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The Classic Specific Music* Calls for
Further Research Work

(In Lieu of a Preface)

by Huang Xiangpeng

The classic specific music that appears before us is closely related to the system of Chinese
sheng-guan music. In Chinese history, it has been active at least in the areas of Guanzhong Plain,
located north of Zhongnan Mountains and south of the Wei River, with the ancient Chang'an or
the present Xi'an as its centre. That is why peoplé today call it “Xi'an drum music” or “Chang'an
classic music” , but both of these are not the original names the connotations of which have long
been established in history. .

1 do not approve of spending too much time arguing out on terminology. We may choose one
unified name; or each may adhere to his own choice; or on terms of mutual acknowledgement,
we may assign the label “also called” .to the names adopted by others; the important thing is that
all of us have set store by this classic specific music and arrived at unity of cognition. In fact, the
ranks of us researchers, who have been drawn to it, are not too numerous, but rather too few. The
aspects being explored are too limited, the scope of research too narrow, and the problems being
raised insufficient; thus, it is the different views and distinctQopinions that appear to be too scan
ty. The establishemnt of more research units and the publication of more books and articles, even
if some overlapping may occur, should be welcomed by all. It is very difficult to dig out all the
rich treasure of this specific music. The same name, the same tune and the same melody may have
different music scores, not to mention the new materials that may be exploited for a comparative
study. )

Consequently , if the music conservatories and institutes will provide research grounds for the

famous specific music in the locality , it will be of great significance to the enhancement of our tra

ditional culture.

During the past ten odd years, especially with the carrying-out of the work in the Chinese
Traditional Music Collections, there has appeared a spring high-tide in the study of classic music,
which will enable us to make our own contributions in the study of ethnomusicology on the inter-
national front. The study of ethnomusicology used to be conducted in the primitive nations, whose

social development is still at a comparatively low level. The proposition to undertake a “high-cul-

@© A musical term, equivalent to ytezhong (FiH1) in Chinese.



tural” study in this subject is still a new move even on the international scope, and is quite an in-
ex-perienced trail- blaziqg work. The Chinese classic music is a typical sophisticated “high-
cultural” topic in this barren field that awaits our tackling.

The study of Chinese classic specific music has an especially important bearing on this top-
ic. But we Chinese ourselves are also still at such an initial stage in our exploration of the problem
of the specific music that we even have to raise the very basic question; “what is ‘specific
music/ ?”

It has been said by all that mukamu of the Uygur is an ancient specific music; that nan'yin
(the southern t[me, also called string and wind music) of Fujian Province is an ancient specific
music; that sheng-guan music of Northern Shanxi is an ancient specific music; that shifan'gu (a kind
of percussion and wind music) of Southern Jiangsu is an ancient specific music; that the national
string and woodwind mus?c (in a specific locality, it may be called “Jiangnan siziu” or “Zhejiang
sizlu”) is an ancient specific music; that Chaozhou music is an ancient specific music.; etc. ,
etc. Here it seems that the concept of “specific music” is quite clear, but one gets confused when
he goes into theoretical research and comes across contradictions in practical work.

There is an old calendar (obsolete practice) that has existed for a long period of time, i.e. ,
we have been accustomed to studying classic music according to the formal classification, the so-
called “five major categories” . Now, when we organize the nationwide summing-up work in the
Traditional Music Collections, we still stick to this old rule, which has remained unchanged for
scores of years.

To our regret, the c]assic specific music has been formed in the course of history, but not ac-
cording to the formal classification inherent in people's mind. It very often does not abide by the
rules and goes beyond the scope of formal classification. »

It is said that juzhong (kinds of operas) is a reclassification of traditional local operas and
qlizhong (kinds of tunes) is a reclassification of giigi (folk art forms, including ballad singing, story
telling, comic dialogues, clapper talks, cross talks, etc. ) .By ana!bgy, we may say gezhong
(kinds of songs) is a reclassification of folk songs and yliezhong is, of course, a reclassification of
instrumental music,

Then, is nan'yin of Fujian, which includes “zhi” (fingering), pu (scores), and gl
(tunes), just a kind of instrumental music? Should sheng-guan music of Northern Shanxi, which
has kept the music scores of Wangjiangnan (Looking Towards the South of the Yangzi River) by Bai
Juyi as is recently announced, assign that part of its songs to the Volume of “Folk Songs” or to
the Volume of “Quy”? How shall we deal with Wangjiangnan, which is neither a folk song nor a
kind of qlizx? Here in this very volume, we also have a certain amount of music in ¢ (a kind of
Chinese poetry) of the Tang and Song Dynasties. And how shall we look upon this new discovery?

