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STATEMENT 

The dissertation conteins no material Which hos been 
eccepted for the awerd of any other degree; end that to the 
best of my knowledge and beltef,. it conteins no meterie1 
previously published or written by enother person,. except 
where due reference is mede in the text. 

Following a comprehensive 1iten~ture search,. I have 
concluded thet only the following publicetions heve been 
identified es being primerily concerned with the history of 
the Pi PB in Chi n8. 

Ceo An He,. The introduction oF the Pip11 * The 
Complete Thesis oF Chinese /1usico/ogg l?esearch {S),,. 
Beijing,. Musicologicel Institute of the Centrel 
Conservetory of Music .. 1956,. pp. 15-20. 

Ren Chang Xie,. The lflestern l?egion"s Pip11 in the 
Period oF the H11n 1111d the Tang Dg1111sties * The 
Complete Thesis oF Chinese /1uslcologg 1?ese11rch (/),,. 
Beijing.. Musicologicol Institute of the Centrel 
Conservatory of Music,. 1956.. pp. 14-24. 

China Musicological Institute,. Photographs oF Chinese 
/1usic11/ Historg (Pip11). Beijing.. Chine Musicologicel 

-Institute,. 1959. 

Hen Shu De .. Chang Zh1 Ni en,. The Ancient Historg oF the 
Pip11. Sichuen .. Sichuen Pub1ishing Compeny,,. 1985. 

None of the ebove publicetions exemines the 
Contemporery Pip& end none seeks to formulate a 
collective~ historical perspective of the instrument. 
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I also hnve concluded .. from the literature search .. that 
there is no English pubHcation concerned with the 
htstorical development of the Pipn. 

The quoted matertels were trenslated from Chinese to 
Engltsh by myself. 

\ 

Deng Wet 

November 1987 
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PREFACE 

Professor A. Jacobs.. who was from the Wo1fson 
Co11ege in Oxford put to me several questions nfter my 
concert at the Queensland Conservatorium of Music in 
1985.. Brisbane_ He asked what I thought about Chinese 
pieces of music which used European compositional styles 
and techniques .. and what were the essentia11y Chinese 
musical characteristics retained in music composed for 
my instrument .. the Pipo? 

My aim in choosing the topic of •the Historica1 
Development of the Pipa· .. has been to respond to these 
questions and to i 11 ustrote that the process of deve 1 opi ng 
this particular instrument reaches far back into musical 
history_ A1though the Pipa was developed in China .. its 
formation .. both in early and present days .. was stimulated 
and benefited by the exchange of musica1 traditions 
bet we en Chi no and other countries. 

I hope this will contribute in some way to the 
development of Chinese Musicology in particular .. and to 
the discipline of Ethnomusicology in general. 
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ABSTRACT 

The Pipo is a traditional plucked instrument,, and 
originated from two ,separate precursors. 

"'fhe first type of Pipe consisted of two major forms: 
the Qin Pipe and the Han Pipa. According to the historical 
records,, the first type of Pipe appeared in ancient limes 
(about 214 BC - 105 BC). The CU n Pi pa was an embryonic 
instrument and was developed from a percussion 
instrument called the Tao Gu. The Han Pi pa was based 

1 

on · 
other older plucked instruments .. such as the Qin,, Se,, 
Zheng and Kun Hou. The first type of Pipa was named the 
Ruan Xian in the seYenth century AD. 

The second type of Pipa originated in the Western 
Region. It came to northern China around the fourth 
century AD,, and was introduced to southern China in the 
middle of the sixth century AD. This kind of Pipe had two 
major forms: the Crooked-neck Pipa Bnd the Five-stringed 
Pipe. However,, the Fiye-stringed Pipa disappeared from 
China around the tenth century AD. Only the Crooked-neck 
Pipa was developed on a larger scale .. 

Since Chinese ancient music traditions and Western 
Region·s music tradition came together,, the two kinds of 
Pipa influenced each other. Gradually,, the Crooked-neck 
Pipe was replaced. by the Classical Pipa. Historical 
material indicates that this process was completed 
around the fourteenth century AD. 

Up to the nineteenth century,, a wealth of traditional 
Pipa music was accumulated. The deYelopment of the Pipa 
in the twentieth century was greatly influenced both by 
Chinese folk music and western music of the eighteenth 
and nineteenth centuries. The .Classical Pipa was 
replaced by the Contemporary Pipa in the 1950"s,, and 
Chinese musicians have continued to make great 
adYancements in all areas connected with the 
Contemporary Pi pa: 
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The first chapter investigates, from ·a· wide range· of· -
Chinese source material.. the earliest historical 
backgrounds of t~e Pipa; the second and third chapters 
examine the development of the two precursors of the 
modern Pipa; chapter four focuses on the emergence of the 
single Classical Pipa.. and· in the final chapter the 
Contemporary Pipo is studi~d in terms of major structural 
developments.. changes to playing techniques and its 
influence on present-day Chinese compositions .. 
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THE FIRST TYPE OF PIPA: THE HAN PIPA AND THE QIN PIPA 

' The Pipa is ei tradltional plucked instrument. 

The meaning of the instrument's name, P1pa should firstly be 
explained. Pi refers to the forward pluck, and Pa to the backward 
strike. The ancients used to call such types of plucked instruments 
played th'is way, Pipe. Thi~ common name has been employed for e long 
time. (1) 

There were originally two kinds of PipB. One called the H~m Plpa in 
this document, was described by Liu Fi, ft scholar of _the West Hen Dynasty 
(206 BC - AD 23), who reports in his book The £~'Plflnfltion of Trflditionfll 
lnstrumentfll Nf/mes that the original Pipe came from Hu, this being the 
name of a minority group in northern China. (2) Si Ha Qian records in The 
Historicfll Record from the West Han Dynasty that ". . . Hun [Hu] 
originated from the X1a Clan, and was still called Heng We1: (3) Ying 
Shao, a principal officer of th_e northern city Tai Shan in AD 169 mentions 
in The Pop11lllr C11stoirl that " ... the Pi pa was made by local musical 
families. However, their neimes are not mentioned in the record. The 
player used fingers to Pi and Pa [the forward pluck and the backward 
strike], and this is why this instrument was called the Pipa." (4) 

Another scholar Fu Xuan· (AD 217 - 276 ) comments that he • ... 
learned from the older generation that Wu Hi, [e princess] was ordered to 
marry Kun Hi [a chieftain of a minority group in Northwest China] by the 
Emperor Han Wu in 105 BC. Since the princess' journey wes so Jong, the 
royal court instructed musical instrument makers to make a new plucked 
instrument that the princess could play while travelling. This new 
instrument wes designed from other older plucked instruments, such as 
the Q1n, Se, Zheng and Kun Hou. The structure of this instrument was as 
follows: a hollow wooden body which symbolized the sky and land; a round 
shaped body and a straight neck, which means Yin and Yflng [in Chinese 
ancient philosophy, Yin was the feminine or negative principle, and Yt1ng 
was masculine or positive principle in nature]; twelve frets using L11 L11 
[an ancient temperament]; four strings representing the four seasons. This 
instrument was called the Pipe, and it was eventually played by many 
people in other areas.· (5) 
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Another kind of Pipe ref erred to es the Q1 n Pipe t n th1 s document, 
eppeers to heve dertYed from e tredit1onel percussion instrument. Fu Kuen 
reports that his friend Du Zu wrote, " ... towerds the end of the Qin 
Dynasty [ebout 214 BC), people toiled at the construction site of the Greet 
Well. They suffered so much from the hard work theit they put strtngs over 
the fece of fl SJ!l8ll drum which was called the Teo Gu, end plucked the 
strings to produce e musical sound, to sttmulete their difficult work." (6) 

Guo Mo Ruo has analysed Jifl Gu Wen, en encient pictogreph1c 
character, the inscription of which wes cerved on bones or tortoise shells. 
He noted thet N ••• iii mey be an illustration of the Tao Gu.," (7) There ere 

m~my such h1storict1l records end cerved stones which describe this 
instrument. - It was not big; it hed e round hollow body w1th enimel skin 
fixed on two sides; two small peerl-11ke beads were tied by two strings 
which were ettached to the two sides of the body. The Teo Gu hed e hendle 
with which the pleyer was eble to move the instrument, so thet the beeds 
knocked the skin to mt1ke a percussion sound. (6) Fu Xuan mentions thet 
the. Qin Pi pa wos based on this percussion instrument. The Tao Gu's body 
was the same as the Pipa's body, and the Tao Gu's handle wes the same es 
the Pt pa's neck. 

To summarize, the e8rl1est historical records provide the following 
informot1on. The Qin Pipe end the Han Pipe eppeared in ancient times, but 
with more than one hundred years between their 1n1t1el developments. The 
Qin Pipa was an embryonic instrument which may have developed from a 

. percussion 1nstrument. The Hen Pipe was based upon other older plucked 
instruments -end had four strings t1nd twelve frets. While the tr~ditionel 
plucked instruments were _placed flat on the floor or teble in 
p'erformances, the Pipe was pleced on the performer's lep, in a hor1zontel 
position. The traditional m~thod for the plucked instruments in Chinfl 
wes to pluck strings with fingers. Erir11er development of the Ptpri wes 
influenced' by other instruments, end by the necessity to edapt it ·to 
various situations. · 

The earliest ercheeo1og1ce1 evidence of the Pipe 1s as follows: 

a) Fresco from en enc1ent grave of the Eflst Han Dynasty (AD 25 
- 220) tn Lteo Yang. (9) 
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b) Pottery figurine in the Wu Dynasty (AD 222-280) in the .. ··­
Po 1 ace Museum. ( 1 O) 

THE RELATIONSHIP BETWEEN THE PIPA AND EARLIER INSTRUMENTS 

There were in fact about seventy ancient instruments that appeared 
before the Pi pa. ( 11) For example, twenty-nine instruments are ref erred 
to in Shi .. ling, an ancient collection of poems apd songs of the Zhou , 
Dynasty ( C. 1100 - 771 BC): 

1) Twenty One Percussion Instruments. 
Gu, flt. , Ben Gu, Ving, Tian, Xien Gu,"iGu, Tao, Zhong, Vong, Nen, 
Zheng, Qing, Fou, Va, Zhu, Vu, .He, Luan, Ling end Huang. 

iO Six Wind Instruments. 
Xiao, Guan, Vue, Xun, Chf and Sheng. 

iii) Two Plucked Instruments. 
Qin and Se. 

' ' 

The. existence of percussion and wind instruments can be identified 
from the earliest times. Archaeological evidence shows that as early as 
4000 BC, fl range of wind instruments was played. These instruments 
include those made with one to five finger holes and demonstrate that they 
were constructed and played on the basis of considerable· knowledge o( 
interval, scale and pitch. ( 12) 

The ancients took a long time to form the fundamental concept of the 
Chinese scale and pitch. The following diagram shows the changes which 
were applied to the Xun, fl simple wind instrument. ( 13) 



I. 
-1 
I 
I 
I 
1· 
I 
I 
. 1 
I 
I 
I 
·1 
I 
I 
I 
·1 ,, 
.1 
I 

5 

One Hole Xun. 

8ra - - - - - - - - - - - - , 

@ e e 
e 

Two holes Xun in the clty of 
Xtng Cun . 

#0 
§ 4'0 

0 

Five holes Xun in the c1ty of 
Hui Xion. 

0 

I 

I 
Q -e-

c I 
Two holes Xun in the city of 
Vi Jing. 

I 
..... Production of these 
notes difficult. 

It appears that the musical development of early wind and percussion 
instruments began to evolve in two different directions, as ensemble 
playing and solo playing. A brief discussion of ensemble playing and solo 
ploying would serve to show the relat1onsh1p between percussion 
instruments, wm.d instruments and plucked instruments 

Most ensemble instruments were percussion instruments, such as 
the Bi an Qing and the Bi an Zhong. Aft.er the Zhou Dynasty ( 1100 - 771 BC), 
the skills in casting copper were perfected. Accordingly, construction of 
bells had developed· from pottery to copper, which enabled an organized 
group of different p1tches to be obta1ned. The size of the 1nstrumental 
group was enlarged gradually. For example, the bell group of Duke Zhong 
How Vi, is the largest collection of _instruments found, and was recently 
excavated from an ancient tomb (Duke Zhong How Vi died in 433 BC, some 



I 
I 
I 
I 
I 
I' ,, 
·1 ,, 
I' 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 

0 

2400 years ago). ( 14) The bell group was composed of sixty-flve bells, 
suspended on three beams of a huge frame that was 10.79 metres in length, 
and 2.67 metres in height .. and had over five octaves. Each bell has two 
notes. and S1Xt1.1-f1Ve bells were orqarilzed toqether to make an ensemble. ·- .... ._ 

( 15) This direction of development appeared in the early stage of 
instrurnenttil history, and reached its zenith in development during the 
time of the Zhou and the Qin Dynasties. ( 16) Although, this method is 
used at the present day, the second direction of development became more 
prominent because of its musical charm. 

Tr1e emergence of solo playing began with wind instruments, such as 
the Xun 1 Xiao and Sheng. The principle was that one instrument produced 
many notes, ei principle of course teiken for granted today. However, Hs 
evolution in ancient times was slow. 

The above two elements of historical evolution also influenced the 
development of plucked instruments. Firstly, the shape and resultant 
resonance of percussion instruments influenced the development of U1e 
shape of the Pipa. Secondly, the capacity of early wind instruments to 
produce up to ten notes by means of eiddHional finger holes encournged 
makers of stringed instruments also to extend the range of such 
instruments. 

In the elementary stage, the plucked instruments only played open 
strings. New strings were added gradually. For example, the Zheng 
increased to twelve strings in the Han Dynasty (206 BC - AD 220), 
thirteen strings in the Tang Dynasty (AD 618 - 907), and fifteen or sixteen 
strings in the Qing Dynasty (AD 1644 -1911). ( 17) However, the Qin, 
the most common plucked instrument in ancient China, stopped at seven 
strings when another method of playing was discovered. ( 18) The 
ancients divided one string by using fingers to produce multiple notes. 
This meHrod greatly helped the Qin to be developed, and also provided a 
model from which other new instruments emerged. 

In the Han Dynasty, another innovation was the placement of marks on 
the outer side of the Qin's belly to show the positions of the main notes. 
( 19) These marks were called the Hui. Eventually, thirteen marks were 
fixed 1 and remain to the present day. The Hui showed the positions of the 
ma1n notes, and later tndicated the pos1t1ons of the secondary notes 1n 
the Qin. There is a close relationship between the Hui and the fret. The 
Pipa ·was the first instrument in Chinese history which used frets. 
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In later periods in history, when scholars talked about the Qin Pipa 
and the Han Pipa, they often compared the volume of the bodies to show 
the difference of these two instruments The Han Pipe generally had a 
bigger body and vvooden be 11 y. The Oi n Pi pa had a leather be 11 y, and 
was sti 11 ea 11 ed the Qin Han Zi . Some structuro l resemb l once con be seen 
between the two ancient Pipes and the present day instruments such as 
the San Xi an, Ruan and Vue Qin. 

Du You mentions in his book To.l'!g [Jitt.tl written during the time from 
AD 766 to 80 l that" ... the Qrn Pipa is stlll called the Qin Han Zi. It has a 
round body and a smaller neck, and was thought to have come from the 
Xian Tao in ancient times. It is played in the ensembles of Qing Vue to 
the present dey." (20) \"/u Shi Nen states in The Prose at the Pipe in 
the earlier time of the Tang Dynasty that " ... I learnt from the previous 
hi stori ea l records, this instrument originated from the Qin Dynasty. It 
was developed in the Hen Dynasty." (21) Duan An Jie claims in The 
t/iscell8n18s of ft1e Ft1 (he completed this book in AD 894) that " . .. the 
Ptpa was from tt1e Wu sun princess, and was played travelling on the 
horse." (22) 

From the above material we can see that Fu Xuan's record of the third 
century AD was a main source being quoted and reported by later scholars. 

Ttrn prior musical development. was n1e basis for the birth of t~1e Qin 
Pipa and the Han Pipe. The changes in, and the development of the Pipa, 
ctin be trnced from its eerliest eppeeircnce from encient times through 
the following chart. 
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Origtnal percuss1on The knowledge of ancient Simple wind 
instruments. 1nterva1, scale and pttch. instruments. 

Ensemble 

The eppeenmce of hollow 
body percussion 1nstruments 

The Q1n P1pa came from _ 
"percussion instrument, 
end was plucked w1th 
fingers. 

The Qin st~pped et seven 
strings, end was develo­
ped by another method. 
Also the Hui appeared. 

Solo 

The eer11est plucked 
instruments. Ancients 
only plnyed the open 
str1nQs. 

The Zheng end Se 
added new str1 ngs · 
to extend the nmge. 

The Hen P1pe has four strings end twelve 
frets. It 1s pleyed on the lep in a horizontal 
pos1t1on. 

THE SECOND TYPE OF PIPA: THE CROOKED-NECK PIPA AND THE 
FIVE-STRINGED PIPA 

The second type of Pipa came to the central plains from the Western 
Region 1 n northwest Ch1 ne around the fourth century AD. 

