
ashes of the corresponding pitch-pipe at the right moment, if a particular pipe was
correctly tuned. The most important experiment applied to the huangzhong pitch-
pipe, which was believed to be activated by forces of nature at the beginning of the
winter solstice. The successful outcome of hougi would reinforce the authority of the
Emperor, given the symbolic significance of ;:orrect pitches and measuring standards
to the administration of the state. In the Song dynasty, some theorists regarded it as a
process for the determination of correct pitches, rather than that of verification: a
musical system could not be established without finding the correct pitches. This
remained a subject of debate until the mid-eighteenth century.

The most obvious passage which would inspire any Confucian scholar is the
section called the Yueji (Book of Music). It has been pointed out that a large part of
it is derived from the writings of Xunzi on the subject (Riegel 1993:295). Some

passages can also be found in the music sections of Lu Buwei's historical work Lushi
chunqiu. The text also exists in similar form in the music section of Sima Qian's

(c.145-? B.C.) Shijt (Historical Records). The variety of sources makes it more

difficult to identify the author of the passage, yet it is an indication that.its content
was widely known to Confucian scholars at the beginning of the Han dynasty.

The Yueji emphasizes the close relationship between rites, music,
punishments and administration, which are essential qualities in maintaining the high
moral standards of individuals and the order of the state. This echoes Xunzi's
somewhat pessimistic view that human character is born to be defective, and these

man-made measures are necessary to counterbalance the deficiency (Fung 1952:298).

In this context, music has a very restricted meaning: it only includes performances

endorsed by the state, that is, ceremonial music, which 1s also referred to as music of

the peaceful state (zhishi zhivin), music of the ancient sages (xianwang zhiyue), great
music (dayue), ancient music (guyue), virtuous music (deyin), serious and glorifying
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music (yasong zhisheng). The availability of such a variety of terms not only
indicates the desire to provide a moral definition for ceremonial music, but also the

difficulty in arriving at a simple conclusion.

Ironically, it is the somewhat verbose and repetitive nature of the text of the

Yueji which makes it easier to read. Yet it creates difficulties in working out a
logical sequence for the different passages. A possible way to interpret the text 1s to
consider it under three aspects: these include passages concerned with the origin of
music, those dealing with the relationship between rites, music and other qualities,
and those relating to the character development of an individual. It is the first and
third categories of text which have frequently been discussed by Confucian scholars

in formulating ceremonial music.

The Yueji discusses the origin of music by distinguishing sound, pitches,

music and the composite performance of music and dance:

Music originates from within the heart, which can only be activated by
external objects. Sound is created when there is a response to external
objects. Sound can respond to sound; it can also transform. If the
transformation is orderly, it will result in the formation of pitches. Music is

created when pitches are put in order, and dance paraphernalia including
shields, axes, feathers and tassels are properly incorporated into it.

(Liji 37.1a-1b)

The creation of music depends on first transforming the basic level of sound to
pitches, which can only take place passively in the human heart. This is due to the
more important role played by external objects, which can include sound created by
nature, or at a more sophisticated level, factors affecting human emotion, a common
source being poetry. In other words, the basic elements of music have a strong
relationship to human experience. Active human participation is, however, essential
In the creative process of organizing pitches into music, and the incorporation of
music into dance performances in ceremonials. The shields and axes are
paraphernalia for military dances (wuwu), while feathers and tassels are for

performers of civil dances (wenwu).
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In spite of the seemingly classless and objective origin of music, the Yueii
emphasizes the fact that the composition of music is restricted to ancient sage-rulers:
"Therefore rituals and music were established by the rulers of the past in order to
regulate the moral standards of the people.” (Liji 37.11b) It is natural to assume that
these 1dealized figures had the necessary personal qualities to create music. Yet it is
also possible for any*Empcror to take on the same task, so long as he realizes the
creation of music and rites is to fulfill his role as a mediator between heaven and earth
(Lijl 37.18a-20b). This is a pragmatic approach to allow the tradition of creating
music to continue. Such an effort to link the divine powers of heaven and earth with
the Emperor was to be exploited by scholars of the Former Han dynasty. In fact, the
idea of sagehood varies throughout the history of China. For example, supporters of
the Song neo-Confucianist Zhu Xi thought it was possible to acquire sagehood by
learning from books, while those in favour of the humanist approach of Wang
Yangming in the Ming dynasty would argue to attain the same status by the less
academic way of self-cultivation. The result is that theoretically any individual can
compose music, provided he can demonstrate he has a high moral standard.