The concept of yilezhong is different from that of jiizhong and glizkong in that they are not con-
cepts on the same level or viewed from the same angle.

The Chinese character “zhong” in jizhong and qiizhong means “kind” . In connotation, it refers



to the general detailed classification of traditional local oberas and qiiyi on a lower level according
to the principle of local style. As long as it is a traditional opera or qiiyt, it must belog to either the
nationwide or a certain local Juzhong or givzhong.

The Chinese character “zhong” in yiliezhong has the meaning of “a specific kind” . According to
the cuétomary usage that we understand, it, in fact, does not belong to the detailed classification
of the section of instrumental music .of the “five major categories” and has not the general
sense. Not all the instrumental music or combination of instrumental and vocal music can be
called a certain “ylezhong” . Thus, it is quite different from jiizkong and qlizhong.

Take for another example, when we talk about the drum and wind music that people employ
on wedding and funeral occasions, there is no need to distinguish it into Henan guchui music (drum
and wind music) or Shandong guchui music, etc. These are indeed certain kinds of music » but they
are not any specific kinds like sheng-guan music, which will show different local features and a cer-
tain degree of strong stylistic characteristics when it appears in various localities. The term
ylezhong, which has the connotation of a specific kind, is a far cry from such music in the sense
of a general classification.

Therefore, the character “zkong” in yiiezhong , which has the sense of particularity , is essential-
ly distinct from that in jiizhong and giizkong, whish has the connotation of generality.

The distinction has come into being in the course of the customary use of the term. But we
have not yet given it a scientific definition, and the term is not even to be found in the Dictumary
of Chinese Music.

Incidentally , the term gezhong is now being used too indiscriminately. When it is used to refer
to such tunes as Hua'er (Flowers), Xintianyou (a kind of folk song, popular in Northern Shaanxi.,
Gansu and Northeastern Ningxia) and Pashendiao (a kind of folk song, popular in the middle and
western parts of Inner Mongolia, inhabited by the Hans) , it may bear some relation to the term
“specific kind” in the sense of the local style of the folk song; but when it is used to refer to moun-
tain songs, ditties and Haozi (a work-song sung to synchronize movements, with one person
leading) in the sense of general classification, it seems that the same term is employed to express
different ideas. The thoughtlessness and indiscrimination in the use of such a term cannot but
cause great confusion in theoretical work. ’

The birth of yllezkong is a specific high-cultural historical phenomenon of tradi‘:onal music.
or, what we used to call, national music. In his former research work, Mr. Yang Yinliu first put
forward his proposition of a scientific definition for the term ylezhong , which contained the follow-
ing points:

(1) There should be two or three generations of renowned masters, at least with identifiable
names to show the master-apprentice relationship; '

(2) there should be a particular catalogue of tunes of the specific music in question that has
been handed down to the present;

(3)the way of performance,including the arrangement of musical instruments of the specific



music in question should be distinct from the features of combination of the other genres of mu-
sic.

After ‘we have studied the relationship of inheritance of Chinese classic music, we have sup-
plememted a fourth point fr9m the viewpoint of social life.

(4) It has formed a .stable social collective in music life, as a yaji (gathering of the
refined) of the music lovers, which aims at self—éntertainment without any commercial inelina-
tion. i '

An important reason why the specific music in question can always retain the features of an-
cient inheritance is that it is, on the one hand, less influenced by the drastic changes of ethnologi-
cal life and religious life, and, on the other, it is not under the sway of sheer fashion-seeking be-
cause of the commercialization of music.

Besides its significance in the field of ethnomusiclogy, the focus where the study of classic
music has long drawn popular attention is the relevant knowledge and artistic experience that it
can render in the field of music morphology. Even in this respect,our reseach work in the past was
rather superficial. Hardly is there a single classic specific music in which we can declare that we
have made‘ a comprehensive and systematic study of the various links between its temperament,
modes, scores and instruments. No important breakthrough has been made on the question of the
historical relation between the classic music and the ancient modekey system con-
cerned. Moreover, there still remain the questions concerning morphology that warrant our atten-
tion, e.g. , a comparative study of Chinese classic specific music and the traditional music of the

various eastern nations, etc. The actual meaning of “diso” (key and mode) in the traditional music

" of various eastern nations is entangled with the problem of the “types of tunes” ;and,in fact, simi-

lar laws also manifest themselves in some Chinese ancient specific music. But the ordinary re-
searchers still Have the least inkling of this point; perhaps, few may have come across it, but often
turn a blind eye to it, or even refuse to explore the subject; this is by no means an isolated case.