' 

The ear11est references to the second type of P1pa 1n Chinn are found 
1n The Record of the Wei Dyn6sty and The Record of the S11/ Dyn6st.v. 

The Record of. the Wei Oy116st11 (AD 386 - 534) ment 1 ons that •. . . 
since the Emperor We1 Te1 Zu conquered the force of the ktng Feng, he 
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Q81ned the mus1c of Shu Le, and An Guo [two smaller countries in the 
Western Region], elso some pleyers from the Western Region. The Shu Le 
music includes twelve players emd e1ght 1nstruments, such es the Shu Kong 
Hou, the Crooked-neck P1pe, the F1ve-str1nged P1pa, 01, X1ao, Guan, ,Le 
Gu, Vao Gu, Jie emd Ji Lei Gu. The f'l11sic of Y11t1n Li Si Rong, The /"lusic 
of Y11n "'lie, and The /'lusic of Stilt were the pieces of music which were 
played by the ensemble. An Guo music used the Sho Kong Hou, the 
Crooked-neck Pipe, the Five-stringed Pipe, 01, Xiao, the double P111, Zheng 
Gu, He Gu, the cymbBls, Pi Li, the small Pi Li, Teo Bi Pi Li, Qi Gu tmd Den 
Gu. Eighteen players performed Ge Ji J'i and JJlu"'li .fi ." (23) The 
Record of the s11101111ast11 (AD 567 - 616) states that " ... the mus1c of X1 
Liang or1g1nated from the Gu1 Z1 mus1c (Gut Zt W8S enother smaller country _ 
in the Western Region]. In the re1gn of Emperor Fu Jitm, Lu Guong end Ju 
au Meng )(un controlled en erea neimed Lieng Zhou, end they called this type 
of music the Qin Han J1. Later, the Emperor Wet Tai zu unified this erea, 
and he changed its name to the Xi Li~ng music. Until the Wei (AD 366 -
534] and the Zhou (AD 557 - 581 J Dynasties, the Xi Lieng music es er 
national-art was played in the palace. The Crooked-neck Pipfl end Shu 
Kong Hou came from the Western Reg1on, and were not the Chinese 
tradit1onal 1nstruments. The pieces of music were composed 1n the Western 
Region, find were different from the Hfln and the Wei Dynasties' music." 
(24) 

It has been recorded that the Crooked-neck Pi pa reaGhed southern 
China in the middle of the sixth century. The Old Record of the T611g 
ounastu ment 1 ons that in AD 551, ". . . Huo Jen persuaded Pen Vong, to 
br1ng wfne and the Crooked-neck Pipe and to pay a formal v1s1t to the king 
J1an Wen, 1n order to seize the opportunity to 'kfll him." Th1s 1s the 
eBrliest historical record of the Crooked-neck Pipe in southern Chine. (25) 

The earliest archaeological ev1dence of the existence of the second· 
type of Pipe can be identified in two frescos of the northern We1 Dynesty 
(AD 366 - 534) tn the Dun Huang Grottoes. (26) 

It cen be concluded thot the second type of Pipa origineted from the 
Western Region, which included two instruments, the Crooked-neck Ptpo 
ond the Five-stringed Pipa. These instruments had half pear-sh8ped 
hollow bodies, and were plucked by meBns of plectra. The second type of 
Pipa has four frets, ond was played in a horizontel position. (27) _Before 
the second type of Pfpa entered the Central Ple1ns, these 1nstruments hed 
been developed as the sophisticated instruments which were played 1n 
their own en~embles with other instruments of the Western Region, such 
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as the Shu Kong Hou, Da La Gu, Yao Gu, Ji Lou Gu, Pi Li and the cymbals. Therewith, the 
players of the second type of Pipa came from the Western Region.· The second type of Pipa 
reached northern China around the fourth century AD, and was introduced to southern China in 
the middle of the sixth century AD. Since these instruments entered the Central Plains, part of 
their names were borrowed from the Chinese traditional plucked instrument, such as the Pipa; 
and part of their names came from their own characteristic in the instrumental shape, such as 
the crooked neck and the five strings. 

THE WESTERN REGION AND ITS MUSIC 

The Western Region, located between ancient China, India and Persia, played an important 
part in the development of the Crooked-neck Pipa and the Five-stringed Pipa. 

The music from Gui Zi, a state in the Western Region, has greatly influenced Chinese music. 
The Record of the Tang Dynasty claims that " ... the palace musicians that always played 
seated, only played Zi music. Because the Pipa was the main instrument in the ensemble, Gui Zi 
music was still called Pipa music." (28) The Record of the Western Region from the Tang 
Dynasty records 1hat " ... Gui Zi music was more successful in the Western Region".(29) 

According to the opinion of certain Chinese researchers, there were two cultural centres 
which played important musical roles at that time. One centre was called the ancient He Tian, 
located in the south side of the Tian mountain system, which was dramatically affected by 
Indian music. Another centre was called the ancient Gui Zi, which was located on the north side 
of the Tian mountain system, and which later was influenced by ancient Persian forms of music. 
(30). Contemporary researchers faced, however, with certain difficulties, 'since the smaller 
countries in the Western Region were destroyed long ago, and most historical records lost. 

According the Chinese historical records, Chinese diplomats made several journeys to 
ancient Persia and India through the Western Region. The Historical Record claims that 
' ... Emperor Liu Che of the Han Dynasty [206BC -AD220] sent a mission to Persia [An Xi]. In 
response to the visit of the Chinese diplomats, two Persian magicians were sent to the Central 
Plains by the Persian Emperor. Emperor Liu Che and his officers were surprised with their 
performance techniques, and their faces which were so different from Chinese.' (31) 
Professor Fan Wen Lan points out that ' ... this is the earliest historical record of white man in 
China.' (32) The Record of the Sui Dynasty states that ' ... Emperor Han Ming Di sent Cai Yin 
and Qin Jing to India [Tian Zhu] to seek knowledge of Buddhist scripture [in AD 65].' (33) The 
Record of the Sui Dynastyalso mentions that ' ... Buddhism was spread in the Central Plains in 
the East Han Dynasty [AD25 - 220]. Chinese scholars obtained some foreign books from the 
Western Region, which were called The Book of Brahman. Only fourteen letters were used, 
the language used in these books were different from Chinese characters.' (34) The Record of 
Southern Qi Dynasty reports that ' ... according to the principle of language used in The Book of 
Brahman, Shen Yue, Xie Yao and Wang Rong invented the four tones of classical Chinese 
phonetics.' (35) Professor Fan Wen Lan states that ' ... up to the fourth century, Buddhism was 
widespread both in the north and south China'. 'The invention of four tones of classical Chinese 
phonetics was greatly influenced by the Indian language. Based upon this invention, Chinese 
poetry was greatly developed.'(36) 

Historical records on specific contemporary musical relationship between ancient China, 
India and Persia are often sketchy. Nevertheless, some information about this is provided: 

',~·-
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1) The Record of the Sui Dynasty states that ' Indian dance and music began to be 
performed in the Central Plains when Duke Zhang Chong Hua occupied Liang Zhou [AD346 -
353]. Some male dancers played in the Duke's palace.' (37) Professor Miao Tian Rue points 
out that ' ... according to the historical record, communication between Duke and these Indian 
dancers was difficult, and they had to draw support from four different local 
languages. '(38) 

2) The Record of the Tang Dynasty states that when Emperor Sui Gao Zu first unified the 
Central Plains, he ordered that music from different neighbouring areas (both within and 
without China) be performed in court. To this end, players from these areas were engaged. 
In addition to the imperial court musicians already established, other players were brought 
from six other areas. These were Qing Shang music from. southern China; An Guo and Gui Zi 
music from the Western Region; Wen Kang music belonging to a family of the Jing Dynasty; 
and also Korean and Indian music. So in total, there were then seven different types of 
performers in the employment of the Suit Court. (39) Professor Yang Yin Liu states that 
' ... some of the instruments used in the Tang Dynasty belonged to ancient India, some came 
from ancient Persia, and some of those were traditional Chinese.' (40) 

3) The Record of the Tang Dynasty claims that ' ... the Crooked-neck Pipa was played in 
Indian music.' (41) 

4) The Record of the Western Region from the Tang Dynasty records that ' ... Gui Zi 
language was somewhat similar to Indian, and Gui Zi music was more successful in the 
Western Region'. (42) Professor Yang Yin Liu states that ' ... one may infer that Gui Zi 
music was more influenced by Indian music.' (43) 

5) The Record of the Tang Dynasty reports that ' ... the Crooked-neck Pipa and the Five­
stringed Pipa were played in Gui Zi music.' (44) 

6) Bi Ji Ling Zhi quotes from the annotation of Zhen Yu's poem Jing Yang Men that 
' ... Emperor Tang Ming Huang Composed a piece called Yi Shang Yo Yi in which he borrowed 
the source material of music from a piece called The Music of Brahman.'(45) 

The earliest archaeological evidence of the existence of the second type of Pipa in the 
Western Region was unearthed in the form of a pottery figure shown playing the Crooked-neck 
Pipa in He Tian. Another appeared in a fresco in Ky Che showing the players with the second 
type of Pipa. However, these two earliest archaeological evidences have been taken out of 
China by two foreigners. (46) 

It can be concluded that the Western Region was greatly influenced by the Indian and Persian 
ancient civilisations at that time, although these regions later came under Chinese control. 
Before music of the Western Region moved to the Central Plains, the second type of Pipa was 
used at that time. Earlier exchangl;!s of different musical traditions began in the Han Dynasty, 
although cultural interaction between the Han people from the Central Plains and other ethnic 
groups from the Western Region was limited. The two musical traditions existed largely 
independently. 
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THE CENTRAL PLAINS AND ITS MUSIC 

The Record of the Sui Dynasty mentions that " .. .the Tian Zhu music orginated from the Liang 
Zhou. When Zhang Chang Hua was the king [AD 346 - 353]. some professional male dancers and 
singers were sent as tribute to Liang Zhou. They were accompanied by a Tian Zhu ensemble, 
which used the Crooked-neck Pipa". (47) It is also reported that " ... Lu Guong destroyed Gui Zi, 
and obtained Gui Zi music. It included twelve players and used the Shu Kong Hou, the Crooked­
neck Pipa, the Five-stringed Pipa, Sheng, Di, Xiao, Pi Li, Mao Yau Gu, Du Xian Gu, Yao Gu, Jie 
Gu, Ji Lai Gu, the cymbals and Ju". (49) following the death of Lu Guong, Gui Zi music was not 
preserved at that time, but was later re-established during the Wei Dynasty. Tong Dian, the 
official record of the Tang Dynasty states that " ... Gui Zi music was lost, but later became re­
established, and was performed as court music, which used the Crooked-neck Pipa". (50) The 
Record of the Tang Dynasty mentions that " ... since the time of the reign of Emperor Xuan Wu 
of northern Wei Dynasty [AD 386 - 534], the music of the Western Region had become popular 
because its sound was powerful, and was played by the ensemble, including the Crooked-neck 
Pipa and the Five-stringed Pipa, Shu Kong Hou, Hu Gu, the cymbals and Da Sha Lu". (51) 

At that time, many musicians came to northern China from the Western Region and founded 
successful generations of professional musicians. The Record of the Tang Dynastystates that 
" ... their music was so strong, so powerful, yet it was impossible to understand the meaning of 
their songs, because they used their own language." (52) The Record of the Sui Dynasty 
records that " ... in the time of the north Zhou Dynasty [AD557 - 581 ], the king Ti Zu captured 
musicians from Gao Chang, another smaller country in the Western Region, and he ordered them 
to perform at his banquet. The king Wu Di was married [in the March of AD 568], and his queen 
came from Tyjue. Tujue had been visited by many musicians from Gui Zi and Kong Gua". (53) 
In one particular case, a famous Gui Zi player of the Crooked-Neck Pipa, named Sujiva with 
other players were brought to northern China by the queen. The Record of the Sui Dynasty 
mentions that " ... Sujiva was an expert in Hu Pipa [the Crooked-neck Pipa]. Zhen Yi, a musical 
scholar learnt from Sujiva's music, and found that there were seven notes in a scale, so Zhen 
Yi studied from him. Sujiva said, 'My father was a famous instrumentalist in the Western 
Region, and I studied the Pipa with him, using seven notes in a scale.' Later, Zhen Yi compared 
this scale with a Chinese traditional scale, and translated it into Chinese." (54) 

Historical records describing musical activities of another dynasty of the Central Plain, the 
north Qi Dynasty (AD550 - 577), stated that court music consisted mainly of music from the 
Western Region, such as Gui Zi and Gao Chang. The Crooked-neck Pipa and the Five-stringed 
Pipa were played in the ensemble. The Record of the Sui Dynasty reports that " .. .in the time 
of the king Wu Chen [AD562 - 565] and the king Hua Zhu [AD565 - 576], the music of the 
Western Region spread extensively. The king Wu Zhu indulged in this type of music all the time, 
so much so that he gave titles and land to some musical players, such as Cao Mio Da [the p!ayer 
of the Crooked-neck Pipa], An Mo Rue and An Ma Ji." (55) 

An Admonitory Talk of Yan, a record of that period mentions that a literati of the north Qi 
Dynasty had said, " ... I have a son, seventeen years old, who studied early Chinese traditional 
culture before. I then asked him to study the language of Xian Pi and skill of the Hu Pipa. In 
only a short time, he was appointed to a good position because of this, and a higher official liked 
him very much, so one day, perhaps my s~n will be appointed another higher position." (56) 
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Liang Zhou was in northwest China, between the Central Plains and the Western Region. The 
second type of Pipa appeared there for the first time in China. The Record of General History 
mentions that • ... five smaller dynasties were built in Liang Zhou early or later [from AD 386 -
581 ], and the governors were from Hun or Xian Pi nationality." (57) The Record of the Sui 
Dynasty states that the governors in Liang Zhou, such as Lu Guong and Ju Qu Meng Xun, both 
" ... obtained the Western Region music from war, including many musicians with instruments 
and pieces of music". Later, this type of music moved into the north of China, since " ... the 
Emperor Wei Tai Zu unified this area, and he changed its name to the Xi Liang music.• (58) 
Tong Dian from the Tang Dynasty claims that • ... the Emperor Ei Xuan Wu preferred the 
Western Region music, the Crooked-neck Pipa, the Five-stringed Pipa, Kong Hou, Hu Zhe, Hu Gu, 
the cymbals and Da Sha Lu were played together with the Hu dance. The sound was incredibly 
powerful.• (59) The Record of the Tang Dynasty reports that " ... in the Zhou [AD557 -581] 
and the Sui [AD589 - 626] Dynasties, the ensemble music all came from the Western Region, 
and also dance music was Gui Zi music." (60) The Record of General History mentions that 
" ... since the fourth century, Xian Pi nationality was the main minority group in China. Most of 
the heroes came from this group, and compositions from the Han nationality were 
replenished. "(61) 

In summary, the following conclusions can be made with regard to the early development of 
the Pipa. The Pipa is a traditional plucked instrument, and originated from two separate 
precursors. The first type of Pipa consisted of two major forms, the Qin Pipa and the Han Pipa. 
According to the historical records, the first type of Pipa appeared in ancient times [about 214 
BC - 105 BC]. the Qin Pipa was an embryonic instrument and was developed from a percussion 
instrument called the Tao Gu. The Han Pipa was based on other older plucked instruments, such 
as the Qin, Se, Zheng and Kun Hou. The second type of Pipa originated in the Western Region. It 
came to northern China around the fourth century AD, and was introduced to southern China in 
the middle of the sixth century AD. This kind of Pipa had two major forms: the Crooked-neck 
Pipa and the Five-stringed Pipa. 
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CHAPTER TWO 

THE DEVELOPMENT OF THE FIRST TYPE OF PIPA 
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In the J1ng Dynasty (AD 265 - 316), Sun Gel's The Prose oi the 
Pipa records in detaH the mode of construct;on of thls instrument 
et the Ume. He sta.tes that the best material for mek1ng the P1p~ 
was the tung wood grown in the north of Den Zi, end the best time 
for felling the tree was in the Spring. Usually, e tell emd greceful 
tree was chosen. The experienced technicians then begen to meke 
the _ Pipa, carving the intricate internel structure, and edding 
beautiful external decorations. The Pipa's strings made of s11k 
from Dai Gu [Shan Dong province], were of various sizes. The 
thickest string was at the same p1tch as the Gong note, end the 
thinnest string was in Y11 note. ( 1) It i_s evident that in tuning of 
the first type of Pipa there were four different notes, w1th a 
maximum range of a major sixth, from Gong note to Yil note in the 
Chinese flve note scale. 