Having established the strong relationship between music and a virtuous
individual, the Yueji applies the same concept to a higher level, and explores how

music can reflect the well-being of a state:

The music of a peaceful state is peaceful and relaxed, which reflects good
administrative order. The music of a disordered state is full of complaints
and anger, which 1s a sign of poor state policies. The music of a state falling
into ruin is sad and frustrated, and is an indication of great despair amongst

the people. Music is therefore closely related to the administration of the
state.

(Lij1 37.4a)
The quality of music varies according to different social and political
circumstances. The focus here is entirely on the moral aspect of music; there is no
attempt to investigate the technical side of musical performance. The state of mind

of individuals is the most crucial factor in identifying the music for each of the three
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conditions of the state. Music therefore serves as a vehicle in linking individuals to

the state. The implication is the quality of music has to be controlled, if the state 1s to
maintain its order..

A natural consequence is to analyze the state so that its constituents relate to
those of music: "The gong degree represents the Emperor, the shang degree ministers,
the jue degree people, the zhi degree affairs, and the gm degree matter.” (Liji 37.5a)
The five degrees of the pentatonic mode are therefore defined in the context of the
hierarchy of the state, in human and non-human terms. The order of the state
depends on the orderly presentation of these five degrees: there should not be any
disorder in the arrangement of these basic musical elements, nor indeed any
disharmony, or wrong intonation within individual degrees. The state will suffer

according to the extent of the disorder of the five degrees:

Disharmony of the gong degree leads to slack administration, because the
Emperor is too proud of himself. Disharmony of the shang degree leads to
disorder, because ministers are incompetent. Disharmony of the jue degree
leads to unnecessary worries, because people are dissatisfied. Disharmony of
the zhi degree leads to misery, because state affairs are beyond the control of
the officials. Disharmony of the yu degree leads to the state being in
jeopardy, because there are financial problems. If all five degrees are
disharmonious, and they are organized without due respect given to the

hierarchy of the state, there will be a general disorder. In this case, it will not
be long before the state will be ruined.

(Lij1 37.5a)

It is obvious that such a comparison is biased towards the social, political and
economical consequences of a disturbance of the balance of the five important
elements of the state. The close relationship between the five degrees and the five
hierarchies of the state is enough to assume that musical qualities can influence the
order of the state; there is no intention to prove that such a relationship really exists.
This is akin to the logic behind the correlative ideas promoted by some Confucian
scholars in the Han dynasty (DeWoskin 1982:94). There is little distinction between

the detrimental effects of the different degrees when there 1s disharmony. Basically,

it is necessary to avoid disharmony in any degree if the state is to maintain its order.
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When the moral classification of the five degrees was put into practice by
Confucian scholars in the Song dynasty (960-1279), the most noticeable outcome was
the provision of music which endeavoured to maintain the hierarchy of the five
degrees. This essentially meant the gong degree had to be kept below the shang
degree, and the shang below the jue degrees in a particular piece. This had in turn
atfected the methods of constructing insuume‘nts, especially those associated with the

performance of ceremonial music, such as the bianzhong (bells on a frame) and

bianging (sonorous stones on a frame). The same passage has also influenced the
performance practice of ceremonial music in Korea (Provine 1988:158-60).