The above, in fact, is a manifestation of the backward aspects in our research work.

What is of more practical value is the improtant bearing that the study of classic specific mu-
sic has on the research work in the music history of China.

China is the country in the world where the music sound of whole sets of musical instruments
may be reproduced. 1f compared with the Middle Ages of Europe, the Chinese c]assic_ music, that
was recorded in scores after thie Song Dynasty and is now extant, is a source of pride of us both
in quantity and artistic quality. However, the ancient Greeks had preserved such tunes as The Wine
Song of that time in stone tablets, while the Qin,Han, Wei, Jin,Sui and Tang Dynasties of China,
of which we are proud to have a written language, ¢an hardly find any authentic and undoubted
music works, except for certain individual cases.

Then, where does thg treasure of our ancient music hide? There are certain “traces” to be
found in folk songs, but the proof is lacking and many are indiscernible. The two major treasures

that have already been made known, the Nanbeigii (Southern and Northern tunes) and the gugin '



(a seven-stringed zither) music are both works composed after the Song and Yuan Dynas-
ties. Thus, we may know where liesthe value .of the third treasure, the ancient specific music,
which was once closely connected with the music life of the various dynasties in history and might
leave us with much historical information as the evidence,and become aware of the important role
it might play.

One of the characteristics of this volume is that it has taken note of the fact that this ancient
specific music has held in store the singing art of ci .(a kind of Chinese poetry) of the Tang and
Song Dynasties, besides the musical instruments it employs.

We must have both a scientific approach and a careful attitude in dealing with the problem
that our ancient music may have fallen into oblivion, as people of the Ming and Qing Dynasties
might also select ¢i of the Tang and Song Dynasties to compose tunes and thus left their footmarks
in the inheritance of the ancient specific music concerned. The Notes of “Preface to the DBrahmn" in
the manuscript of Baidao Valley of Zhongnan Mountains is often taken as yilediao (a term in Twen-
ty-Eight “Dizo” )of an ancient mode-key system) ,then there is the problem whether it is the ylediao
o.f the Tang Dynasty or that understood by people of the Ming and Qing Dynasties. People who
transcribed the music score did not know to which note (of the ancient pentatonic scale) and to
which key the gilediao of the Tang Dynasty should belong; the account of giiediao in the Ci Yuan by
Zhang Yan is the only source that can be depended upon, but it is, in fact, just a theory disseminat-
ed in.the Ming and Qing Dynasties. However, the transcribers did not purposely cater to this theo-
ry so that it might be called yiiediao, but carefully took a scientific approach and transcribed it into
the present form of the tune according to the original score, so that we may know that the original
score is not what was forged by people of the Ming and Qing Dynasties according to their own un-
derstanding of yliediao. The correct approach may clarify the historical status in the research work
and prove it to be the true yiiedia of the Tang Dynasty. Otherwise, deliberate or unintentional de-
ception and fraud may occur and, as the saying goes, by “trying to be clever only to end up with
a blunder,” one may ruin the true remains of ancient music.

' The same transcriber , Comrade Feng Yalan, also took a serious attitudé when she transcribed
Neijiafiao, a tune whose score was handed down by Mr. Yu Zhu. This provides an example of the
nominal and substantial changes of lnzhongshang mode-key that occurred amidst the Tang and Song
Dynasties. Now we do not have the tune which is of the same name as c¢i by Liu Yong, but we
know when Liu Yong used lin:dmg;shang, which had its own structure of the Early Song Dynasty,
he actually employed the music arrangement basically similar to the same note row of the Tang
Dynasty which had the same name. but he just changed the conclusive note. I think that this tune
is the true linzhongshang of the Tang Dynasty, but it was modified to suit the theory of the contem-
poraries of the Song Dynasty at the early years of that dynasty in order, so to speak, “o rectify

the error in the finale. ” . -

"

Even if one may not agree with the above-mentioned specific investigation and verificétibn .

such examples can at least show that the textual research of classic music of its like has a corpus




of living materials that the other kinds of historical data cannot substitute. In recent years, some
researchers who set store by the ancient specific music would call the extant ancient specific music
as the “iving fossil” in music history, the reasons of which lie exactly here. .

1 should like to take the opportunity of the publication of this wolume to congratulate the re-
searchers of ancient specific music all over the country and wish that they may raise their study to

a still new academic level and unfold a new horizon in the field of music science.

‘.

