MUH 2051/2512 China unit lectures (Ch. 13) 

INTRO: 

· Play OMI #26 (excerpt, “Fighting the Typhoon”)

· Focus (musical): a specific instrument, the zheng, and the artistry of a leading virtuoso of that instrument, Deng Haiqiong, most specifically
· Focus (musicultural): Chinese history, from antiquity to modern times, and the political movements and ideologies that have shaped it
· Throughout the long and rich history of Chinese civilization, musical and political life have always been closely intertwined. Musicultural history of the zheng a lens through which to view this music-politics dialectic, and in turn to consider the interconnectedness of musical and political histories in world musics more broadly. 
· We will explore the zheng and its musicultural world across several major historical periods:
· Dynastic era (3500 years, up to 1911): Qin, Han, Tang, Ming, Qing dynasties especially
· [[Many important inventions, discoveries: paper, guns, many foundations of modern medicine and science, sociopolitical/philosophical/religious traditions and systems, music/arts conservatories and institutes, equal temperament in music (16th c., adopted by West 17th c.), noodles—see p. 294]]
· Republican period (1912-1949) (Jiang Jieshi, a.k.a. Chiang Kai-shek) 
· Communist period 
· Initial Communist period (1949-1965, Mao Zedong)
· Cultural Revolution (1966-1976, Mao Zedong)
· Period of Openness (late 1970s/1980-present, Deng Xiaoping and others) 
· While main focus is on the zheng and its musical history, we will also survey other important instruments (qin, pipa) and genres (Beijing Opera) 
CHINA: AN OVERVIEW (293-95)

· [[Students should read and learn this material on their own and be able to link it to Key Terms/Study Questions at end of chapter.]]

· Key points:
· Very ancient civilization (3500+ years) 
· Population: 1.3 billion (world’s largest)
· Borders nations of five major world regions (N, C, E, S, and SE Asia), incl. Russia, Mongolia, Kazakhstan, Vietnam, India, Korea
· Close (though often tense) histories of relations with Korea (aak, kayagum), Japan (Zen Buddhism, gagaku—p. 4, CD 1-2, koto—p. 296 [photo], CD 1-35)
· Taiwan, Hong Kong
· People’s Republic of China (PPR) since 1949—single-party communist (socialist) state [though MUCH change in what that means during this period!] 
· Beijing (capital), Shanghai, plus many other large cities (35 with 1M plus people)
· Dense population along east coast, major waterways (espec. Yangtze R.), western China sparsely populated (and home to most of “ethnic minority” populations) 
· Han Chinese (ethnic group—92%), Mandarin Chinese (language) 
· “minorities,” 55 incl. Uighur, Tibetan peoples. Minorities about 8% of total population. Histories of Han-minority relations troubled 
INTRO TO THE ZHENG (295-98) 

· board zither chordophone (series of strings laid lengthwise across a wooden frame attachedc to its own resonating chamber) 

· Other (related) insts.: **koto, kayagum, dan tranh, jatag

· archaeological/folkoric record: 

· earliest prototypes of zheng [five silk strings, bamboo frame] 2500 years ago (age of Confucius [551-479  BCE]); 

· 237 BCE (Qin era), first written reference: rural musicians who “beat clay drums and earthen jars, play zheng and slap their thighs to accompany songs”

· stuff of legend: zheng= “dispute” (story of two sisters in imperial palace during qin era, breaking of se, 12-string “half” to Korea (became kayagum), 13-string “half” to Japan (became koto) [NOTE: name might just be onomatopoeic

· Construction: see Figure 13.1 (p. 296) (21-string, 16-string versions, historical 12-13 stringers, experimental types (49-string butterfly zheng) 

· **Musical Guided Tour (Deng Haiqiong, 21-string zheng, “Fighting the Tyhoon” excerpt, scale types, range, playing techniques, ornaments, regional styles [Shandong “narrow” vs. Henan “wide” vibrato])

GUEST PERFORMANCE/PRESENTATION BY DENG HAIQIONG!!
THE ZHENG IN IMPERIAL CHINA (298-304) 

[[Note to students: Table 13.1 on p. 304 (along with chapter opener timeline, p. 290) provides a handy study reference for this section]]