The earHest ,Pi pa was an accompanying instrument, played 1n 
the ensembles of Xieng and Ge w1th other instruments, such es· the 
Qin, Di, Zheng, Sheng, and J1e. >Ueng and Ge, was a musical ert 
form consist;ng of ancient dances and songs. The Record of the 
,..ling Pynasty mentions thet Xiang and Ge orig1neted in the Hen 
Dyansty. (2) The Record of the Song fJynasty states that " ... 
in the Wei [AD 220 - 265) and the Jing Dynasties, a music1en called 
Sun, knew a lot of the traditional pieces of mus1c. Other 
musicians played w1th him, one being Song, a percussionist who 
performed on the Jie. Its function was to keep the tempo. Chen zuo 
sang the song, Lie He played the Di, Hao Suo plucked the Zheng, 
and Zhu Sheng played the Pipe. They created new sounds which 
were quite different 'from other groups." (3) Another h1storice1 
record The Collection of Poetry - Y11e Fil mentions that " ... 1n the 
time of Wang Zeng Lu l.AD 426 - 4851, the ensembles of Xieng and 
Ge included several instruments, such as the Hu, Jie, Qin, Sheng, 
Pipe, Zheng, Di, and Se." (4) 

SOLO MUSIC 

In AD 316, the West Jing Dynasty (AD_ 265 - 316) wes 
destroyed by f1ve m1nor1ty groups who rose 1n northern China, end 
the Et1st Jing Dynasty (AD 317 - 420) was rebuilt in southern Chine. 
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Xiang and Ge mixed with the folk music of southern China, whi eh 
beceme Qin Sheng music. Qin Shang music wes popul er in southern 
China from this time. Solo works for the Pi pa now began to appear. 
Tile 11iscel/8nies of Yt1e Ftl of the Tang Dyne.sty mentionsthat " ... 
B8l Sll81i§ S8ng was a solo piece for the Pipe .. It was played by Fen 
Hu a, Shi Bao, and X i e Shan g." ( 5) From an an c i en t pi e c e of poetry, 
Bel Sll81i/J .. ~el1g, the spirit of this song may be perceived: Luo Fu, a 
young rnarri ed woman v·,1es very beautiful Y.li th many men courting 
her attention. A high off1cel wanted to lure her with position and 
money. But Luo Fu spurned his advances. (6) This moving story 
is still told in Chine, although the music was lost a long time ago. 

Sun Gai's Pros·e of tile Plp8 describes the method of playing 
the first type of Pi pa. He writes " ... two hands pl eyed the Pi pa as 
the 1i g h t w i n d b l o v·t i n g the s t ri n g s. An and /Vien [two f i n g e ri n g 
names in the 1 eft hand] made the sound move up and down. The 
folk music from Qin in northern China was impassioned, and Li Van 
Nian, e court musician [Han DynastyL excelled in complex 
composition and performance techniques. There was a regular 
tempo, sometimes slow, sometimes with rapid note movement. 
This tempo remained constant throughout the piece. In 
performance, fortes and pianos were never exaggerated and always 
controlled by the player. The Ltl81i [a traditional music form] was 
used towards the end of music, to c'reate excitement, imitating 
such things as galloping deer, and rainstorms with 1 i ghtni ng and 
thunder." (7) Tile Record of tile HelJ D,yncst,y, Tile Hlstoric8l 
Record, and Tile Record of tile ..ling Dynasty comment upon Li Van 
Nian, e court musician in detail. Li ~tles born in Zhong Shan, and 
·was given a good musical education by his family. When he was 
young, he was sent to the pal ace as a eunuch. Later, his sister 
Madame Li became a f evourite of Emperor Han v·lu, because of her 
excellent tecf'mi ques in dance. Li Van Ni en and his brother Li Guang 
Li benefited from this. Li Van Ni an was appointed es a 1 eeder in the 
court musical organization Vue Fu, and his brother was also 
eppoi nted to e high position in the army. Li Ven Ni an composed end 
rearranged nineteen ...liao ... 11 Songs- and twenty eight pieces of 
music for Gu Chui (court wind ensemble). After Madame Li died and 
her brother Li Gueng Li surrendered to the Hun after he was 
defeated in war, Li Ven Ni an and his whole f arnil y were ki 11 ed in 90 
BC by Emperor Han Wu. (8) 
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Other pieces were colourful. " ... some of these came from 
Dai Zong [Shan Dong province] and Chu [Hu Bai province], some of 
these were _arranged from Jing Ju's song [e court singer in the Han 
Dynasty]. An anci·ent piece of music Gt18ng Ling, was included in 
compositions played on the ancient instrument, the Qin." (9) 
Gtl8ii,g L Ing describes a story of the assassination of the Emperor 
Han by Nie Zhen in the times of Y./arri ng States (475 -221 BC). Cai 
Vong mentions that Nie Zhen's father was killed.by the_ Emperor Han, 
since he could not finish on time a work which had been assigned to 
him. Nie Zhen then concealed his identity, and studied the Qin [a 
plucked instrument] for ten years. His manual skills enabled him 
to gain a favoured position close to the king, and whilst playing 
the Qin for the Emperor Han, he took a sword out from inside the 
instrument and ki 11 ed the king. ( 10) A carved stone from the Han 
Dynasty describes this story. 

PERFORMERS 

A few players of the first type of Pipe have been reported by 
historical records. - Fortunately, references to Ruan Xian, Zhu 
Vuan, Farl Hua, Xie Vi, Sun Fang, Kong Wei and Zhang Vin Song, the 
representative figures, have been included in historical sources. 

1) Ruan Xian, 

Ruan Xia11, who called himself Zhong Rong, was born into a 
musical family in Chen Liu (He Nan province), and lived in the 
times of the Wei and the Jing Dynasties. The Record o.f 
the ...ling f'J...l//'Jt!sty mentions that R~an Xian's uncle, Ruan Ji, 
was an expert in the Qin. ( 11) When the Jing Dynasty (AD 265 
- 316) took over from the Wei Dynasty (AD 220 - 265); seven 
scholars: Ruan Xian, Ruan Ji, Ji Kang, Xiang Xiu, Shan Tao, Lfu 
Ling and Wang Jie, refused to work for the new government. 
Angered by the transfer of political authority, they withdrew 
from society concentrating instead on playing-the Qin end the 
Pipe, in order to divorce themselves from the reality of their 
si tu at ion and to avoid the suppression whi eh was occurring at 
the time. Later, these scholars were called Tile Seven 
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.Persans at Virt11e . ( 1 :2) San Cai Tt1 H11i from the Ming 
Dynesty (AD 1368 - 1644) cle1ms thet " ... Ruen X1en widened 
the Pipe body, end added the thirteenth fret to extend the 
range." ( 13) Recently, there has been dtscovered en enc1ent 
wall-relief on a greve of the Jing Dyansty; tt notes two words, 
"Ruan Xian", and shows some indicauon of both the form of the 
first type of Pipe, end its usage. It is interesting to note thet 
four note-holes were added in the b~lly. ( 14) 

ii) Zhu Vuen (AD 435 - 460) 

The Book oi the. Sat1/hern Qi ounastu mentions that " ... Zhu 
Vuan was born in He Nan, and ~es en excellent Pipa player. 
The prince Xiao Ze eppreciated his music, end presented e 
special Pipa to him with gold and silver inlets. One day, Zhu 
Vuen, as a guest:' played /'ling ... 111n /"h1sic on the Ptpa in a 
banquet; another Pipa playing scholar, Shen Wen Jt, scorned 
the musicians and shouted, 'I am not a musical servant et e 
benquet.' As this wes extremely foolish, Zhu Vuan continued 
his performing." ( 15) 

iii) Fem Hue (AD 398 - 443) 

Song BaoJ: reports that" ... Fan Hue wes born tn Shun Vang, a 
· short person, fat, end derk 1n eppeerence, end wes en expert 

Pipe player. At a court benquet, the king wanted h.im to pley, 
but Feng Hue pretended not to know th1s, until the k1ng sa1d to 
him, 'Fen Hue, I will sing, and you will play the P1pa with me.' 
Fan Hua had to play, but ceased playing, -·as soon as the king 
finished his song." ( 16) 

iv) Xie Sheng 

The BoaJ: oi the ._ling ounr!Jsty records that " ... X1 e Sheng was 
the son of Xte Kun, end wes a proficient musicien, 
specieltstng tn the Pipe.'' (17) Shi Sh110J·~n r11 mentions 
thet " ... Xie Shang's Pipe pleytng wes beautiful end full of 
vartet1on." ( 16) 
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VARIOUS NAMES FOR THE FIRST TYPE OF PIPA 

,. As 'recorded by three d1fferent h1stor1cel records, the neme, 
"Qin P1pa" and "Han Pipe" were changed to "Ruen Xhm" and "Vue Qin" 
et1rly in th~ Teng Dynes~y: 

1) Tong Dien from the Teng Dyensty (AD 61 B - 907) cleims 
that " ... 'the Ruem ><ien was the seme instrument es the Qin 
Pipe. In the time of Queen Wu Hou, Kuei Leng found e copper 
instrument from en ancient grave, which was the st1me es 
Ruen Xian·s instrument, described by an ancient picture ,celled 
The Se~en Persons of Virtt1e . In the beginning, no one knew 

, einyth1ng about this copper instrument, but Vuen Xing Chang 
said, 'It was played by Ruan Xien.' end ordered workers to 
construct such en instrument from wood. The result weis a 
beautiful sounding instrument." , ( 19) , 

ii) The Sat1rce is another record from the Tang Dynasty in 
which Liu Xiao Sun writes, " ... When Vuan Xing Cheng [AD 652 
- 726) was in the position of Tei Chang Shao Qing, someone 
obtained a copper instrument from an ancient grave. It wes 
simller to the Pipe, but had B round body. This instrument was 
taken to Vuan Xi an Chang, who commented, 'It was made by 
Ruan- X1an.' and asked workers to copy it in wood. The sound of 
the wooden instrument was beaut 1 f ul. Vu an Xi ng Cheng had 
difficulty in choosing e name for the instrument, but 
suggested, 'Ruan Xian es a temporary name because Ruan Xien 
was e person of virtue. It can also be celled , the Vue Qin, 
because 1ts shape 1 s the same as the moon [Vue)."' (20) 

iii) The NeJoJ·' Record of the Tang Dgnastg from the Song 
Dynasty (AD 960 - 1127) hes e similar record. It is be11eved 
thet this record may have quoted from Tong Pian end The 
So11rce. (21) 

From early in the Teng Dynasty, the name of "Ruan Xian" and 
"Vue Qin" gradually repleced the name of "Qin Pipa" a~d "Han P1pa". 
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However, only the common nei:ne, Ruan Xian wes hended down to the 
present dey, and was ~1mp11f1ed to "Ruan" in the twentieth century. 
"Vue Q1n" beceme e neme of another plucked instrument pleyed 1n 
some Chinese dreme ensembles, end since the 1960's hes ' 
sometimes been used es e solo instrument. 

Some do_ubt regarding these historical records was reised 1n 
1957 by a Japanese mus1colog1st L1n Jian San. In Rese6rch in 
Asi6n lnstrt1ments he states that " ... there is no proof for the 
assertion that th1s copper instrument was_ unk-nown before 1ts 
discovery in an cmcient greve, 'if this instrument wes popular 1n 
China." He then mentions that " ... I understand that this copper 
instrument had many d1fferences from the Qin Pipa, and that 1n the­
beginning, there were some different points· of view on th1s 
subject. However, Vuan Xian Chang's author1tat1ve explanetion 
f1nelly persueded other musiciens to believe it wes e reformed Qin 
Pipe. I prefer another explanation: that the reformat1on of the Qin 
Pipe ·occurred in the Teng Dynasty (AD 618 - 907L end Tang­
techn1cians named this reformed instrument after e person's neme 
of the Jing Dynesty (AD 265 - 316)." (22') 

Two questions arise from Lin Q1an San's statement:. firstly, 
why did no one know of this copper 1nstrument; end secondly, when 
was the first type of P1pa altered? No enswers hav.e been found 
since the publication o( his book in 1962, and\~hi:r!.~~~ ~l!!.~s-~~9logist~ 

·!still lack 'sufficient infor~atlon t6; clear1y;:;· 1sol~e the sec~l1<l- ~f 'I.in 'Sl 
ques-t1ons:-· rh1 s "present study,-ho-wev'er~ -at te-m-pts ._to ans-we-r-- the -- ----- ---- -
first ·of Lin's questions in the following manner: 

' -
1) There is e statement in the original historical records: "the 
copper instrument 1 ooked 11 ke the Pi pa." but whl eh Pi pa? The 
comparison may refer to the f1rst type of Pipe or second. The 
writers of the above historical records did not meke this cleer. 

ii) Lin Qian San end other researchers believed that the 
comparison referred to the f1rst type of Pipe. 

I L. - ~ 
iiO!J!iis present study disagrees with Lin Qian San~"S· 1_·. -~ 

\conc~usion for [ \the following f 
- - --- -,r - -
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reasons. Firstly, let us look at these historical records 
carefully, for example, "the copper instrument was 
s1milnr to the P1pa 1 but had e round body." (23) It 
therefore follows that the Pipa referred to did not have e round· 
body. Whi 1 e 1 t is the time that the f1 rst type of Pi pa 
underwent memy chemges, its body alwflys retained the round 
shape. It follows therefore that these records must refer to 
the second type of Pipe which hed a helf peer-sheped body. 
Secondly, it should be noted thet the copper instrument weis 
found in the eerly seventh century AD. The governers of the Su1 
and the Tang Dynasties were of Xian Pi group, eind es previously 
pointed out, five. m1nor1ty groups destroyed the po11t1cel 
power of the Hen net1onality in northern Chlna. . They then 
brought the Western Region's music into northern China, end 
Chinese trad1t1onal music moved into southern Chine where 1t 
developed. The officers and musicians of the Temg Dynasty 
would have been more familiar with the second type of Pipe 
than the first, emd historical records show that when the 
Emperor Sui Veng obtained the Qi ng Sheng music from southern 
Chlna in 'AD 581, he told his officers that o·nly this music W6S 

tradit1cine11y Chinese. (24) The NeJ·J·' Record of the Tang 
Pynasty mentions that the Ruan Xian wes played in the court 
orchestra after the middle of the Tang Dynasty (AD 61 B - 907). 
(25) From this background informati9n; O!leJ may infer theit 
,when the copper instrume~t was found, the officers and 
musicians of the Tang Dynasty compared it favourably w1th 
their plucked instruments (the second type of Pipe). Yuen 
Xian Chang's research mentioned the relationship between 
these different instruments: The Ruan Xian was the Qin Pipe 
used by Ruan Xhm, and this instrument wes different from the 
Crooked-neck Pipei end the Five-stringed Pipe. 

MIGRATION OF THE PIPA TO JAPAN 

Chinese culturel heritege bears w1tness to the popularity of 
the first type of Pipe, but 1t 1s impossible to see en euthent1c 
eincient Ruan in the present day. The Ruan 1s widely used in the 
twentieth century, but most of the instruments now used were 
made between the 1950's end the 19BO's. Ancient Ruans heve not 

. -
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been discovered by Chinese archaeologists. 

Ame2i ngl y, two ancient Ruans and some other instruments 
from the eighth century AD are preserved in Japan. (26) Lin Qi an_ 
San reports in Resesrcli in Asian ll1str11ments, " ... In 1948, I was 
fortunate to have the opportunity to research these -vel uebl e 

1 ' 

ancient Asian. instruments, which have been preserved in the Zheng 
Ce'ng Yuen collection in the city Nei Lieng since the eighth century. 
Most of these collections came from the Tang court of China,. and 
includes the Fang Xiang, Xi Yao drum, Qin, Zheng, Shu Kong Hou, 
Ruan, the Crooked-neck Pi pa, the Five-stringed Pi pa, Chi Ba, Xiao, 
Di, Sheng, and Vu." (27) 

As a result of cultural exchanges i ~ t~1e Asian area, these 
instruments passed from China to Japan during the period between 
the seventh end ninth centuries AD. Accardi ng to Chinese 
historical records, Japanese diplomats made about twenty-two 
journeys to Chine by boat. Among them were some Japanese 
musicians and musical students, called Vih Shen Zhang and Vin Shen 
Shen. (28) T/Je Relf- Recard, written by a Japanese musi.cian 
Teng Vuan Zhen Ming, mentions that their boat arrived in Vang Zhou, 
·China in AD 838, and he was sick for a 'time. ·When he recovered, 
he asked if he could study the Pipe with a Chinese mu~icien, Lian 
Chen Wu, who v·tas 85 years old, and the ·Master of the Pi pa oJ the 
Yang Zhou government. · When Teng Yuen Zhen Ming left there, Lien 
Chen Wu presented· two Pi pas and ten musical books to him. Upon 
returning to Japan, Tang Vuan Zhen Ming "Nas appointed to an 
important position in a Japanese musical organization. (29) A 
recent Japanese musi col ogi st, Ti an Bi en Sheng Xiong mentioned in 
his article C/Jfnes-e l'lt1sfc fn Jo-po-11 ( 1956) that " ... After Chinese 
Sui and Tang music was introduced to Japan, it was somewhat 
changed. This kind of music in Japan was celled the Ya Vue, and is 
still played in the palace." (30) Lin Qian San mentions that " ... · 
more than one hundred pieces of music' ~ttere handed dov·tn to Japan 
from the Tang Dynasty, China." (31) 

. Lin Qian San also reports that the two surviving ancient Ruans 
have thirteen frets; plus en additional fourteenth fret which could 
only be used on the first string. (32) Lin Qi an San suggests 
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the follow;ng tuning for the nrst str;ng: 

Fret 0 1 2 3 4 5 6 7 6 9 10 11 12 13 14 

Note c d d. e f g g• fl ~- c 1 d 1 e 1 f 1 f # g·l 

Wo. N c• f# b c• d• 

Wo. N. = W1 thout Note. 