The Yueiji emphasizes the correct handling of the five degrees, instruments
and dance paraphemalia, so that the music produced should be simple enough not to
arouse human emotions (Liji 37.13b). The idea of regarding simplicity as the highest
musical standard is akin to the Daoist definition of the perfect musical tradition as one
which is free from human influence. The moral qualities of music therefore take
precedence over artistic sophistication. The appreciation of music lies not in 1ts
external, but in 1ts internal qualities, and outside the realm of the physical world:
Great music does not exploit the extremes of sound effects. Similarly, the

essence of the Dining Ceremony lies not in the taste of the food. The s¢
accompaniment for the song Qingmiag will echo because the red string 1s
mounted below a sound box with widely-spaced holes. After the soloist sings
the song, it is repeated by a three-piece vocal ensemble. Music is still heard
after the musicians have stopped performing. The dark wine consumed in the
ceremony is in fact water, while the fish is raw, and the soup tasteless. Yet it
is still possible to feel the taste of the food.

(Lij1 37.8a-8b)

The analogy between the music and food provided in the Dining Ceremony
reiterates the importance of reducing the physical attraction of these qualities. Music
will lose its moral value if it arouses human emotion. The reference to the structure
of the sound-box of the se is to illustrate that music should stimulate the human mind,

but not human senses. The same applies to the performance of the singers in the

ceremony. In more concrete terms, music should be rhythmically simple, unison
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between instruments and voices, slow in tempo and simple in melodic shape (Lijt

38.5b).

These criteria have rarely been challenged by Confucian scholars in the

formulation of music theories of the ideal past.

Since the Yueji emphasizes the fact that the creation of music lies in the hands

of the Emperor, it is ironical that the classic admits the presence of music which has

the potential to damage human character:

The music of the states of Zheng and Wei was created during a period of
turmoil, when the people were out of control. The music of Sangjian at the
upper end of the River Pu was the music for the state falling into ruin, where
there were no rules, and the people were not governed. Ordinary people
challenged the power of the officials to gain self satisfaction.

(Liii 37.7a)

The origin of music that has a negative influence on moral standards is

associated with the decline of the authority to rule. It is under such kind of political

uncertainties that ordinary people have a chance to take over the task of creating

music, and the outcome will inevitably amplify the broblems of the state. This helps

reiterate the importance of preserving the moral quality of music. In fact, Confucian

scholars had been referring to the music of the states of Zheng and Wei, or the music

of Sangjian at the upper end of the River Pu, as general terms to describe music of

poor quality. In an anecdotal passage about the conversations between Prince Wen

of Wet

and Confucius' disciple Zi Xia, the music of two other states, Song and Qi, are

also put into this category:

The Prince said, "Can you describe the origins of music that will weaken the
human mind?" Zi Xia replied, "Music of the state of Zheng is licentious and
it confuses the human mind. Music of the state of Song consists of the
delicate voices of women and it corrupts the human mind. Music of the state
of Wei is fast and it confuses the human mind. Music of the state c_)f Qi is
proud and it distorts the human mind. These four types of music satisfy the
desire for enjoyment, and are therefore harmful to morality. -

(Lii1 39.3b)

The Yueii classifies bad music according to the negative effects it may have

on human character. The music of the states of Zheng, Song, Wei and Qi referred to
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in the passage is the folk-music of these regions where the feudal Zhou ruler had less

influence. In general, music which creates an emotional impact on human beings is
to be avoided; this includes music which is too weak, too excited, too loud, too rough,
too abrupt, too licentious and too devious (Liji 38.5b-6a). These are important
guidelines for Confucian scholars of the Han and later dynasties in the assessment of

the qualities of music promoted by the state. The derogatory remarks about the

nature of folk music in the ritual classic become useful excuses for its inhibition.

The Yueii, and the Liji as a whole, represent the culmination of Confucian
ideas in the era after the death of Xunzi in 238 B.C., when Confucianism had been
revitalized after the more liberal attitude of Mencius (¢c.371-289 B.C.) (Gao 1963:19).
The moral orientation of the ritual classic makes it a useful complement to the more
technical texts of the Zhouli and Yili. It also enables the Liji to distinguish music
according to its effects on the individuals and the state. The ritual classics have long
served as a convenient substitute for the allegedly lost Classic of Music, yet the role
of a particular classic, or indeed a particular musical passage, varies according to the
ways these are interpreted.