· Specific origin of zheng not known, but, as mentioned, seems it emerged in prototypical form about 2500 years ago, possibly in southeastern China
· Spread and growing popularity during Qin era, part of “popular music” culture of Chinese antiquity; regional styles likely date back to Qin era too 
· Han era (202 BCE-220 CE)

· **Confucianism as basis of social order (students: read box on p. 300). Music key to self-cultivation, “right” social order (**i.e., a medium for establishing and sustaining a good and moral society), social hierarchy
· Ultimate instrument for self-cultivation (used by nobles, intellectuals) was the qin, a 7-string zither with no bridges [p. 300 box, CD 3-20]

· http://www.youtube.com/watch?v=nvhKTFzQG8Y (qin solo by Tao Chu Sheng [Shen], same performer as on CD 3-20)
· Zheng: weddings, banquets, funerals, etc. Ensembles accomp. cerems. and rituals with singing, acrobatics, dance (Tang photo, p. 299)
· Wide range of players (professionals, women, slaves, commoners) and audiences (courtesans, poets, soldiers, servants) 
· Alternately “vulgar” and heroic/high moral character depictions in literary refs
· Tang era (618-907 CE) 

· Like the Han, a golden age of imperial Chinese history
· Apogee of zheng (Rault-Leyrat): many ensemble contexts, new features (more strings) and playing techniques, opulence (jade bridges, silver engraving) 
· **Massive imperial expansion (Silk Road—extending to C. Asia, India, Egypt, Turkey); reflected in imperial music ministry, with 30,000 musicians employed (from throughout empire and beyond). Expanded musical horizons, innovation and transformation of existing traditions
· **Imported instruments became ‘Chinese instruments’ e.g., pipa (4-string pear-shaped plucked chordophone with fretted neck—see p. 301). Close zheng-pipa link henceforth

· http://www.youtube.com/watch?v=FAGmTygRGU0 (pipa solo) 
·  (CD 3-21—pipa first, zheng at 0:17, tutti 0:45)
· **Female performers (zheng, pipa, etc.) in unprecedented numbers, women’s orchestras (Emperor Xuanzong) (photo p. 299) 
· [[?? If time]] CD 3-22, modern arrangement, but instrumentation similar to certain types of ensembles zheng would have been involved in during Tang (xiao, erhu, pipa, percussion—pics of some insts. at OLC image bank) 
· [[?? If time]] http://www.youtube.com/watch?v=uiOgOQcWGsc (Ensemble performance: zheng, erhu, di [transverse flute with membrane], percussion, etc.) 
· Ming era (1368-1644)

· Zheng “revival” following long period of decline prior. Rise of middle class, zheng became a standard article in the middle class home (like piano is for us): “Almost every household has a painted drum and a silver zheng can be found everywhere.” Girls, young women played inst a lot
· Zheng important in Chinese opera accompanying ensembles. Regional features of playing styles related to style/language of the opera (e.g., Shandong, Henan, etc.) 
· Best-known form of Chinese opera today is Beijing Opera (Peking Opera), associated with the capital region but also recognized as a kind of national Chinese opera style. **Did not actually emerge until late 18th century, centuries after the end of Ming dynasty [crystallized 19th c., golden age early 20th c.—see box on p. 302-02]. Highly stylized and has a unique aesthetic. 
· http://www.youtube.com/watch?v=qubcl2E5QZo (Trad. Beijing [Peking] Opera performance—NOTE: not yet on Course Library list!!) 

· REGIONAL STYLES

· Devel. later Qing era (mid-late 19th c.) 
· Devel out of existing folk opera, sung poetry, storytelling, inst. ensemble music with zheng; also mix of folk, popular, court trads
· Shandong, Henan, Shaanxi, Chaozhou, Hakka, Zhejiang styles the main ones (all still exist, though all somewhat absorbed into national conservatory style now). Each has yun (**regional character, e.g. the wide vibrato of Henan vs. narrow vib. of Shandong heard in the MGT) 
· Common to regional styles: basis in a specific musical form called baban

· **GLE “Autumn Moon over the Han Palace” (CD 3-23) 

· Shandong style solo piece (zheng part of Shandong culture since 3rd c. CE) 
· **16-string steel string zheng (as opposed to 21-string metal-wound nylon string inst.): better resonance, extended range not needed in these trad pieces
· Haiqiong the performer; studied piece with Gao Zicheng (discuss process a la material on p. 305-06) 
· **Baban form (see Fig. 13.2, p. 306)—68 ban length (1 ban=ban+yan)
· **Shandong yun, but with Haiqiong’s own “flavor”; **yijing (i.e., emotional quality)—“sadness” but not “literal,” more about restraint, moderation
· Ornamentation
· GLQS listen, p. 307
CONSERVATORY SOLO TRADITION (307-   )