Fo11ow1ng L1n Q1an Sen's suggest1on, the fo11ow1ng errengement 
of tun1ng mey be extrapoleted: 

St.= String 
Fret No. = Fret Number 

St. 4 3 2 1 
I I c 
-- -- - - - - - - - - -

1 d 
2 d· 
3 e 
4 f 

- "' - - . . - - . . - - - -
5 g 
6 g• 
7 8 
6 e• - - - - - - - - - - - - . 
g c 1 

- - - - --- - ~ - - .. -
·lO d 1 

. - --- --- - - - -
11 e 1 
12 f 1 
13 f# 1 

Fret No. 14 g 1 



I 
I 
I 
.I 
I 
I 
I 
I 
I 
·I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 

24 

L 1 n Q1 en Sen reports thet the tuning of the Ruen X1 an wes A 
c e e in Gang end B d f# b in Sh6ng (Gang and. Sh6ng are two· 
notes in ancient Chinese five note scale) and that its range 
encompassed two and a half octaves. '(33) 

OTHER VARIETIES OF THE FIRST TYPE OF PIPA IN CHINA 

a) The Seven-stringed Ru en 

The Recard ai the Tang Dynasty (AD 61 B - 907) mentions that 
" ... Zheng Shan Z1 made a Seven-stringed Ruan, the body of wh1 eh 
was lerger than the Ruan >Han. A section of its body was cut away 
to ellow the player's hand to reach the highest frets, of which there 
were thirteen, plus an addition fourteenth fret on the first ~tring 
only. Altogether, the Seven-stringed Ruan .had ninety-nine notes, 
including seven from the seven open strings; .ninety-one from the 
thirteen frets [ 13x7=91l; , and one note from the fourteenth fret. 
This allowed easy modulation between keys." (34) Although the 
. ~bove mentioned totel of ninety-nine notes is technically correct, 
it should be pointed out that this includes a number of pitches 
which were ,epproximately duplicated on more than one string. 

b) The F1ve-s~ringed Ruan 

The /?8cartl at the Sang Dynasty (AD 960 - t 127) states that ". 
.. the Emperor Tai Zong [Song Dynasty] ordered technicians to ma_ke 
e Five-stri~ged Ruan. The Emperor Tai Zong stated, 'Originally,. the 
Ruen had four strings, I edded the fifth string, ' ·in order to 
represent water, fire, wood, gold and soil. It is I, who have used 
these five materiels to meke an instrument.'" (35) However, 
erchaeologicel evidence suggests that the development of the Five­
str1nged Ruen predated Tai Zong - a fresco on an ancient grave in 
L1eo N1ne, and another of the north Wei qynesty; both iHustrate e 
Five-stringed Ruan. The use of these types of the Five-stringed 
Ruans died out in the th1 rteenth century AD. (36) 

Chen Veng mentions the Five-stringed Ruen in h1s l'lllsical BaaJ: 
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from the Song Dynasty. He writes, " ... the Five-stringed Ruan 
Xian originated from the Qin Pipe, and this was reformed by the 
Emperor Tai Zong." (37) This boo~~ also contains an important 
record about the pitch of some frets in the Five-stringed Ruan. 

Chan Vang reports that " ... the fifth string may be tuned to a 
number of different notes, usually the G'ong note, but 
sometimes to the 2'/lf or Jlt1 notes of the Chinese f1ve note 
seal e. The frets of the Five-stringed Ruan are classified into 
three sections:. 2'1lt10, 2'flong end Cling. The firsf section 
.Z'llt10 has four frets, whi eh equates with the section A·~·a f/t1i 
in the Qin [Chinese enci ent plucked instrument]. The second 
section .,?'/Jong has another four frets, and is like the sections 
.,?'flo4g Htlf end );~·e Htlf in the Qin. There are another four 
frets, similar to the section Sheng flt1i in the Qin. 
Contemporary mus1c1ans from the Tai Chong musical 
organization [Song Dynasty], used the following signs of 
temperament to i ndi cete the pitch of frets: 

In Section ~"':'fla11g 

First String 
* the second fret is Huang Zhong, 
* the third fret is Ji a Zhong, 

Second String 
* the first fret is Tei Zu, 
* the second fret is Ji a Zhong, 
* the t hi rd fret i s Gu X i , 
* the fourth fret is Zhong Lu, 

Third String 
*the first fret is Wei Bin, 
* the second fret is Lin Zhoug, 
* the third fret is Fu Ze, 
* the fourth fret is Nan Lu, 

Fourth String 
*the first fret is Wu She, 

Fifth String 
* the first fret is Vi ng Zhang, 
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* the second fret is Huang Zhong Qing, 
* the third fret 1 s De Lu Qi ng, 
* the fourth fret 1s Ta1 Zu Q1ng, 
* J1a Zhong Q1ng 1s in next pert Qing." (36) 

This 1 s 6 dete1 led record about the pitch of some frets in the 
Five-stringed Ruan. Chen Veng chose to mention the middle frets, 
·which &I]._~ mey conclude were used most frequently. B:eceuse of 
Chen Yeng's record, one cen determine the tuning of this 'F1ve­
stri nged Ruan. 

In order to understand the two possible notations for 
relationships between the encient scales, temperament, and today's 
music, it is first necessary to look· into the Chinese cmcient 
temperament and scales. The authoritative book on this subject is 
/"lt1ny lnili1ences on Nen·· Bnd Old Chinese Sct1Jes. Professor Vang Vin 
Uu (1899 - 1984) published';t in 1945. 

Vang's research findings may be summarized as follows: 

0 Three different scales were used 1n traditional mus1c. Vang 
classified one as the "old scale" and the other two es "new 
scale 1" and "new scale 2": 

T =Temperament 
s = sceile 
O.S. = Old Scale 
N.S. = New Scale ( 1 end 2) 

Five notes 1n Chinese scale: 

g.= Gong 
s. = Sht1ng 
j. = a..liBO 
z. = J:."7!i 
y. = Yil 
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b. = Bien = to chenge 

Twelve nemes of encient Chinese temperement: 

.H. = Hueng Zhong 
T. =Tei Zu 
G. = Gu X1 
W. =Wei Bin 
F.= Fu Ze 
S. =Wu She 
D.= Da Lu 
J. = Ji e Zhong 
z. =Zhong Lu 
L. = L1 n Zhong 
N. = Nen Lu 
V. = Ying Zheng 

D. T. J .. G. z. 

s. j. 

b. 
s. j. z. 

w. 
b. 
z. 

L. F. N. 

z. y. 

z. y. 

g. s. 

Sri I - - - .. -- . s. v. H. D. T. J. G. 
b. 
g, g. s. j. 
b. 
g. g. s. j. 

b. 
j. z. z. y. 

-· - .. ., 
z. w. L. 

b. 
z. z. 
b. 
z. z. 
b. 
g. g. 

11) The p1tch of the Gong in the old scele 1s ebout f• in todey·s 
notetfon, wh1le the Gong 1n the new scale 2 is approximately .. - ' ' c . 

fii) Some ancient scholars preferred the old scale, however the· 
new scale was more popular in ancient China. (39) 

In celculating the tuning and range of the Five-stringed Ruen 
there are two possibillt1es. One 1s based on the old scale, and the . 
other on the new scale 2. The following diagrem indicates some 
signs _of temperament in the Five-stringed Ruan wh1ch Chen Vong 
reported 1 n his /'/11sic BooA: 
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2 3 4 5 St. 
I I 

----------- --- -

- I~ - - I - - - - - .. - - f- -

"T" l.J I 

I• II• 1. 

H. J. L. 5. H. ... - r- ... ...... u . . LJ'. 
I "7 .... 
I .... "'· I• 

- - - - - - - . - - - -J. -

The following diagram indicates the tun1ng ond range 1n the 
Five:...stringed Ruan, based'on the old scale. 

A" C" f g• a• 

- - - - -- - - - - -
1 c d" g a• Cl 
2 c- e g• b c• 
3 d f 8 Cl d 7'' 

4 d# f # e• c• d# 
- - - - - - - -

5 f g• Cl d" f-
6 f # e c• e f" 
7 g a• d f g-
8 g• b d# f # g• -- - - - - - - - - - -
9 a• c• f g• a• 
10 b d f # 8 b-
1 1 c1 d# 9 a• c2 
12 c- e g• b ' c-

Fret No. 

( 
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The tun1ng end renge 1n the F1ve- stringed Ruen bes~d on the 
new scele 2. 

F G• c d# f 

- - - - -
1 G A" d f g-
2 G• B d" f" g• 
3 A c e 9 a-
4 , A# c• f g• e• 

- - - -
5 c d# Q e• c1 
6 c• e g• b c• 
7 d f a cl d-
B d" f" a• c• d" 

- - - - - - - - - - -
9 f gt1t cl d# f-
10 

f # a c• e f # 

11 g a• d f g-
12 g• b d• f # g• 

Fret No. 

During the Song Dynasty,, the court mus1c1ans collected 
several mus1cel works for· the Five-stringed Ruen X1an. For · 
exemple,, Li Chong Wen's The l'l11sic of the R11an Jlilln end Ye '><io 
On's The l'l11sic of the R11an J·)·an. (40) 

c) The Shuang Vun 

During the Song Dynasty,, a small type of the Ruen wes pleyed 
in court ensembles. Shi Ling lillang .. Ii of the Song Dynasty 
mentions thet " ... the Shueng Vun wes smeller than the Ruan X1en, 
end was sometimes celled the Ruan." (41) 

The first type of P1pa was recorded widely 1n other h1stor1ce1 
meter1e1. J.J111 Lin .. lio Shi wr1tten dur1ng the Song Dynesty stetes 
thet " ... some pleyers celled Gem Cheng gethered together to 
perform on_ the X1eo,, Ruan,, end X1Qi, eccompen1ed by percuss1on 
instruments. They sang songs and performed ecrobet1cs." (42) 
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Anc1 ent frescos cmd pictures be or witness to the popul cr1 ty of 
the Rucm Xion cmd 1ts veir1et1es. For exomple, e fresco 1n Lioo Ning 
Pr:ovi nee dep1 cts the Ruon; (43) two others of the North Wei 
Dynasty (AD 3B6 - S34) depict the Ruon end the Five-stringed Ruein; 
(44) o fourth of the Northern Dynosty (AD 396 - SB 1) dep1cts the 
Ruon. (45_) Frescos of the Sui Dynosty (AD SB 1 - 61 B) depict the 
Three-stringed Ruan and the Ruan, end those of the Tong Dynesty. 
(AD 61 El - 907) depict the F1ve-stringed Ruon end the Ruon. (46) 
Another ancient pa1nting from the Five Dynast1es. (AD 907 - 960) 
shows thct the Qin end Ru~n were sometimes pleyed es en 
ensemble. However, such usage was not continued after the Five 
Dynosties. (47) Further, e pointing from the Song Dynesty (AD 
907 - 1279) depicts the Ruan. (48) 

In summeiry, it con be concluded thct the first type of Pipo wes 
widely used 1n ensembles supp9rt1~g the emcient dance and song, 
and was given the new name of Ruan X1 an during the seventh 
century. Later, du~ing the period of the Song Dynasty, several 
varieties of the Ruan Xian were developed, such os the Five­
stringed Ruan, Seven-stringed Rucm, and smaller Ruon (the Shuong 
Vun). · 
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CHAPTER THREE 

THE DEYELOPl1ENT OF THE SECOND TYPE OF PIPA 
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The d1ff erent musicol trod1t1ons of the Centrol Ploins Region and the 
Western Reg1on 1n Ch1na, began to be ass1m11eted as one main trad1t1on 
even before Emperor Su1 Goo Zu unified Chine 1n AD 589. The Sut-Dynosty 
existed from AD 581 to 618, but the un1ficetion lasted unt11 the end of the 
succeeding Tang Dynasty (AD 618 - 907) . 

During the Sui end Teng Dynesties, the second type of Pipa was 
considered an import~.mt instrument. It wes used not merely to pley 
Western Region end Centrol Ploins music, but eiso music from other lends, 
such as Korefl and India, for the entertainment of the court. 

THE SECOND TYPE OF PI PA IN COURT MUS IC 

The Record of the S11i OJ1n8stil ment 1 ons that when Emperor Sui Goo 
Zu first unified the Centrol Pleins, he ordered thot music from different 
neighbouring areas (both w1th1n and without Chine) be performed in court. 
To this end, pleyers from these ~rees were engoged. In oddition to the 
imperial court musicians -already established, other players were brought 
from six mt1in areas. These were Qing Shang music from southern Chine; 

, An Guo and Gui Zi music from the Western Region; Wen Kang music 
belonging to a family of the Jing Dynasty; end also Koreen end lndien 
music. So in total, there were then seven different types of performers 1n 
the employment of the Sui court. In addtt1on, pleyers ceme from other . 
regions such as Shu Le, Fu Non, Kang Guo, Bai Qt, Tujue, Xin Lou end Jepan. 
But they were considered not skillful enough to be heard in court. ( 1) The 
group thus comprised nine- different types of performers. Yet enother 
type of performer (from Gao Chang region) was added to the select group 
during the reign of Emperor Tang Tai Zong in ·AD 642. (2) Professor Yeng 
Yin Uu of the China Musicology Institute has tabulated as follows: (3) 

S.M.T. = Seven Main Types 
N.M.T. = Nine Main Types 
T.M.T. =Ten Main Tapes 
Q.S. = Qi ng Shang Pl eyers 
C.T. =Chinese Treditionel Music 

O.Players =Original Imperial Court 
Mustctons 

G. Chang = Gao Chang Players 
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Time Sui Dynesty Teng Dynesty Time of Co-

Name S. M. T. N. M. T. N. M.T. T. M.T. mfng to China 

Wen Kong Lf Bi Jf ng ounastu 
Van Vue Van Vue New Pieces 

[Jing Shong Q. S. 0. s. a. s. C.T. Music 

Types of 0. Players Xi Liang Xi Lhmg Xi Litmg AD 386 

Performers G.Chong in ebout 520 

Gui Zi Gu1 Zi Guf Zi Gu1 Zi AD 364 

Shu Le Shu Le Shu Le AD436 

Kema Guo Kana Guo Kang Gue AD 566 

An Guo An Guo An Guo An Guo AD 436 
Fu Nan Fu Nen 1n about 605 

Korea Korea Korea Korea AD 436 

lnd1~ India AD 346 

More than f1fty 1nstruments were used 1n the court orchestra. The 
following diagram shows the usage of the Crooked-neck Pipe, the Five­

, stringed Pipa and the Ruan Xian, in court mus1c of the day. (4) 

O. = Orchestra 
I.= Instrument 
C.N.P. =Crooked-neck P1pa 
L.C.N.P. =Large Crooked-neck Pipa 
F.S.P. = Five-stringed P1pa 
L.F.S.P. =Large Five-stringed Pipe 

· S.F.S.P. =Smaller F1ve-str1nged Pipa 
A.G.= An Guo 
Kor.= Korea 

Y.V. = Van Vue 
Q.S. = Qi ng Shang 
X.L. = Kang Guo 
G.C. = Gao Chang 
G.Z. = Gu1 Z1 
S.L. = Shu Le 
K.G. = Keng Guo 
F.N. =Fu Nan 
ind. = lndie 

. 0 = used 1n music pleyed by the nine main types of performer. 

0 = used fn music played by the ten main types of performer. 
e =used 1n music pleyed by both the ntne end ten metn types of 

performer. 
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~ V. V. Q. S. x. L. G. C. G. Z. S.L. K. G. A.G F. N. Kor. Ind. 

C. N. P. 0 0 0 0 • 0 0 0 

L. C. N. P~ • 
F. S. P. 0 0 0 -0 C> 0 

L. F. S. P. • 
S. F. S. P. • 
Ruem Xian • 

In the_ Sui and the Tang Dynasties, the second type of Pipa beceme 
more popular them the first type of Pipa. The Record of the Sui fJynasty 
s'teites theit " ... the Western Region music was widely appreciated by the · 
ordfnary people. Some players, such as Cao Miao Da [in the Crooked-neck 
Pipa), Wang Chang Tong, Lt Sh1 Heng, Guo Jin Le end An Jin Gu1 were 
outstanding. They made beautiful sounds, find relied on their e><cellent 
techniques to move the princesses. For this, they were highly regarded 
end respected by the soc1 ety." (5) 

- The Record of the Tang Dynasty clefms that Emperor Tang Geo Zu 
cunningly pretended to be .e subject of the Tujeu rulers in northern China in 
his plan to con·quer the land and gain power from the Sui Dynasty. The 
plan was successful. Tujeu, was destroyed by Tang Gao Zu's son, Li Shi Min. 
In celebration of .the victory, Emperor Tang Gao· Zu had a bemquet in the 
palace, during which he played the. Crooked-neck Pi pa,- while Li Shi Min 
danced to the music. (6) 

In the mfddle period of the Teng Dynasty, musfc performed 1n court 
was sometimes clflss1f1ed into two main cetegor1es by Emperor Teng Xian 
Zong (refgned AD 712 - 756). There was music for seated players end 
standing pleyers. (7) 
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The Record of the Ttmg-Oynasty states that • ... hundreds of- pieces -of -­
music were composed based on mus1c from the X1 Liang reg1on. The dance 

· mus1c was 1nf1uenced by mus1c of the Gu1 Zi region. When the orchestra 
played the Penetrating the Enemy Defence Line, the lerge drum Wfls used. 