It must, however, be pointed out that Confucian scholars of different
generations in China believed it was a matter of pride and duty to formulate ideas on
a perfect tradition of music. They were not particularly concerned with practical
matters related to performance, which were considered to be intellectually less
demanding, and could therefore be left to practical musicians. Any study based on
the influence of the three ritual classics would principally rely on sources provided by
the literati class, and therefore be theoretical. The degree of sophistication of
theories varied according to the inclination and musical knowledge of an individual.
Some were satisfied with a general emphasis on the importance of yayue, while
others, particularly those well-read in the subject, would explore different theoretical

aspects in great depth. The ritual classics themselves contain no music, but give
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instructions, open to varied interpretation, on the positions of instruments and
performers, the modes of certain rituals and the order of music to be performed.
Apart from these, and the variously interpreted matters related to pitches, degrees and
modes, the classics give no direct indication of performance style.

Considerable effort had been put into the study of pitches, owing to the belief

that they had a direct influence on the quality of music, and the fact that they affected
other standards of measurement.> The discussion of degrees and modes did not
involve much academic rigour; theorists merely changed between the pentatonic and
heptatonic modes according to their needs. The designation of modes was usually
limited to five, owing to the accepted tradition of the exclusion of the two bian
degrees as initials or finals of a piece of music. The Zhouli's provision of four
modes, gong, jue, zhi and yu, in the three categories of sacrificial music had been the
model for many theorists, while some had doubts about the omission of the shang

mode.

Scholars, particularly since the Song dynasty, had also been concerned with
the range to be used in a piece of music, largely owing to its intimate relationship
with the quality of the music. There had been a trend to limit the range of yayug to
its basic octave; any extension beyond this had to be justified on moral grounds.
This had a direct influence on ideas of how music should be written, and on the
design of instruments.

Practically speaking, theories on pitches could affect the construction of
instruments, while ideas on degrees and modes could be realized in compositions.
Yet most scholars were satisfied with the discussion of pitched instruments such as
the bianzhong and bianqing, while ignoring the characteristics of the other
instruments used in the performance of yayue. Idealized examples of yayue were
inevitably provided in notation specifying pitches, with little information on how the

music was to be performed in terms of the number of singers and instrumentalists,
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and how diverse musicians should fit into ensemble performance. There has been a
custom of assuming the existence of a performance tradition, even though what the

theorists proposed was supposed to improve this to bring it back to the supposed

practice of earlier times.

Changing Attitudes to Music in the Ritual Cl@sics

The Han dynasty was a period of consolidation for the doctrine of
Confucianism and therefore saw active discussion on the interpretation of the classics.
The Yili, concentrating on the technicalities of ceremonials, was the earliest ritual
classic to gain recognition amongst Confucian scholars. As the learning of the New
Text School, based on a memorial reconstruction of Confucian texts after the Qin
burning of the books in new script developed, the close relationship between music
and the well-being of the state in the Liji was reinforced by the theories put forward

by the staunch Confucian scholar Dong Zhongshu (179-104 B.C.), who allowed

music to play a part in his global view of the universe as heaven, earth and man.
There was, of course, also a branch of Confucian learning, epitomized in the writings
of Jia Yi (201-169 B.C.) and the Apocryphal Books, which associated music, for
example, with theories of yinyang, the five phases and natural phenomena. The
relatively straightforward moral definitions of degrees, pitches and instruments, were
explained in broader terms in a rather artificial manner.

The later part of the Han dynasty was dominated by the Confucian learning of
the Old Text School, based on the alleged recovery of pre-Qin Confucian texts in old

script, which was credited with the re-discovery of the Zhouli, a classic outlining the

idealized administrative structure in the Zhou period (1066-221 B.C.). The moral
significance of music was promoted without the complicated theories associated with

the New Text School.
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It can be argued that the ideas of music in the ritual classics also had a place