· Solo zheng music today mainly linked to a “national style” (xueyuan pai) that developed in state conservatories, music institutes. Deng Haiqiong a product of this system

· Though mainly identified today with the communist state of China (post-1949), the musicultural world of the zheng in the conservatories actually dates back further.
· Increasing Western encroachment/domination/culturization of China (along with Japanese) through the 19th century (late Qing) 

· After  fall of the Qing, Republican era, 1912-1949. This is when state conservatories began to emerge, and ideas about “national music” in China developed then prefigured the modern communist era of music culture
· Music reform: Republican era
· Period of political instability, massive social and cultural reform, with modernization key to reform efforts. 

· **Music, always closely linked to politics in China, major focus/symbol of reform efforts: Chinese traditional musics cast as backwards, European art music (espec. Romantic, Classical musics of European 18th-19th century composers) became symbol of Chinese modernity, progressiveness. **WESTERN MUSIC REGARDED AS SUPERIOR TO CHINESE MUSIC. 

· Two schools of thought for Chinese musical nationalism* (*note: leading figures on both sides had extensive training, in the West and/or China, in Western music. 

· Wholesale replacement of Chinese music by Western (many expatriate European musicians, orchestras, etc. in China by this time)

· Reform Chinese music in accordance with modern, nationalistic ideals as basis of new, national music (with heavy Western influence—tuning, modification of trad instruments, Western-style harmony/textures/orchestration)

· Chinese folk music as basis

· would ideally become equal in quality and stature to Western music. Leading figure: Liu Tianhua 
· Meanwhile, music outside cities much as before (folk, regional styles, etc.)

· Zheng: some regional masters straddled both “worlds” (urban, rural), teaching part-time at conservatories while continuing their already established careers

· Collections of notated zheng pieces created, and new pieces based on traditional models but reflecting reformist musical ideas and values created. Most famous of these new pieces: “Return of the Fishing Boats,” by Lou Shuhua, 1936
GLE “Return of the Fishing Boats” (308-10) [Xiao Ying, zheng]

· **Most significant innovation: broke away from baban form (though opening section—CD 3-24—sounds very much like a trad baban-type piece. [PLAY 3-24]
· Last part of piece (CD 3-25) a total departure. Entire thing based on highly embellished ostinato (all main preceded by sweeping downward gua-zou) where the melody moves in skips sequentially (A D B E D F#, etc., then descending with reverse pattern) [PLAY 3-25] 
· Melodic character, profuse use of gua-zou, dramatic acceleration in tempo for programmatic effect (fishermen rowing faster and faster returning from work at end of day) all novel innovations (and all reflective of Western-influenced aesthetic) 

Music and solo zheng, Communist China, 1949-1965

· **With rise to power of Mao Zedong and the Chinese Communist Party (CCP) in 1949, musical reform actually continued along similar lines as before in many ways, but with heavily socialist political content. All music was to:
· Elevate, valorize peasantry, proletariat
· Promote revolutionary ideals
· Glorify revolution, communism, Mao himself
· Folk music the basis of the national music, and research, collection, and “development” of folk, minority, and historical traditions undertaken by “music workers”  (**but Romantic/Classical Western music still paragon, with 20th century Western music vilified) 
· Government the sole patron and contoller of arts in China, and government-sponsored organizations (e.g., Chinese Musicians’ Association) charged with “developing a body of music for the masses that …would reflect China’s national aspirations and its achievements under communism” 
· “Songs for the masses” created in abundance, like “On the Golden Hill in Beijing” (CD 3-26, featuring Haiqiong’s mother, Li Xiuqin, accomp. By Haiqiong). See text translation, p. 310 (note Tibet refs.) 
· [[If time??]] http://www.youtube.com/watch?v=fTY5aZuO_bc ("The East is Red"; film musical of the 1960s [released 1965] depicting the spirit of Communist China and Maoist Revolution—note giant orchestra with massive erhu section AND violin section, massive choir, big dance production number)
· Zheng promoted as “genuine folk instrument”; many new works composed. Like “Fishing Boats,” new works based on (at least purportedly) trad Chinese (or “minority”—e.g., Tibetan) folk songs, styles, but with even more pronounced “modern” (Western) influences and programs (descriptions of what music supposed to represent) steeped in socialist ideology.
· “Celebrating the Harvest” (1955) important solo zheng piece. Incorporated two-hand plucking technique heavily indebted to piano music (note: piano, violin had been adopted as “national” instruments of China for some time by this point) 
· 1958: Government initiative to increase official stature of Chinese music led many pianists at conservatories (espec. Shanghai) to switch to zheng. These zheng players (mainly women) developed the zheng repertoire with even more pianistic works, such as “Spring on Snowy Mountains” (1958)
· **New pianistic virtuosity demanded brought many new techniques and led to ascent of the 21-string zheng, with its expanded (i.e., four octave) range as the standard instrument henceforth. This, of course, is the instrument Haiqiong played for us in class and that is featured in the Musical Guided Tour. 