, The eound created wee eo powerful that it could be heerd one hundred Li 
t1wt1y [the Li 1s t1 un1t of measurement for distence. 1LI=1 /3m11e1. Only 
Celebration /'111sic pleyed by the st~nding players used the melodies from 
the X1 Uting region, which were beaut1ful to listen to." In the music " ... 
Long Li¥e the Jang, the seeted pleyers performed the melodies from the 
Gui Zi region." (8) Historical records indicate that gradually, court 
performers from the different erees mede music together es a group rather 
than seperately. In these performences, the second type of Pipe wes often 
used. In fact, the high frequency of 1ts use in trod1t1onel Chinese 
1nstrumentti1 ensemble resulted in it being profoundly influenced by these 
traditional Chinese instruments. The areas of influence included the 
structure of the instrument itself and the pleying techniques involved. 

THE SECOND TYPE OF PIPA IN MUSICAL ORGANIZATIONS 
OF THE TANG DYNASTY 

The Tang Dynasty S8W the est8blishment of music81 organizations for 
the purpose of improving musical performance standards as well as to 
meet the needs of the rulers. Four of these organizations are as follows: 
(9) 

1) Da Yue Shu: In this orgtm1zation, formal training in different 
instruments was conducted by professional players. 
Periodically, there were several exam1nflt1ons to test the 
eb111t1es of both students and teachers in performances. 

11) Gu Chui Shu: In th1s organ1zetion, players of the wind end 
percussion instruments were tretned to pley guard-of-honour 
music. 

H1) Jieo Feng: In th1s orgenizetio~, folk musictens studied, en~ 
the best students were chosen to serve in the pelece. A chosen 
female performer wns celled a p8/t1ce servt1nt, 1f she were e 
Pi pa pleyer, she wes .elso known es e p/11cJ:ed mt1ster. 
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1v) L1 Yang: In th1s orgen1zation, the players were more closely 
involved w1th the Emperor. They were often ordered to perform 
the Fa Qll, and some arrangements,or newly composed pieces of 
music. 

Detalls of these organizations can be found 1n many historical 
records. This present study, however, is concerned only with some of 
these, in its attempt to gain a better understanding of the second type of 
Pipe and its performers. The New Record of the Tang Dynasty mentions 
that" ... in the flourishing time of Tang mus1c, the musical orgt1n1zations 
Tai Chang Shu and Gu Chui Shu had their own players. These numbered ,in 
hundreds, and were considered i mpera 1 musi ca 1 servants." ( 1 O) ·, :_;!,Th~-\ 
CR~~;;a,- oft_h_e--Tang·--iJ-fin<is-ty~st'at.es that\" ... in Tai Chang Shu, the 
music teachers must take practical examinations once a year. Based on the 
examination results, the teachers were classified under three different 
category levels. An all-important examination wtis ttiken tit the end of ten 
years teaching for the purpose of promotion, demotion, or even dismissal." 
( 11) The New Record of the T611g Og116SIJI tilso sttites thtit " ... tifter 
studying in musical organization Li Yang Bie J1ao Yan, one would receive 
only one-third payment, if one could not play ten pieces of mus1c. A poor 
player would be sent to another musical orgemizetion Gu Chu1 Shu." ( 12) It 
is recorded in the volume Tang H11i roo that the ployers were pract1s1ng 
at the break of dawn in the musical organization_ Tai Chang Li Vang. They 
rece1 ved payment in the form of food rather than money. ( 13) 

PLAYERS OF THE SECOND TYPE OF PIPA 

A number of players of the Ptpa were listed in the historical records 
of the Sui and the Tang Dynasties. Some of the players are as follows: 

i) The Crooked-neck Pi pa 
Cao Miao De, He Huai Zhi, Lei Hai Qi ng, Duan Shan Ben,_ L 1 Guti~ 
Er, Kang Kun Lun, W~mg Fen, Cao Beo, Cao Shan Cei,_ Ceo Gong, 
Pei Xing Nu, Lien Jiao, Zheng Zhong Cheng, Mi He, Liu Chtin Nu, 
L 1 Shi L 1 ting, Shen Kuen, Pei Shen Fu, and the eunt of Yang Zh1. 

11) The Five-stringed Pipe 
Zhao 81 and Feng J1 Geo. · 
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The above nemes appeared variously in the following 
contemporery sources: 

The Record at the St1i Ojjn6St.!J.: 
T6ng Httf J'6a_,· ' 
Tang OftJn,,· 
The Record of the T6ng Ojjn6Sl.!J..· 
The Nis-cell6nfes of file Ft~.· 
The Complete fJlor/r.'s qt the Poems of the Teng Oynestb~·· 
The Record of the Emperor T1Jng Nin Ht1ang.· 
The NeJ·J·' Record of the Teng o.1111est.!J..· 

. Northern Historical BooJ.~ 

However, historical records on specific contemporary performers are 
.often sketchy. Nevertheless, some information about some of the players 
1 s provided: 

i) Ceo Mj eo De 

Northern His-toricel Book states that " ... Ceo M1ao Da was Ceo 
Zheng Nu's son. They both came from the Western Region. Cao 
Miao Da was given a t1tle and a piece of land by the Emperor 
bec~use of his excellent Pipa technique." ( 14) The Record of 
the Tflng OjjntJsty states that " ... Cao Miao Da's grandfather Cao­
Brahman studied the Pipe w1th e businessmen it) the Western 
Reg1 on." ( 15) 

ii) Kong Kun Lun end Duan Shen Ben. 

1The M~!!~_e_~ Zani~_s_ __ o_f_ Y11:€!_ !_u__ ~-~-at~s- -~h~~-/ in_ .the time Of 
Emper-or Zhen Vang [re1 gn AD 785 - BOS], Kang Kun Lun was 
generally recognized as a "First Player in the Pipa" in the capital 
Chang An. At one time, this area had suffered from a drought. 
In accordance with Ch1nese bel1efs, 1t was necessary to beg for 
rein. For th1.s purpose, e mus1cel competition was held, wh1ch 
requ1red two elevated steges to· be bu11t by the eestern tind 
we~tern parts of the c1ty. Dur1ng the competition, end after Kang 
Kun Lun had played a piece called Lll f'6o in I'll Ke.11, a ladg Pipa 
player appeared on stage. She said, "I am· going to play this 
piece again, but I will change 1t into Fen J~·tJng key." Kang Kun ' 
Lun was surprised and impressed wtth her vtrtuostty, and 
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expressed his wish to study with her. However, when this lady 
appeared again, she revealed herself to be the Monk Duen Shen 
Ben, who had actually disguised himself as a female. Duan 
Shen Ben wes skillful in performance end composition. 
Historical records mention that Kang Kun Lun presented valuable 
gifts to_ Duan Shan Ben in order to obtain and study the latter's 
composition Dt1a Dlaa L Ieng i'lrcrt1. ( 16) 

i 11) Cao Gong end Pei X1 en Nu 

The tllscelltJnles at f't1e Ft1 records that " ... Cao Gong had a 
well-controlled right hand technique, while Pei Xing Nu was 
adept with the 1 ef t hand. Peop 1 e used to say, 'Cao Gong has the 
right hand, and Pei Xing Nu has the left hand."' ( 17) 

iv) Zheng Zhong Cheng and Lei Hai Qi ng 

The tlfscel/tmies af Y11e Ft1 records that Zheng Zhong Cheng was a 
beautiful lady who played the Pipe in the palace. One day, she 
offended the Emperor Tang Wen Zong [reign AD 827 - 840]. 
Tragically, she was thrown into the river by the Emperor. ( 18) 

Lei Hai Qing, was another Pipa player 1n the palace. When An Lu 
Shan invaded the Tang Dynasty, many subjects, palace maids and 
musicians were captured. The loyal Lei Hai Qing refused to play 
the;-;Pipa at An Lu Shan's banquet. For this reason, he was killed 
by An Lu Shen. ( 19) 

THE FIVE-STRINGED PIPA 

Tang Dl8n of the Teng Dynesty states that" ... the F1ve- stringed Pi pa 
came from the northern side of China." (20) The IVeJoJ·' Recttrd ttf the 
Tong Dynosty mentions that" ... the Five-stringed Pi pa wes smaller then 
the Crooked-neck Pipa." (21) Tang f'11e iJ1tJn :claims that " ... the Five­
stringed Pipe looks like the Crooked-neck Pipe. It has five strings, four 
·frets, and the fifth fret is only used in the first strfng." (22) Bel 
/"Ieng S11a Jl8n ment1ons that " ... 1n the t1me of Tang Long J1 Zhong [1n AD 
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8691, Liu Peng sew a fady hold a Five-stringed Pipe 1n the Wu Su temple of 
Hang Zhou, when he had sought shelter from the rain." (23) Bai Ju Vi ( AD 
772 - 646), o great poet inthe Tang Dynesty, wrote some p1eces to pra1se 
Zhao Bi end his eHcellent techniques in the FiYe-stringed Pipe, es follows: 

[Zhao Bi's performance] 
won a gentleman from the eudie.nce. 
He sighed with feeling, 
"Let me ad mi re, 
Let me surprise, 
Let me worry, 
if we can 11sten to thls music any long.er. 
Do you see it, 
the white. hafr shows Zhao Bi's age." (24) 

Strangely, the Five-strfnged Pipa soon lost 1ts value, tmd 
disappeared from China around the tenth century AD. YBn Y11e Bnd So11rce 
states that " ... the palace musicians derided Liu Yong tind Zhou Bang Ytin, 
the two mus1ctil reviewers, s1nce they d1d not know thtit the F1ve-str1nged 
Pipe had been used 1n the Tang Dynasty." (25) This record indicated the 
loss of the Five-stringed Pipe wes in the eerly yeers of the Song Dynesty 
(AD 996 - 1279). The only genuine veluable Five-stringed Ptpa known to 
exist 1s preserved 1n Japan. (26) Un Jian San described this instrument 1n 
h1s book. (27) 

COMPONENT OF THE CROOKED-NECK PIPA 

a) STRINGS 

Duan Cheng Shi mentioned in his book J~ YBng .lB Lll of the Teng 
Dynasty that Pipa string was made from the veins of Kun J1 (an animal). 
However, Duan Shan B1n used skin string. He Huai Zh.1 plucked h1s P1pa, but 
had difficulty in making a sound from it. (28) It 1s believed that the skin 
string was harder them the vefns string to ph~y. ·.The Miscei iani?s/ 
I 0 f Yue Fu s ta t.~s· .\ that He Huai Zhi used the veins string tit that time. -
(29) - -

Ou Yang X1u [AD 1007 - 1072) wrote o p1ece of poetry, wh1ch was 
publ1shed in Ho11 Sh6n Shi H116 os follows: 
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Du Bin played the Pipe 
with the skin string. 
but si nee he died, 
does anyone know this? (30) 

Greduelly 1 the skin str1ng end vein str1ng were ebeindoned. Instead 
the Chinese traditional silk string began to be used. 

b) NECK 

Some h1stor1cel records reported the trough of the Crooked-neck P1pa 
as follows: 

1) T8n Bin L11 mentions that the trough of Bai Xin Zhen's Pipa 
was made by the hardwood (Tan Mu). (31) 

i 1) The l"liscell8nies of Yt1e Ft1 states that the trough of Hei Huai 
Zht's P1pa wes stone. (32) 

iii) The Book of So11thern P8rt claimed that Han Jing Gong found 
a bf g tree in the mountain of Luo Gu. A technfc1an told h1m 1t 
was suitable for the trough of the Pipa. (33) 

c) PLECTRUM 

Chinese researchers have pieced together scraps of 1nformat 1on from 
historical records, and we now know that the plectrum of the Crooked-neck 
Pipa was made of sandalwood, animal-bone or iron. (34) Many ancient 
frescos and pictures depict the shape of the plectrum. The Tang plectrum 
disappeared a long time ago in Chine. A plectrum of the Crooked-neck Pipa 
fs preserved in Japan. (35) According to the research of Lin Qian San, this 
plectrum is twenty centimetres long, and is made from sandalwood. (36) 

d) LEFT HAND THUMB 

Han Shu De and Chang Zh1 Nien, two music teachers of today pointed 
out that the left hand thumb had been used f n the early development of the 
Crooked-neck Pipe. (37) The evidence of this is indicated by an ancient 
carved stone. (38) 

e) FRETS 

According to Lin Qian San's research, the following diagram shows the 
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frets posi~1on (five Crooked-neck Pipes preserved in Japan. (39) 

Str1 ng No. 4 3 

2 

3 

4 

Fret No. 

I 

)-(1 
WO 

-- - .. -

wo. = without 

2 

- . 

I 

- - - - ·> 
> 
> 
> 
> 

) = mi nor second 

f) TUNING OF THE CROOKED-NECK PIPA 

It 1s necessary to look into Chinese traditionel musical theory of 
scele, key end modulation, 1n order to understand the background of the 
Crooked-neck Pipe tuning. 

1) Twenty Eight Sceles of Yen Vu 

· Historically, this theory hes been used widely. Although, there ere 
· still two different explemations, the eiuthor1tet1ve explt:metion 
mentloned by Professor Vang Yin Uu in 1981, is es follows: (40) 

Today's P. =Today's P1tch 
T.Van Y.T.·= Ttmg Van Vue Temperament 
T.Va V.T. =Tang Ve Vue Temperament · 

N.L. = Ntin Lu 
W.S. =Wu She 
V.Z.::: V1ng Zhang 

J.Z. = J1 t1 Zhong 
. G.X. = Gu Xi 

Z.L. = Zhong Lu 
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H.Z. = Huang Zhong 
D.L. = Da Lu 
T.Z. =Tai Zu 

H.Z.G. = Huang Zhong Gong 
T.Z.G. = Te1 Zu Gong 
Gao G. = Gao Gong 
Z.L.G. = Zhong Lu Gong 
N.L.G. = Nan Lu Gong 
H.Z.S. = Huang Zhong Sheng 
T.Z.S. = Ta1_ Zu Sheng 
L.2.S. = Un Zhong Sheng 
L.Z.S. = Ltn Zhong Sheng 
T.Z.V. =Tai Zu Vu 
Z.L.D. = Zhong Lu 01 ao 
G.P.D.= Gao Ping Dtao 
V.J.D. = Vue Jiao Diao 

' 
G.D.S.J. = Gao 06 Sh1 J160 

Today's P. f#l g g• 8 

T VanV.T. N. L. w.s v.z. H.Z. 

T. Ya V.T.- H.Z. D.L T.Z. J.Z. 

Seven H.Z. T.Z. Gao 
Gong G. G. G. 

Seven H.Z. T.Z. G.D. 
Sheng S. s. S.D . 

Seven H.Z. T.Z. G.B. 
Vu v. v. D. 

Seven Y.J. D.S. G.D. 
Jiao D. J. S.J. 
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W.B. =Wei Bin 
L.Z. = Un Zhong 
F.Z. =Fu Ze 

X.S.J. = Xiao Shi Ji ao 
X.Z.J.D. = Xie Zh1 J1ao 
LZ.J. = Un Zhong J1eo 
L.Z.G. =Un Zhong Gong 
X.L.G. = X1an Gong Dtao 
G.D.S.D. =Gao ·oiao Sheng Diao 
Z.L.S. = Zhong Lu Sheng 
N.L.S. = Non Lu Sheng 
H.Z.V. =Huang Zhong Yu 
G.B.D. = Gao Ban She 
L.Z.V. = Un Zhong Vu 

X.L.D. = ><ten Lu Dteo 
D.S.J. = De Shi Ji ao 
T.Z.J. =Tat zu Jtao 

a• b c2 c•- d 

D.L. T.Z. J.Z. GJt Z.L. 

G.X. Z.L. W.B. L.Z. F.Z. 

Z.L. - L.Z. 
G. G. 

Z.L. L.Z.· 
S. s. 

Z.L. L.Z. 
D. Y. 

T.Z. K.S. 
J. J. 

d• 

W.B. 

N.L. 

N.L. 
G. 

N.L. 
s. 

G.P. 
D. 

x.z. 
J.D. 

e 

L.Z. 

w.s 

X.L. 
G. 

L.Z. 
s. 

X.L. 
D. 

L.Z. 
J. 

f 

F.Z. 