On the New Year's Day, 1990
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PREFACE

by Liu Hengzhi

China has a long history. and thus the Chinese culture and Chinese music are long in ori-
gin. However, some of us have sighed with regret, saying that the music history of China is one
without music. For, except that through the scores of gingu we can get to know the status of music
works since the Tang and Song Dynasties and that before the Tang Dynasty, there are very few.
ancient music scores that have been handed down. Even if we have some of these, nobody knows
how to play them.

What is heartening is that in recent thirty or forty years, some new discoveries in archaeolo-
8Y €. 8. » the discovery of bianzhong (a series of bells in different sizes) of the early period of the
Warring States in Suixian County of Hubei Province, etc. , have made it possible for us to have
a new understanding of the Chinese music temperament based upon the actual acoustics; and the
study of the ancient scores, e.g., the transcription of the music score of The Song of Jiangkui of
the Song Dynasty and the interpretation of the pipa score of Dunhuang, etc. , has opened the way
for us to read and listen to some of the ancient music works, thus enriching the content of the mu-
sic history of our country. The exploration and study of the local ancient specific music is a study
of the living music history. Take Chang'an classic music (also called Xi'an drum music) for exam-
ple. Jugging from the date of copying of the maniscripts of many music scores, it was prevalent
during the Ming and Qing Dynasties and has been handed down to the present, and if we examine
the forms of the scores, the characters used in_the scores, the tunes and the musical composition,
we can see that it has a rather long historical origin which may be traced back to the Tang and
Song Dynasties. The study of Chang'an classic music may reveal certain traces of the development
of traditional music in our country.

At the present stage, Chang'an classic music is mainly an instrumental performance, but, in
history , it might be an artistic combination of songs, dances and playing of instruments. Many of
its tunes are originally verses of songs (poems,ci and ¢ii )and may be sung out. Such tunes as Flow-
ers in the Backyard, Complaints from Afar , Willows in the Mist, A Magpie Perching on the Tuig , The Brah-
min Looking af the Mom, etc. , which are found in Noles of the Palatial Music Office (compiled by
Cui Lingxin of the Tang Dynasty ), and The Woodpecker (this tune already appeared in the various
gong—the first of the five Chinese music scales—tunes of the Song Dynasty) , Uprightness Is Good ,
The Scholar Tang, The White Butlerflies, A Courtyard Full of Flowers, Painting the Crimson Lips, Drunk
at the Piping Times of Peace, Falling of the Wild Goose . Making the Quails Fight ,The Bald Guys, etc,which
are found in Gong Scores of the Northern and Southern Ci of the Nine-Gong Composite, all belong to



such types of musical composition. As the components of Chang'an classic music, these tunes
have, in the course of inheritance and development, become instrumental music rather than vocal
music, and certainly showed considerable changes in tune, rhythm and temperament, and, in some
respects, have even changed beyond recognition; but some of the tunes may comparatively retain
much of the original strctural pattern. Having made a historical investigation of the tunes of
Chang'an classic music, the comrades of Chang'an Classic Music: Society have matched some of the
existing tunes with the poems, ci or gii of ancient times and found that there is a close identity in
form, structu;'e, rhyme and temperament. This proves that part of the tunes of Chang'an classic
music have developped into instrumental music from vocal music and that their historical linkage
is not a strained interpretation. We can infer the status of ancient music from that of today's mu-
sic. As Comrad‘e Huang Xiangpeng says, he “firmly believes that the ancient music is embedded in
today's music” (see Music Studies, 1990, No. 1, p. 42) . This is definitely true. Starting from this
fundamental viewpoint, our study of the music history will have, a wide coverage and show life
and vigour. This point alone is enough to explain that the publication of Selections of Chang'an Clas-
sic Music Tunes is of great significance. '
The music scores are the basic as well as main data for the study of a certain type of specific
~music. Like the other popular music scores, the scores of Chang'an classic music are recorded only
in the broad outline. To make the actual performance, there is the need for the recreation by the
artists. As for Chang'an classic music, firstly , the music master of the Society sings out the tune,
i. e. , to turn the music scores into vocal tunes so that they can be performed, and then the players
do the rehearsals according to the master's singing. The tunes carried in this Volume are the fruits
of research of the cooperation between the members of Chang'an Classic Music Scciety and the mu-
sic master Mr. Yu Zhu. The original scores, the passing-on scores (sung-out scores) and the tran-
scribed.scores are published at the same time. From this we can see the footmarks of their research
work. At the same time it is a copy of valuable material for the study of Chang'an classic mu-
sic. We expect that more music scores of Chang'an classic music will be published so as to push the

research work of Chang'an classic music forward in breadth and depth.
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