**GLE “Spring on Snowy Mountains,” by Fan Shang’e (1958)

· **Once again, a Tibetan folksong the “basis” of the piece (see box on p. 313 re: troubled history of Tibet [and Tibetan Buddhists especially] under Chinese occupation. **Play CD 3-28, Tibetan Buddhist chant)
· http://www.youtube.com/watch?v=WpUqx7FsRgI (Drepung Gomang monks chanting) 
· http://www.youtube.com/watch?v=6jHGlCTdLyg (Vajra Sky Over Tibet [movie] preview; Buddhist chant, good images, some info) 
· Program: “Happy Tibetans” singing and dancing in their beautiful, mountainous land (resentment of Tibetans to such images, like in “Golden Hill” song) 
· Politics aside, piece interesting and innovative: two-part texture. RH melody [tremolo sustain], LH arpeggiated chords (Western piano/harp infl.) with abundant glissandos (0:0-0:45). [Next section, beautiful texture of each melody note generating descending arpeg (0:45-1:01); last part “happy dancing”)
· This piece and others of the era (“Fighting the Typhoon”) defined new levels of technique, virtuosity on the zheng (though now pieces even more demanding by far). 
· **GLQS (313-14) (note 2-hand technique w. RH melody against LH arpeggiated accompaniment, section with descending arpeggios elaborating each melody note)
Cultural Revolution (1966-1976)

· **Extremely repressive era (intellectual and artistic/musical freedoms severely constrained)
· Official musical life very constrained; e.g., in opera world a total of only eight government-approve “revolutionary dramas” of especially strong socialist ideological content (e.g., The Red Lantern, CD 1-4—see box p. 302-03) 

· Brutal persecution of minorities (e.g., Tibetan, Uighur), people who practiced religion, intellectuals, etc. 
· Zheng: new composition, devel of inst “choked off”. New pieces that were created had very heavily ideological titles (“Molten Iron Pouring in a Stream”), programs (“Little Sister Hero of the Plains”—Mongolian girl protecting commune’s sheep in a blizzard while singing songs in praise of Cultural Revolution) 
Period of Openness 

· Mao death, 1976. Late 1970s, great instability (fall of Gang of Four, incl. Jiang Qing). End of Cultural Revolution
· Deng Xiaoping to power, initiating “Period of Openness” era crystallizing early 1980s
· High-wire act of political experimentation: maintain socialism but with free enterprise, openness to international markets, cultural openness (incl. music), acceptance of  formerly condemned “imperialist” and contemp Westerm musical forms (all sounds good, but iron hand sometimes reared. E.g., Tiananmen Square uprising and response, 1989 [Cui Jian—box, p. 315]

· **Deng Xiaoping’s arts policy [READ BLOCK QUOTE, P. 316—Students should know this quote, and who said it, for exam]