Y.Z. 
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11) Eighty Four Scales 

The .Record at the St1i fJynos~y states that Wan Bao Chang advanced 
this theory first in the Tang Dynasty: there were twelve L11 in 
Chinese temperamen-t, seven notes in a scale, and nev·l scales were 
formed from every note and Lt1, which can make eighty four Scales 
[ 12 )< 7 = 841. (41) Professor Vang Vin Liu points out that it. was 
unlif(ely a maximum of twenty two scales were used in court music at 
that time. ( 42) 

Tang court music was influenced by the above ancient musical 
theories. In an important musical boo~~ Y11e S/Jll Yeo L11 (ten volumes), the 
wrlter Vuan Wan Qing of the Tang Dynasty in the eighth century, was 
concerned with the ancient temperament, scale and the twenty eight scales 
of Van Vu. According to both Japanese and Chinese historical records, this 
book was taken back to Japan by Ji Bei Zhen Bei, a Japanese musician i.n AQ 
716. (43) Only volumes five, six and seven of this book are preserved. 
Two other ancient Japanese books quote the twenty eight scales of Va~ Vue 
from· f'lle S/Jll f'ea l 11 , and recorded the tuning change in the Crooked-neck 
Pi pa,- as follows: (~4) 

;) Sen J.J111 Yoo L 11, the writer was Ten Vu an Zhen Min ( 1138-
1192). 

ii) Hll Qi.11 J'eo L 11 , 

According to the result of Lin Qian San's research, the following 
diagram showed the situation of the Tang Pipa tunings. (45) 

V.V.Diao = Vi Vue Diao 
N.L.Gong = Nan Lu Gong . 
V.V.S.Diao = Vi Vue Shang Diao 
G.B.Diao = Gao Ban Diao 
S.A.Diao =Sha Tuo Diao 
T.Z.Vu =Tai Zu VU 
Sh.Diao = Shuang Diao 
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L.Z.Yu = Lin Zhong Yu 
P.Dieo = Pin Dieo 
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N.L.V. or G.P.D. = Nen Lu Yu or Geo Ping Dieo 
D.S.Dieo = De Shi Diao 
V. Veng Di eo = Vu an Veng 01 eo 
Q.S.Dieo = Qi Shi Diao 
Y.Sh.D1ao = Vo Shen D1eo 
H.Z.Dieo = Huang Zhong Diao 
B.Y.D1eo = Bi Yo D1eo 
X.S.Dieo = Xieo Shi D1eo 
Z.L.S. & N.L.S. = Zhong Lu Sheng & Nern Lu Sheng 
D.Dieo = Deo Diao 
H.Z.D1ao = Hueng Zhong D1eo 
Z.L.D. & L.Z.V. : Zhong Lu Dteo &. Un Zhong Yu 
D.H.Z.Diao = De Huang Zhong Dteo 
S.Dtao = ShufD1eo 
T.Z.S. =Tai Zu Sheng 
W.S. 01.eo = Wan She Dteo 
T.Z.Y. =Tai Zu Vu 
F.X.Dieo =Feng Xiang Dtao 
Y.J. = Vue Jiao 
F.F.X.Diao = Fan Feng Kizng Dtao 
X.N.Dieo = Xian Nu Diao 
L.Zh.Diao = Lin Zhong 0160 
Q.Diao = Cling Diao 
Sh.K.Di 60 = She Kong Di 80 
N.Di 80 = N8n 0180 
K.H.Diao = Xtzn He Dtao 
G.X.Dtao = G8o Xian Dtao 
F.H.Dieo = Feng Huang Diao 
Zh.M.Diao = Zhuo Mu Diao 
N.P.Dieo = Nan Pin Diao 

1 st s. = , First String 
2nd s. =Second String 
3rd s. = Thlrd Strtng 
4th s. = Fourth String 

Y.Y. =Yen Yue 
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No. 
1 
2 

3 
4 

s 
6 

7 
8 

9 

10 

11 

12 
13 

14 

No. 
15 
16 

17 

18 
19 

20 

21 
22 

23 

24 
25 
26 

27 

26 

Key's Name 

V. V. Di6o 
V. v. S.Dioo 

5. A. 0160 · 
Sh. Diao 

P.Diao 

D.S. Diao 

Q. S. Dieo 

X. S. Diao 

D. 0160 

H. Z. Oiao, 

D. H. z. D1eo 

s. Oiao 

W. S. Oiao 

F.X. Diao 

Key·s Name 

F.FJC. 01eo 
KN. 0160 
L. Zh. D1ao 
Q. Oiao 

Sh. K. Diao -

N. Dtao · 

X. H.Diao 

G. X. D1ao 
F. H. Diao 

V. Vang Diao 
·N. P. Piao 

V. Sh.Diao 

B. V. Diao 

Zh. M. Dieo 

4th s. 
pt 

E 
P' 
A 

P' 
F• 
f # 

P' 
(E 

E 

E 
(0 
f # 

A (G) 

4th s. 
A (G) 

E 
G (A) 

A 

E 
E 

E 
E 
B 

E 
A. 

G (A) 

B 
A (G) 
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3rd s. 2nd s. lst ·S. 26 keys of V.V 
B e a N. L. Gong 
E b . f'"' 
B e a N. L. Gong 
Cl e ft 

B e a 
B e a T.Z. Vu 

B e 6 G. B. Oiao 

·B e 6 G. B. Di6o 

E B e) 

B e a L. Z. Yu 

f # c• e N.L.V. or G.P.O. 

A ? ? ) 
B .e 6 N.L.V. or G.P.D. 

c (d) e (d) a (b) H. Z. Oieo 

3rd.s. 2nd s. lst s. 28 keys of V.V 
B (A) e (d) a Ca> Z.L.S: &. N.L.S. 

B d fl 

c (d) d (e) a (b) Z.L.D. &. L.Z.V. 
d d a z. L. D1ao 

E e f # 

e f # c" 
B e· b T .Z.Shang (?) 

B e f" 

A d a 
e f # b 

c e 6 

B (c•) d (e) g (a) 

A. e 6 V.Jiao 

A (G) e (d) 6 (g) 
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Un Q1an San summerizes the cherecters of Teng Pipe tun1ng, es 
follows: Gener~tly, the tuning 1s errenged from lower to h1gher. Two 
closed strings' tuning is formed by e major second, or e fourth, or e f1fth. 
If the tuning excee,ds 6 fifth, the h1gher note's strings mey snep. Usually, 
the open strings' note is chosen from the Chinese f1Ye note settle, because 
1t 1s more su1table. (46) 

PIPA MUSIC IN THE TANG DYNASTY 

It is obvious that the Crooked-neck Pipe score had been used in the 
Tang Dynasty. The BooJ.· of the North Qi Pgnastg states that He Veng Xing 
played the Pipa for ten pieces, and Wen Zhao wrote down about e1ghty per 
cent of these pieces. (47) 

Bai Ju· Vi, a great poet in the Teng Dynasty composed a piece nemed 
Thanlr:s for the Pipa t/aster that sent to her student the new score, as 
follows: 

The Pipe Mester lived in a remote town. 
Received her letter w1th cheer. 
It was not a common score, 
the changing sound f 1 ew out 
w1th playing from strings. (46) 

Shen Kuo mentions in his book tleng .Ki Bi Tan of the Song Pgnastg 
(AD 960 - 1127) that he has seen He Huai Zhi's Pipa score in the home of 
the Prime Minister Wang An Shi. (49) 

Un Qicm Sen records lheit many Five-stringed Pipe scores hed been 
handed down in Japan after having been obtained from Chlna. Some of these 
are still preserved in Jepan. (50) 

At the turn of twentieth century, twenty-five pieces of. mus1c for the 
Pipa, plus e greet deal of Buddhist meterial, were found in e secret plece 1n 
Me Gao Cave, which forms part of the Don Huang Ceves. A French scholer Be 
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><1 He (h1s Ch1nese name), took the material with him when he left China 1n 
1905. (51 ) Subsequent research underteiken by Chinese Ren Er Bei, Pan Hui 
Zu, and Ve Dong; end the Japanese Un Qitm Stm and Pin Chu Jio Xung, has 
been fruitful. Recent published material shows that: 

. . 

i) Ren Er Bei points out that these music scores belong to the 
end of the Teng Dym~sty, because these music scores were 
written on the back of the Buddhist material which was noted in 
AD 933. (52) 

11) By comper1ng the scores w1th other enc1ent p1eces (that were 
written for the F1ve-str1nged P1pa), 1t was possible to deduce 
the former were spec1f1ce11y for the Crooked-neck P1pa. (53)-

111) These music scores were recorded in three individual sets of 
hendwrit1ng. Thus these music scores were intended to be pleyed 
in three different tun1ngs. (54) 

iv) According to the Five-stringed P1pa scores, Japanese L1n Q1an 
San discerned these unknown_ music scores, and wrote them 
down into western staff notation. The first was completed in 
1957. (55) 

v) During the 1960's, Chinese Ve Dong used his expertise 1n 
Chinese ancient musical notation to discover the rhythm of these 
music scores. (56) However, contemporary Chinese musiciens 
have been unable to reproduce a satisfactory interpretation 
because of the limitation posed by the modern instrument. Other 
hindrances have been a lack of knowledge of the Tang music and 
unf ami 1 i ar performance techniques. 

These music scores have been classified in three different parts, 
and each section has its own nem·e, as follows: 

First Pert: (i) Pin Neng. (11) Yi Neng. (111) Qing Bei Le. (iY) 
1'011 Hon Q11.lY (slow tempo). (v) 1'011 Q11 Li: (v1) ,_/; Qil l'i 

, (fast tempo). (vii) 1'011 Q11 LI. (v111) 1'011 l'!Bn Q11 l'i (slow 
tempo). (ix) ,..1; Q11 l'i (fast tempo). (x) Yo11 /1an Q11 l'i (slow 
tempo). (57) 

Second Pert: (1) f11 TI. (11) Qing Bei Le. (111) 1'011 tl6n Q11 l'i 
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~)·,_1i11ng Y11e (slow tempo). (iv) You /'Ian Q11 Zi (slow tempo). 
{v) /"Ian Q11 .1.? A)'n Shi 2'i {slow tempo). {v1) Yo11 /'Ian Qu .1.? Yi 
L7loll (slow ,tempo). (vf1) 1'011 .. 11 Qll .1.? (fest tempo). (Yf 11) 
Sl111i G112'1: (f x) ,_Ii H11 A)flng J.Jlen. (x) Ch11ng Sh11 Nu Yin. (58) 

Third Part: (i) Fil Ti. (1i) Sa ,_/in Sha. (11i) l'ing Fu. (1v) Yi 
l'ho11. (v) Sh11/ 6l1 Zi. (59) , . 

The following information can be provided from these encient 
scores. 

·i) These Pipa scores used a stmp11fied cherecter notetfon which 
borrowed and reformed from other Chinese trad1ttona1 ch6racter 
notations. The Tang Pipa character notation is as follows: 

~et No. 
1 2 3 4 String~ 

No. 0. S. 

1 l. I\ I la ~ 

2 " ~- t .l ~ 

3 /,- 1- + ~ ~ 

4 -- ::i.. I\. 7 * The rhythm mark:• :up-beat, c =down-beat, T :pause, 
O.S. = open string, 

This music notation only recorded the positions of the open 
string and fret. It did not record the pitch end note. In other 
words, twenty simplified characters indicete twenty different 
positions which include four open strings, and sixteen positions 
in frets (four frets 1n four strings, 4 x 4 = 16), as follows: 
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. 1 st s.= Ftrst Strtng 
2nd s. = Secon~ Str1ng 
3rd s. = Th1 rd String 
4th s. = Fourth String 

1 st f. = First Fret · 
2nd f. = Second Fret 
3rd f.= Thtrd Fret 
4th f.= Fourth Fret 

o.s. =Open Strtng 

49' 

I I I I 
1\-•-•-'f 1st s. .L 

2nd s. 
I I I ~ -t-4 
I I · I I 

3rd s. ~-t--i--a. 
4th s. t;-7-t 

o.s. lst f. 2nd f. 3rd f. 4th f. 

It is importemt to know wheit tuning t~ used 1n eech pert1culer 
ptece of music, otherwise the key for understanding these scores 
1s· 1ost. Accord.ing to the h1stor1ceil record~, twenty eight kinds 
·of tuning were used by Crooked-neck P1po players in the Teng 
Dynasty, .so thet eech s1mp11fied cherecter 1n this notet1on mey 
have more than twenty k1nds of 1nterpretet1on. (60) When the 
perttculer tun1ng techniques were fully understood then the Teng 

· Ptpe music score could be translated into western steff notation 
currectly. 

ii) The majority of pieces are quite brief whflst Ch6ng Sh6 M1 
Yin tn the second pert end Sh11i 611 Zi 1n the th1rd pflrt ere 

. somewhat longer 1n ~uratton. 
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111) These music scpres were limited by an eleventh in the range. 
Two different sceles were used. First ten music scores mostly 
constructed using e six notes scale, wh11st the remeining f1fteen 
scores were based one seven notes scale. (61) 

vi) There are some close relationships between Tang P1pe scores 
end the Teng De Qu. De Qu is en ancient music form of song end 
dance. The Crooked-neck PipB was the main Bccompenying 
instrument played in De. Qu ensembles. Tang Pipe scores may 
have originated from the music of De au. The evidence for this is 
the names of these twenty-five music scores concerning the 
different tempo, such as slow tempo, fast tempo, slow tempo 
again, and fast tempo again, were thought to have been used in 
Da au music. 

As noted above,the Crooked-neck Pipe had four frets and four strings. 
When players plucked the Pipe in the ensembles, they had to chBnge PipB 
tuning end fingering frequently,, in order to follow the changes of the key. 
Gradually, the modulation in the Crooked-neck Pipe as en ancient complex 
technique was developed. Many historical records mentioned this 
situation, flS sometimes a player modulated a piece into another key to 
show his excellent techniques. -Sometimes, the ab1lity of Pipe modulation 
was a standard to be compared by the ancient poets. (62) Actually, the 
frequent changes in tuning and fingering showed some complex relationship 
between four frets and four strings. The frequent tuning changes made 
many new notes appear, and made it possible to develop this special 
ancient technique. The appearence of Tang Pipe notation was based on this 
particular phenomena. ' 

In the meantime, two other ancienl Chinese character notfltions were 
deve 1 opi ng. 

O The Q1n notation wes used by players of the Qin. The Qin was en 
ancient plucked instrument. At that time, Qin notation was 
undergoing .considerable chemg~s from the original Qin character 
notation. (63) 1.t was simplified and abridged. The following 
exflmple highlights the principle. 
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This word is edapted ·by combining two simplified 
Chinese chnnscters end ti number, nnd 1ndicntes how 
to plny one note, using the right tmd left hands. · 

* = :i =Open String. 

i: =it =The thumb of the rfght hand plucked outwards. 

1 , = No. 6 = lnd1cates that the thumb plucked the s1xth str1ng. 

Th1s form of notation indicates the fingering to be used for the left 
and right hands. It does not record the pitch end note to be used. For 
example: (64) _ 

1 

Q1n Notat1on: . fL ~ Fn 

i1) The 6ong Che notetion was used before the Teng Dynasty. It elso 
eppeers that in the eer11er time, 6ong Che notetion included some 
simplified cherecters to record fingering of wind instruments. This 
notation wes gradually changed to record the note and p1tch in the 
Ming Dynasty (about th_e fourteenth century). It then developed 
greatly. (65) 
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The Teng Pipe notation evolved from these treditionel cherecter 
notat1ons. In the beg1nning, 1t was e simple basic notation. The idea of 
ebbrevieting the notetion proved successful because it overcame older 
more complex patterns. The players need only to remember twenty 
simplified charecters which show the frets' end open strings' position. 
Players did not have to be concerned with how many times the tuning wos 
to be changed, or how many new notes occurred. However, it became 
apperent in time that there were def1cienc1es in this abbreviated style. As 
more frets were graduatlly added to the Crooked-neck Pipa, twenty 
characters were not enough. The ancient musicians then faced two 
choices, either to make more characters to accommodate this extra 
notetion, or to change to another. Eventuelly, the Teng Pipe notation wee 
abandoned. This may account for the small quantity of scores written for 
the Crooked-neck P1pe being handed down. The earliest completed works of 
the Pi pa were written in Gang Che notation, first appearing in 1818. 

Only some names of the Tang P1pa mus1c were recorded 1n the 
historical material and Tang poetry, for example, Dao Tiaa Liang 2'/JtJll, 
L il1 Ne and Ya L lln Paa . However, the music wes 1 ost. 