during the turmoil of the Perjod of Disunity (221-589 A.D.), when at first Daoism and
later Buddhism had tremendous influence at court, owing to the temptation to use
music as a means to bring about stability. This became more obvious in the Tang
dynasty (618-907), when Zhang Wenshou (fl. 620) attempted to bring new moral
standards to ceremonial music, according to the spirit of the three ritual classics
during the reign of Taizong (627-50). Even the notorious Empress Wu (r.690-704),
with her anti-Confucian beliefs, echoed the musical ideas of the Liji in her Yueshu
yaolu (Records of the Essentials in the Book of Music), notwithstanding her close
connection with Buddhism. In spite of the rapid expansion of entertainment music
during the reign of Xudnzong (712-56), the Emperor declared his intention to
determine the right pitches for ceremonial music to meet Confucian musical ideals
exemplified 1n the ritual classics. This somewhat restrained effort did not, of course,
lead to much development in the area. Nevertheless, scholars such as Han Yu (768-
824) and Bai Juyi (772-846) were quick to point out the danger of relegating music
endorsed by the ritual classics to a subsidiary position.

The 1intellectual era of the Song (960-1279), stemming from the apparent
failure of relying on Daoist and Buddhist doctrines to govern the country and the
inevitable switch to Confucian doctrines, led, during the earlier part of the dynasty, to

a series of active discussions on fundamental qualities of ceremonial music, and
resulted in an unprecedented enthusiasm in establishing the correct pitches and other

music practices. Indeed, the question of pitches was to be taken up by Cai Yuanding
(1135-98) in the Southern Song Empire (1127-1279), who relied heavily on the
somewhat dubious use of heavenly and earthly forces in Watching for the Ethers, a
practice partly derived from a chapter in the Liji, to determine the right fundamental

pitch of the bamboo pipe by means of trial and error. A turning-point in the writing

of musical treatises was the publication in ¢.1220 of Zhu X1's Yili jingzhuan tongjie
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(Complete Explanation of the Classic of Etiquette and Its Commentaries), which
contains twelve musical settings for Confucian district ceremonies recorded in the
Yili. There was no further need for scholars of the later generations to re-discover
ancient tunes; they merely had to suggest ways to "improve" these scores. In fact,
Zhu Xi remained a source of inspiration for music theorists until the mid-nineteenth
century.

The practical attitude of Song scholars continued in a more introvert style in
the Ming dynasty (1368-1644), after the ninety-year foreign Yuan dynasty. Wang
Yangming's (1472-1528) humanistic approach of re-creating ancient music from
existing folk tradition was accepted and developed by a number of scholars in the
sixteenth century, resulting in the formation of idiosyncratic musical ideas. This was
also the era of Zhu Zaiyu (1536-1611), who devoted much of his effort to working
out the theory of equal temperament mathematically, but failed to demonstrate its
merits to contemporary music officials and theorists of later generations. His
thorough and yet somewhat biased commentaries on other Ming theorists help put the
influence of the ritual classics on music in the proper social and philosophical
context.

In the final period of imperial rule of the Qing court (1644-1911), when the
new Manchu Emperor found it necessary to establish himself as a Chinese ruler, the
reaction to the distractions imposed by Song neo-Confucians was a return to Han
orthodox interpretation of the classics. In music, this would mean the discrediting of
the theories of most Song and Ming scholars in favour of those seeming closer to the
remoter ideal past. The musical ideas of the ritual classics and their Han
commentaries were often a useful starting-point for Qing musicians to put forward
their own theories on ceremonial music. At an official level, the direct involvement
of the Kangxi (r.1622-1722) and Qianlong (r.1736-95) Emperors in the publication of
the mammoth music treatise Lulu zhengyi (Collected Basic Principles of Music) in a
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way discouraged scholars not involvedﬂ with the project from putting forward their
views independently. In any case, the cruel reality of internal turmoil and foreign
impernal aggression during the last century of Manchunan rule had made it difficult
for any serious writers to consider music as a powerful tool in the ruling of the
country.

Throughout Chinese imperial history scholars disputed and refined their
interpretation of the ritual classics. The proposal of new theories of interpretation, in
the search for a supposed Golden Age of ritual music, was a matter of scholarly pride
and ambition, which may often have had little or no practical result. Nevertheless
some theories, particularly in the Northern Song dynasty, had some positi<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>