· RESULTS: 
· Huge influx of Western/international pop culture, media, etc. into China
· Emergence of Chinese rock stars and cultural icons like Cui Jian (“Bob Dylan, John Lennon, and Kurt Cobain all rolled into one” [Dennis Rea])
· http://www.youtube.com/watch?v=-d7MiE-g8A8 (Cui Jian live; hard-driving and funky!) 
· http://www.youtube.com/watch?v=iXbC2f1BV_Y (Cui Jian performing live; band features a zheng player)
· Revival of trad Beijing Opera; formerly suppressed folk, ritual, religious, minority musics
· Often revivals and new, imported elements combined, for example, in the use of the zheng in the Cui Jian example shown earlier and in this music video by Chinese pop star Leehom Wang: 
· http://www.youtube.com/watch?v=E1ioF4v_Y2Q (Chinese pop star Leehom Wang singing R&B tune with cut-ins of music video-ized Beijing Opera scenes) 
· International touring, recording by leading Chinese musicians (piano, violin, plus zheng, pipa, erhu
· Embrace of formerly condemned Western musics (avant-garde, etc.) and training of Chinese composers in the West, who then developed innovative syncretic styles
· Tan Dun (composer): Crouching Tiger, Hidden Dragon (won an Oscar), Hero, etc. CD 3-29 “Desert Capriccio” (**Yo-Yo Ma, cello [American musician of Chinese descent]; plus pipa, erhu, and [17-pipe free reed mouth organ] sheng [photo, p. 317)
· http://www.youtube.com/watch?v=3_ifO6C3YN4 (scene from the movie Hero, music by Tan Dun [great female martial arts stuff; dubbed in English]) 
· **Zheng renaissance 
· Beijing Zheng Assoc., 1980, National Zheng Symposium 1986 [DH perf. of “Autumn M.” for Gao Z.]
· Novel comp styles (virtuosity, internationalism, experimental [incl. contemp Western techniques]
· Revival, preservation of older regional styles
· Female dominance (espec. Shanghai Cons.) 
· New inst. developments (e.g., 49-string butterfly) 
· Downside: shrinking govt. support for conservatories, etc.; continued appropriation of “minority” musics in conservatory art music culture (e.g., new zheng rep.—e.g., “Music from the Muqam” 
[Note Table 13.2, p. 318] 
**GLE “Music from the Muqam” (319-22, GLQS 321-22) 

· 1988 piece. 3 composers, incl. Li Mei (a zheng player and teacher of Haqiong). Post-traditional piece
· **Instrumentation: zheng accompanied by dap drum (donkey/snake skin head)
· **Formally and stylistically, draws from tradition of Uighur muqam 
· Li Mei and the other two composers not Uighur but scholars of Uighur music and culture (compare their “appropriation” to earlier, similar phenomena—e.g., “Snowy Mountains”—Haiqiong quote, p. 320) 
· Uighur (box, p. 319)—Xinjiang-Uighur Autonomous Region; Muslims (formerly Buddhist, shamanistic religs); Turkic (closer to Persian, Arabic, Turkic [incl. Uzebek/Tajik) music/culture than Chinese; important on Silk Road re: imperial China (pipa, erhu, court ensembles, etc.) 
· Muqam=a large-scale precomposed suite of songs and instrumental music (*note: word related to Arabic maqam, but meaning different) 
· May be vocal or instrumental, chamber or larger ensemble. 
· Melodic instruments like rawap (see photo, p. 320); perc accomp—dap 
· [[If time??]] http://www.youtube.com/watch?v=UJXR3GkhFVY (folkoric Uighur performance, w. rawap, dutar, dap, [also erhu?]. Faculty instructors, Xinjiang Normal University) 
· Form: Free rhythm intro (with or without singing) followed by series of pieces in different meters with progressively faster tempos
· “Music from the Muqam”

· **Scale: D F# G A C (unconventional for zheng; “reproduces” common Uighur mode; B and E through pitch bends of A and D strings
· Aksak “limping” rhythms (meters of 5, 7) like in Uighur muqam
· 3-part form (modeled after muquam “model”)—A B A. 
· B section only on the CD: 
· “Uighur” elements, part I (0:00-1:54): pitch bend ornament, **scale, basic rhythm ostinato of dap
· “Uighur” elements, part II (1:55-end): aksak rhythms/meters (espec. 5-beat meter); general sense of growing intensity, acceleration of tempo
· Conservatory/Western elements in piece: 4-pitch chords (innovative in this piece), equal temperament transformation of “Uighur” scale; dramatic build-up with dazzling, glissando-laden climax (no parallel in Uighur music) 
· Question: Is music like this “OK” in terms of what it represents relative to cultural representation of Uighur? (This is one of those emic/etic dilemma questions, since Uighur people are generally NOT in approval of this kind of Chinese music “representing” them). 