1.li n Si mentions that " ... Wang We1, a professonal scholar, 
performed the Pi pa very well. The Duke Qi introduced him to the princess, 
and Wang Wei pleyed a new piece in the Pipe, which was called ra Ll1n 
Pea." (66) 

The tlisce//snies af Jlt1e Ft1 reports that " ... Lieng .t."ht.it~. a p1ece of 
Pipe music originated from en aree named Liang Zhou. It wes played in the 
key of Zhen Gong. Kong Kun Lun changed into the Key of Vu Chen Gong, so 
thet this piece wes st i 11 celled Yt1 Chen Gang Piao." (6 7) 

Bai Ju Vi claimed two names for the Crooked Neck Pipe's piece 1n his 
poem The tlavement at the Pipe in the ninth century AD, as follows: 

She plucked Yi Shen first, 
then changed to Litt tie. (68) 
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THE FRESCO .. CARVED STONE AND POETRY OF THE TANG DYNASTY 

H1 stori col art, eirt 1 f ects and poetry 1 ndi cate the popularity of the 
second type of Pipe. Some examples are to be found in frescos, carved 
stone and Tang-poetry 

1) A fresco fn Dun Huang from the Sui Dynasty (AD 561 - 616) 
depicts the Crooked-neck Pipa. (69) 

ii) A fresco in Dun Huang from the Sui Dyneisty depicts the Five­
stri nged Pi pa. (70) 

110 A tr1-coloured glazed pottery from the Tang Dynasty (AD 618 
- 907) shows the Crooked-neck Pi pa. (71) 

1v) A fresco 1n Dun Huang from the Tang Dynasty dep1cts tt1e 
Crooked-neck Pi pa and the Ruein Xi an. (72) 

v) A fresco 1n He Se Er from the Tang Dynasty depicts the Six­
stri nged Pi pa. (73) 

A 1 though the 111 ustratl ons in the art works depi et 1 ng the 1 nstruments 
may not be completely reliable as some degrees of art1st1c license may 
have been employed. It 1s clear that the Pipa played a significant part in 
the cultural life of the Sui and the Tang Dynasties. 

In summary, the following conclusion can be made with regard to the 
second type of Pipa: the Crooked-neck Pipa and the Five-stringed Pipa 
became more popular than the 'first type of P1pa 1n tt1e Su1 and the Tang 
Dynasties, and that Crooked-neck Pipa notat1on was used in the Tang 
Dynasty. However, this particular notation and the F1ve-str1nged Pipa 
gradually disappeared from China, w1th the Crooked-neck Pipa continuing 
to be used. The Crooked-neck P1pa subsequently developed into the 
Cl6SS1Cal P1pa. ' 
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CHAPTER FOUR 

THE DEVELOPMENT OF THE CLASSICAL PIPA 
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From the time Chinese tredi ti onel music end the music of the 
Western Region came together, the two types of P,i pa 1 nfl uenced 
each other with some exchengi ng end bl ending of cultures 
occurring. The Five-stringed Pi pa disappeared in the tenth century 
AD,. end, w1 th reference to the first type of Pi pa, the name Ruan 
Xi en appeared i ~creasi ngl y frequently in the seventh century AD. 
Further the Crooked-neck Pipe developed significantly,·and became 
t_he precursor of the Cl assi ea l Pi pa. 

THE PI PA IN THE ·TANG DYNASTY (AD 618 - 906) 

i) The earliest change was reported, in Tang Dien, from the 
Tang Dynasty. Du Vou began to write this book in AD 766, and 
completed it in AD 801. He mentions that " ... usually, the _ 
players used the plectrum to pluck' the Pipe, but Pei Shen Fu 

· pl eyed the Pi pei wlth his f1 ngers, for exempl e 1 n the p1 ece 
known as Feng St1 Tang." ( 1) It is generally believed that the 
plectrum originated from the Western Region with the second 

_type of Pipe. The plectrum was then accepted in Chinese 
music, as the Vue Qin is plucked with the plectrum. The 
performance method ·o.f the second type of Pipe was influ'enced 
by the traditional ~hinese method of plucking instruments with 
the fingers. 

11) It seems that more frets were gradually edded in the 
Crooked-neck Pipe in the Tang Dynasty. Evidence for this is 
indicated by a Teng peintlng ,'T'ft/ Sheng 6t1eng Fa fJli1 )l~ng Ti1. 
An English scholar, A. Stein took this painting wtth him when 
he 1 ef t China. (2) In this i 11 ustrat ion, three small er frets 
were adde.d in the belly of the Crooked-neck Pipe. (3) 

iii) Several experimental changes occurred. As had been 
mentioned previously, the plectrum, string and neck of the 
Pipe were made out of different materials. 

The principle aspect involving change in this early period was 
that the Crboked~ne~k Pipe end the Five-stringed Pipe began to be 

. frequent 1 y .played in 1 nstrumentel ensembles. 
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THE PIPA IN THE SONG DYNASTY (AD 996-1279) 

Tile Record al' tile Song PynestJJ reports thet the mus1ce1 
organizat1on Jiao Fon was established in the palece in AD 960, end 
351 musicians gathered in J1ao Fon. (4) Wu Zi Mu mentions in his 
book /'Ieng Lit!ng Li! that " ... the first Pipa player entered the 
palace, and performed a· solo at a banquet. After playing, he was 
awarded five Long [Chinese money measure in the ancient times] 
and five Pi [Fablic measure], whereas the Fang X.1eng [a percussion 
instrument] player wes awarded only three LiBn end three Pi, by 
the Emperor." (5) Th1s record 1ndicetes thet the percussion 
instrument used to be an ecc9mpenying instrument for the solo Pip~ 
during the Song Dynasty. ·~~':, ___ ~-~,_:::_.~rr:;~--£i;;JT;;,Sh7.,--re:Po-rts-tfiat; 
". . . when the Emperor began his fourth cup of wine, the pleyer 
plucked Long Li¥e For the l(ing on a jade peg Pipa. When the 
Emperor had his eleventh cup of wine, the player performed Long 
LiYe is the St!me 8S the SJ.y on the Pipe." (6) 

According to the historical records the court orchestra had ten 
Pai Bans (percussion instrument), fifty Pipas, two Kong Hous, two 
1 arge drums, two Ji o drums and two hundred Zhang drums. 011 

· Cheng ,_Ii Sheng mentions that " ... the court music wes classified 
into thirteen sections, and the Pipa made up one of those. Every 
section had a leader who was called the first player." (7) During 
the south Song Dynasty (AD 1127-1279), only eight players 
remained of the Pipe section. (8) 

In the Song Dynasty, .the names of several Pipe players were 
recorded by fJlt1 Lin ,_lit1 Shi, such as Wang Zun Mei, Zheo Chang Zu, 
Duan Cun Shan, Wu Liang Pi, Jiao Jin, Duan Ji Zu, Hu Vong Niem, 
Xie Shen Ze, Hao Shi V_ing, Cao Yau Guo, Vu Da and He:io Zun Min. -(9) 

Several paintings from-the tenth century AD to the thirteenth 
century AD indicate the use of the Pipa in the ensembles, which 
were as follows: 

1) A painting from the Five Dynasties (AD 907. - 960) 
depicts the Crooked-neck Pi pa. ( 1 O) 



I 
I 
I 
I 
-1 ,,. 
,I 
I ,, 
I 
I 
I ,, 
I 
I 
I 
I ,. 
I 
I 

10 A painting from the Song Dynasty depicts the Crooked­
neck Pipe end the Five-stringed.Pipe ( 11) 

iii) A painting from the Song Dynasty depic,ts the Crooked­
. neck Pipe. ( 12) 

iv) A fresco from the Song Dynasty on e grave in He Nan 
Province depicts the Crooked-neck Pi pa. ( 13) 

v) The Crooced-neck Pipa player ·in a Song painting 
reprinted in the Ming Dynasty (AD 1368 - 1644). ( 14) 

It has been argued that the fifteen-fretted Pipe appeared 
before the fourteenth century AD. Chen Nang, a scholar in the Qing 
Dynasty (AD 1644 - 1911 t ·states this in his book The Rese8rch at 
Shen L11. He writes, " ... a sixteen characters notation used in the 
Song Dynasty, one ·character indicating the position of the open 
string, and the fifteen other characters showing the position~ of 
the frets. In my po1 nt of view, the fifteen-fretted P1 pa must heve 

. been used in the Song Dynasty, and was different from the modern 
Pipe." (.15) It is generally believed that Chen Nong's research was 
confused with the Crook·ed-neck Pipe and the Ruan Xien, for he did 
not quote adequate historical sources to prove this clearly in his 
book. The historical materiel indicates that the Classical Pipa had 
fourteen frets (four large frets and ten smaller frets) in the 
nineteenth century AD. It would have been impossible to have added 
fifteen frets to the Pipa in the Song Dynasty. (AD 990 - 1279) 

. THE PI PA IN THE YUAN DYNASTY (AD 1279-1368) . 

Chinese dreme end other forms of story-telling begen to 
develop greatly during the Vuan Dynesty. The Pipa was influenced 
by this trend. Examples of this development are as follows: 
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i) A play representative of drama of the southern region wes 
ce 11 ed The Record oi the Pipt1 . Gao Ming composed 1 t in about 
AD 1356. ( 16) It descr1 bes a lady, Zhao Wu Ni emg, ceirryi ng a 
Pi pa as she sought her husband. She began playing the Pipe end 
singing, in order to make a living. Some librettists have 
translations of this music form as follows: 

J'ing: Which piece can you play? 
How about re Si Er? 

Zhao: No. I could not. 

Jing: What about Bt1 A~·t1a .2'i? 

Z~ao: No. I can only play some ·pieces 
about respecting the elders. ( 17) 

11) Xia Ting Zhi mentions in his book Qing Lo11 ... li that Vo Si Jie 
played the Pi pa, and sang the songs herself. ( 1 B) 

1i0 Gu De Lu, a palace mus1c1an composed ei p1ece called Boi 
Ling Q11e in the reign of Emperor Yuan Shi Zu around the end 
of the thirteenth century AD. It was played by an ensemble, 
and also by several solo instruments, such as the P1pa, Zheng 
and Ku on Hou. ( 19) The mus1 c portrayed a number of Ba1 L 1 ng 
Que, which were large birds that swooped ov·er the pBsture in 
the cold winter, and dwelt in the forest. Some poets heve been 
influenced by this piece of music. The following poem wes 
written by Zhang Vu in· the M1ng Dynasty (AD 1368 - 1644). 

Let1rn Pipt1 Plt1.!J1"ng From An Old /'lt1n 
l 

All time that playing passed by. 
Remember the meaning 
while fingering decline. 
"Only one time Bei Ling Q11e was .enough." 
Suggest I. 
Since the Vuein Dynasty has died. · (20) · 
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From th1 s p1 ece of poetry, one can guess that Bei Ling Qile wes 
played with fingers rather than the plectrum. 

iv) In the Vuan Dynasty (AD 1279-1366), another lerge piece 
for solo P1pa appeered, called HBi /Jing Seized the SJtJ·'Bll. Hai 
Qi ng, a vulture-: like bird was used in hunting by Meng Gu 
royalty. HBi /Jing Seized the Sn·'Bn has been handed down to 
the present day. 

v) Only a few players of the Pipa were recorded in the 
historical records of that time. For example, as recorded in 
contemporary records, Madama Li, a peilace Pipe player, wes 
sent there when she weis young.' After thirty-five years, she 
went back home eis a result of sickness [in AD 1318). (22) 

THE CLASSICAL PIPA IN THE MING (AD 1368 - 1644) AND 
THE QING (AD 1644 - 1911) DYNASTIES 

.iT~~s- pres_e~-~ s~':d~ _ l_a_c~s eno1:1'!h ~-a_t_e:~~-3=_~~- unde_rs_t_~n~-~~~~r~~~he proc~s~ 
by which the Pipa evolved--into its- classical shape. The historical -- ---- -- --- - --
material indicates that this process was completed around the 
fourteenth ce.ntury AD. Evidence for this conclusion includes the 
following: 

i) A valuable authentic Pipe from the Ming Dynasty (AD 
1366- 1644). (23) 

ii) A woodcutting from the Ming Dynasty. · (24) 

111) A painting in the first complete works of the Pipe in 
AD 1 6 1 6. (25) 

1v) Two photogrephs from the nineteenth century. (26) 

v) A P1pa from the end of the nineteenth century. (27) 



I 
I 
.'I· 
I,,_ 

-I, 
I" 
1· 

I 
.1 
I 
·Ii 
.I 
I 
11 ,, 
.1 
I 
I 
1· 
I 

60 

By comparing the Crooked-neck Pipe and the Classical Pipe, ft 
cen be seen that many chl!lnges have appeared 1n the Classical Pipe. 
These changes w111 now be discussed. 

1) Addition of Frets 

The Pipa from the Ming Dynasty indicates the addition of frets. 
It has four large frets and nine smaller frets. A tenth smaller fret 
was added in the early nineteenth century, as seen in a painting in 
the first complete works of the Pipe. This book was called Secret 
Scare at Sat1thern and Northern Scholarship at the Pipa ( 1 B 1 8). 
The following diagram compares the po~ition of ·frets between the 
Ruan Xiem and the Classical Pipe. 

C1essica1 Pipe· 

Ruan Xian Ming Pipa Qing Pipa 

4 3 2 1 4 3 2 1 4 3 '2 1 
I I l"""""+--+--+-+-'I,__ lt---+--t---+-'I 

---------- --- ------
1 1 1 
2 2 2 
3 3 3 
4 4 4 _...,_. -· --- -· ----r----· -
5 5 5 
6 6 6 
7 7 7 
B B 8 ---------- ---1------· 
g g g 

-------- ,._ 
10------

----- ·-· -
' 1 1 -t---+---t--t--

12 -t---+-~--+--
13 -t---+-~--+--
14 

10 
1 1 

12 
13 

---· ------
10 

11 
12 
13 
14 

- -----

-----·---

_"9 ______ _ 

--------

Fret No. Fret No. Fret No. 
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The position of frets of the Classical Pipa can be divided into 
two sect 1 ons: ( 1) from open string to the tenth fret; and (2) from -
the. tenth fret to the ,fourteenth fret. There ·are two kinds of 
interval relationships between .different frets in section (1) end 
(2). The minor and major second were used in section (1 t and the 
three-quarter-tone was used in section (2). Professor Vang Vin 
Liu pointed out that " ... the encient Chinese temperaments end 
scales influenced the position of frets .on the Pipa." (26) The 
result of Vang's research is as follo~s: 

i) Three different temperaments have been used for Chinese 
traditional instruments: t.he Ch11n temperament; St1n Fen S11n 
);~· temperament and 'Ping1alt1n temperament. A question arose 
as to how to arrange the position of frets on the P1pa, 1n order 
to accompany such veri ed instruments making up the 
ensembles. The Pip~ frets, in addition, had never been 
changed to the crooked shape to suit different temperaments. 

iO As referred to section ( 1), the Ping "'lt1n temperament was 
mainly chosen by Pipa players of the time. 

iii) Since western music was introduced to China, western 
equal temperament has been widely used._ However, the three­
quarter-tone was retained in the music for many local dramas, 
folk-songs end instrumental combinations. Sometimes, Pipe 
players used special techniques of the left hand in order to 
make this charming three-quarter-tone on the Contemporary 
Pipa. (29) 

2) Contraction of Dody 

-The body of the Classical Pipa was thinner than that of the 
Crooked-neck Pipe. It is believed that this change took place 
following the addition of more frets, in order to control the 
Classic~l Pipa more efficiently. 
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3) Stab I 11 zat I on of Tun Ing -

Six different kinds of tuning VY'ere used in the first complete 
works or the P1 oa ( 1616). and more than n1 netu oer cent or the 
p1eces of mus1c contatned 1n thts volume VY'ere tuned to A d 'e e. · 
(30) 

The P1pe pleyers· eb111ty to modulete seems 11kely to heve been 
more restr1cted, s1nce the Cless1ce1 P1pe es en eccompeny1ng 
1nstrument wes used 1n the orchestres end ensembles of dreme 
end other forms of story-telling. The fixed tuning (A d e' e) 
VY'as changed to su1t the d1fferent cho1ce of keys of the s1ngers 
{see diagram below). This situation remained until the 1950's. 

Tun1 ng of the Pi pa Key 

G c d g, c or F 

G#. c- d# g# C# or F• 

A d e a D - or G 

A• d· e• a• D• or G• 

4) External Form 

The Crooked-neck Pipa had magnif1cent decorations in the Tang 
Dynasty. By the nineteenth century, most of these decorations 
have d1 sappeared. 

5) Strings 

TBi "'?Jen ~J'Bi "'?liltJn of the Ming Dynasty states that Wan Zi 's 
P1pa strings were made of s11k, find were called the Green Ice 
Strings. {31) The ve1ns str1ngs find the skin strings had been 
used in the Crooked-neck Pipe, but these VY'ere replaced by the 
s11k str1ng - the Chinese trad1t1ona1 mater1fl1 for strings on 
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musical instruments. 

6) Performance Position 

I /chin-~se MU:-sicologi:Sts, __ do not __ ii-ave -sufficierl.t\rmateri~i--to--determine when ___ thEi! 
original horizontal position wes changed into e vertical 

I posit1on. The earliest evidence is identified from a 
woodcutting from the Ming Dynasty, celled TJ·J·'elve Femt1/e 

-I 
'I ,-
' ;I 
I .,, 
,, 
I ,, 
• ., 
ll 
r1 

Ce/estit1/s in the_flet1ven. Weng Jin made it in AD 1426. In 
this woodcutting, a lady pleyed the Cleissicel Pipa in ein eilmost 
vertical position. However, the modern position in which the 
Pipa is held is a fraction more vertical than this. It 1s 
understood thet this· particular change occurred gradually over 
a long period. 

Han Shu De and Cheng Zhi Ni an, two recent mus1 c teachers in 
China thought that this chemge may have occurred in the ninth 
century AD, (32) -and their evfdence for th1s came from a 
sentence of e Teng-poem, as follows: 

Thousands of cells for her appearance, 
up-holding a Pipe she half hides her face. (33) 

Bai Ju Vi, (AD 772-646) composed this poem, and described a 
sorrowful lady and her excellent technique in the Crooked-neck 
Pi pa. 

The modern vertical position could sometimes hide half of the 
face of the Pi pa pleiyer. This particular change did not seem to 
have occurred in the ninth century AD, the only evidence being 
the above sentence from a Teng-poem. It is obvious from the 
description . by the poet himself that this upright stance 
describes the moments before she began to play the Pipe, end 
even before she tuned the strings: 

Thousand of cells for her appearance, 
up-holding e Pipe she half hides her fece. 
She began to tune. the strings., 
find the beautiful sound then sprang out. (34) 
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Another interpretation of Bei Ju Vi's poern rna!:l be that this 
1 edy was shy, es when she went out, she st i 11 hid her f ece 
w1 th the back of the Crooked-neck Pipe 

7) Right H6nd Techniques 

Since 'the Classical Pipe was estebllshed, the use of the 
plectrum was discontinued, and was replaced by the use of the 
fingers. The Ming Pipe and Wang Jin's woodcutting clearly 
indicate this. Accardi ng to e hand-writ ten score of music 
whi eh was copied from Vi Su Zi in AD 1792, this ori gi nel 
notatl on had twenty-one fingering signs in the right hand, and 
ten fingering signs in the 1 ef t hand. (35) This indicates that 
the basic fingerings had been established in the eighteenth 
century. The following di a gram shows the re 1 at i onshi p 
bet we en the Pi pa perf ormence techniques and that of other 
plucked instruments. 

The Qin and Ruan were plucked wHh 
fin ers in their earl development. 

The second type of 
Pipe WOS pleyed With 
o plectrum. -

The plectrum began to be changed 

/

in the eighth century, and finally 
wes repl eiced by finger techniques 
in the fourteenth century. 

The plucked method of the Classical Pipe was 
studied from Chinese traditional instruments. 
LeterJ some new techniques in both hands were ' 
developed. ~ 

Today's pl eyers of the Ruan end San Xi en have two di ff~rent 
methods for the right h_and, with fingers, or e pl ectrurn. 
The finger's pl eyers,studi ed some techniques from Pi pa 

performance. AlsoJ today's plectrum has been made smaller. 
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THE CLASS I CAL PI PA IN DRAMA AND OTHER FORMS OF 
STORY-TELLING 

CMnese drama was a mixture of art-forms which was like a 
many sided mirror that reflected the results of many separate 
musical forms. Following this development, the Classical Pipe 
was used widely in many different orchestras end ensembles 
support;ng Chinese dramas and other forms of story-telling. The 
following are some examples, to illustreite this situeition. 

i) Smaller Piece 

The Smaller Piece was ei form of story-telling. More than ten 
complete works of the smaller pieces were published at the 
end of the Ming Dynasty and the Qing Dynasty. Li Don mentions 
this in his book The Recard at Hil8 F8ng in Y8ng Zha11 ( 1793) 
stating that the smaller piece used the Pipe, San Xian, Vue Qin 
and Tan Ban to accompany the singing. (36) · 

ii) L/'Jt1 ~""'hi Tune 

The Z/Jt1 ~""'hi Tune. weis a popular musical form in southern 
Chi.na. The Recard at the /'ling Ogn8stg states that " ... Xie 
Zhen liked the poem and song. One day, Zhao Wang invited him 
to a banquet. Zhao Wang ordered Madame Jia to pluGk the Pipe 
for him. After ten pieces of the ,,l'ht1 Z/Ji tune, Xie Zhen said, 
'All these pieces of music came from the countryside. I would 
like to compose other poems for you.' Xie Zhen then sent 
fourteen new poems to Zhao Wang after the banquet day, emd 
Madame Jie arranged new melodies for those poems." (37) 
This record indicates the relationship between Pipe music and 
folk songs, in that the players plucked the Pipe with singing. 
Sometimes, the song was transcribed as a Pipe solo piece. 

1i 1) J~·8n St1a Tune 

Chen Zi Long (AD 1606 - 1647) reports in the book Y11e Shi 
Bi8n edited by Ye Meng Zhu that the player of the J)l!n St1a 
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tune was also the singer, who played the Pipe or Sen Xien es 
he seng. (38) 

iv) Plucking with Storytelling 

Plucking with Storytelling was a popular mus1c form 1n 
southern C~ine, and the Pipe was the main accompanying 
instrument. Qing Pi Lei C/J110 states that usually the Plucking 
with Storytelling was accompanied by the Pipa end San Xien. 
(39) Tien Nu Chen stetes 1n his book Tr6Yelling in J.Jlestern 
L 11J.·e thet many men and women studied the P1 pa in Heng Zhou, 
they sflng stories both from ancient end contemporary sources. 
(40) For example, L1 Dieo Vuen composed a piece of poetry in 
AD 1799 as follows: 

Learned of the Pipe in Qian Tang, 
Tao ~"i'/Jen finished end the sun hes gone. (41) 

v) Kun Qu 

Kun Qu is a form of drama, and, was an important art-form 
from the sixteenth century to the nineteenth century AD. L1 
Kai Vuan (AD 1501 - 1568) mentions in Ms book Ci A'~1e that ' 
the Xien Suo [e general name for some plucked instruments] 
accompanied the singing. (42) 

vi) Southern Drama and Northern Drama 

Gu Qi Vuen (AD 1565 - 1628) states in his book Qll Hila of the 
Palace thflt before the time of Emperor Wen L1 [AD 1573 . -
1620) three or four singers sang, end instrumental pleyers 
performed the Zheng, Qin, Pipe end Sen Xien as accompaniment 
et the banquets. (43) 
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THE CLASSICAL PIPA ·IN DIFFERENT INSTRUMENTAL-ENSEMBLES 

i) Xien Suo 

Rong Zhai, a mus1c1an and scholar in the Qing Dynasty, 
recorded thirteen pieces of music, ell of which were ancient, 
and studied with his tea·cher from oral instruction. (44) This 
book is called )l~·an S11a Bei Kaa. It used Gang Che notation, 
has four-part scores for four different instruments, and some 
tunes were recorded into the ensemble scores. 

ii) Shi Fan Gu and Shi Fan Luo Gu 

These were two different ensembles which were both popular 
in Jiang Su province. The Classical Pipa was one of the 
~nstruments in these two ensembles. Qian Vong describes 1n 
his bo·ok Lil Yt1an Ct1n Hila (the preface was written in AD 
1825) that in June, 1809, he lived in the countryside near the 
Vuan Ming Palace. He learnt from outside that the court 
orchestra performed Shl Fan Gu. He thought the sound was 

· beautiful. (45) 

iii) Si Zhu 

Si Zhu is an instrumental ensemble. It was popular in southern 
China after the nineteenth century AD. The Classical Pipa wes 
played with other instruments in the ensemble, such as the Er 
Hu, San Xian, Vuan Qin, Di, Xiao, Sheng and some percussion 
instruments. According to the research of Wu Zhao, e number 
of traditional pieces of music were played by the Si Zu 
ensemble, 'in which r11nQing, ZhangHi18Li11, LaoSanLii1 and 
/'Ian Lin Ban were gradually arranged as Pipe music. (46) 

1v) Southern Tune of Fu Jian Province 

This tune wes written for em ensemble end hes a long history. 
The Pipa played Southern Tune as a main instrument in the 
ensemble. The Pipa structure was almost the same as the 
Clas~icel Pipe, but it was still played in a horizontal position, 
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end the thumb of the left hend wes still used as 1t wes for the 
Crooked-neck Pipe. Its tuning wes d g a d 1. The L 11n 1 a 
performemce technique using the right hand, originated from 
the little finger. (47) 

PLAYERS OF THE CLASSICAL PIPA 

Many names of the Mester-players are recorded in the 
historical records, such as Zhang Xiong, Cha Ding, Zhong Xin Zhi, 
Li Jin Lou, Li Dong Yuan, J1eng Sh1 Feng, Jiang Sheu Ren, Tang V1ng 
Zeng, Vuan Ting Guo, Hua Wen Bin, L1 Fang Vuan, Chen Mu Fu, Wang 
Jun Xi, Li Qi Quan, Li Shen Vong, Vi Su Zi and Ju Shi Lin. However. 
historical records on specific contemporary performers are often 
sketchy. Nevertheless, some detailed information in available 
about certain players: 

i) Zhang Xiong 

Li Kai Vu an (AD 150 1 - 1568) mentions in his book Ci A·~1e that 
Zhang Xiong was from He Nan and stood out among his fellows 
as a virtuoso. Before the concerts, he always changed the 
strings on his Pipa, then plucked them for a while until they 
were in shape, so that his performance was always successful. 
When he played Seized the SJtn1n, the audience felt thet the 
auditorium was full of the sound of the swan. (48) 

ii) Zhong Xi u Zh1 and Cha Ding 

He Liang Zun reports in h1s book Si YailZhai Cong Shila 1n about -
AD 1566, ".,. . Zhong X1u Zhi was a Pipe Master in Zheng Vuan, 
and Cha Ding· was -a ri eh Pi pa Master in Wei Zhou. One day, 
Che sent a visiting card to Zhong in order to ask for em 
interview. Zhong's servant enswered, 'Master Zhong would not 
see you, unless you call yourself a student of his.' Cha said, 
'I only know his name, end I hove never octuelly heerd h1m 

·perform live. If his technique is as perfect as people say, I 
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would 11ke· to study with him.' Zhong then played e p1ece on-the 
Pipe et the back of the screen wall facing the gat~. Cha was 
surprised with· his excellent techniques, end asked him to 
study with him for a few months." (49) 

110 Li Jin Lou 

Shen Bang writes in his book The rlisce//811ies of JJIBIJ Sh11 (AD 
1593), " ... Li Jin Lou was celled No 1 in the Pipa. He used to 
be an off1cer serving in the army. After- he had become blind 
in middle age, he often played the Pi pa as a game. -He was able_ 
to imitate different sounds ·with his Pipa, such as a place 
where the troops were trained with various sounds of drum, 
horn and shouting; or a discussion between two or three 
people; or some techniques which he studied from other 

- instruments. Li Jin Lou died in AD 1588." (50) Shen De 
Fu (AD 1578 - 1642) states in his book JJlan Li Ye Di Bian 
(the preface was written in AD 1606l ·that " ... Li Jin Lou 

. practiced hard, . and even while sleeping, he still plucked on 
the quilt. Time after time, his quilt was damaged because of 
this." (51) 

iv} Li Dong V.uan, Jiang Shi Feng, Jiang Shau Ren and Teng V1ng Zeng, 

wang Vou Ding (AD 1569 - 1662) wr1tes a biography of Tang 
Vi ng Zeng, e Mester 1 n the Pi pa, in whi eh he mentions ,three 
other players: Jiang Shau Ren, Jiang Shi Feng, and L1 Dong 
vuan. Wang states that he met Tang Ying Zeng in AD 1648, 
when Tang was more than sixty years old. Several solo Pipa 
works were quoted, among them Eighteen BetJts of fll1 • ..lia , 
Frontier Fortress, rlissing in Allt11mn s Pong Lake, and CIJ11 
f/on. (52) 

v) Yuan Ting Guo 

wu .De Xuan (AD 1767 - 1640) reports in his book Renewed 
Record of Chi/ Y11e Loil that " ... Vuan Ting Guo was born in Wu 
X1, and has excellent techniques in the. Pipe. He composed a 
p1ece of music for the Pipa." (53) Qian Vong (AD 1759 - 1644) 
states in Ms book L11 J'11t1ng C11n f111a that Yuan Ting Guo's mus1c 
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was tradH1ono1, os can be seen 1n h1s works, Yil Liln Pt1C1.. The 
~Jli/d 6aase in Ailtilmn's River end Tile f'laan Rising. (54) 

Vl) Hue Wen 61n (AD' 1764 - 1659) 

Hua Wen 61n was born 1n Wu x1. end became a profess1one1 
scholar, who composed many pieces of poetry. He wrote 
several books on medicine, and used to work as a doctor.· Hua 
al so p 1 ayed the Pipe end the Qin. He pub 1 i shed Ms first 
complete works for the Pipe in AD 1818, and he advanced 
regular f1nger1ng s1gns. (55) 

v11) L 1 Fang Vuan 

Li Fang Yuan was a businessman, as well as a scholar and 
musician, who had a good education from his family. He 
published another complete works for the Pipa (the preface 
was wr1 tten in 1695), and he was the ffrst to publish a 
number of anc1ent p1eces of music. (56) 

MUSICAL ACHIEVEMENTS OF THE CLASSICAL PIPA 

More than one hundred trad1t1onal p1eces of_ mus1c were handed 
down to the twentieth century from two previous centuries. The · 
following dtagram shows th1s s1tuat1on. 

(C) = copted t1me 
(P) = pub11shed ttme 
(Pre) = preface's t1me 
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Time Publisher Amount Book's Name Notetion 

AD1762 8 ancient pi aces 

(C) 
Vi Su Zi 6 Di eces of that Bong Che 

time. 

AD1816 Hua- 7 1 ari:ier p1 eces Secret scoref of So11-

(P) Wen Bin 62 smaller pie- thern ttnd Northern Bong Che 
ces. Sc/Jalers/Jip an the Pipe 

AD1895 u- 1 3 1 arger pieces Thirteen L erge Pieces 

(Pre) a smaller pie- of Sotlt/Jern and Nor- Bong Che Fang Yuan ces. thern Scholarship 

Usually, the traditional pieces of music for the Pipa were 
classified into two types: the fighting music and the expressive 
music. Sometimes, these pieces of music were divided into two 
forms, these being the large piece and the smaller piece. (57) 

As has been previously pointed out, the f1ngering signs used 1n 
the eighteenth century, and various performance techniques in both 
hands have been recorded. The early finger1ng signs were 
influenced by the Qin fingering signs. The following diagram 
compares early f i nger1 ng signs w1 th present ones. (58) 

abbreviations used: 

Pre. = Present 
Vi = Vi Su Zi 
Hua = Hua Wen Bin 
Li = Li Fang Vuan 
Pie. = Piece or Pieces 
T. =Thumb 
r. = Index finger 
M. = Middle finger 
R. = Ring finger 
S. = Small finger 
Five F. = Five fingers 
o. s. = Other Signs · 
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STRING MARKINGS 

-.....___ Time Present Hua Wen Bin ..........._ 
Day 1n AD 1816 String -~ 

First String 1 } 

Second String 2 ~ 

Third String 3 t-
Fourth String 4 £ 

• ' I 

• 
Open Str1ng ( ) l"""'7 

LEFT HAND 

Vi Hua~ Li Pre. Vi 

).. 

·~ f 0 

IZSI IZSI ,,...... 

-,.. '11 m- or rp .L 

1l ir -tc- or z tt:== 

J - r ror;.. H:t: 
-

.t 1i1 ~ 

~ !:: ] [ 
A.«,. .31.... 

E :t. :J IC: 

Jll( 

t::I 

l. l. ..... 

Li Fang Vuan -
in 'AD 1895 

~ 

~ 

~ 

£ 

~ 

Hua Li 
/. z z. 

It t 
~ Efl -. 

* ;: or x 

{\ 

t 
:n: 1F 

[~] Ji 
p p 
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Finger 
I. F. 

Thumb 

Finger 
I.&. M. 

l.M.T. 

l.M.R.S. 

Five F. 

Pre. 

-' 
" 
~ 

' ) 
t 
/ 

g 

# 

., 

Pre. 
~ 

~ 

"'"' '" ~ 
/~ 

~ 

~ 

t 
. . . . . 

RIGHT HANP 

Vi Hua Li Finner 

5 ea ea Thumb 

:R)? :5t'2' 

M. F. 

3 lr ~ 

~ T.&. I. 

i 

J * :a~ jt 1? 

i *x 

Vi Hua Li Finger 
Five F. 

LI ~ ~ 7( 

~ • 
0 A $ ~ 

Pre. V1 Hua L1 
c T 7 ? 
i· ~ 

~ 

') 

/' I-'' /' /' 
. j (, ) H 

1.- D 

t 
~ 

4 = * ~ 

Pre. Vi Hue Li . 
ft {- f-·.:-

• rh • • • • 
I . . -• 
• 

• I 

• -. . 
~ ... 
• Clm . . - ft •• 
• :l!e i.-·. :- .... 
~ 1:r' •• 
0 ~ -: 
~ ~ ft ' .. -•• , 

# *' • e ' . . -.. 
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Finger Pre. Vi Hue Li 

Five F. /.•. ~ .. -
. c.·.:- 1i:i 

• :I=. - ~ .. 
0. S. L 13 f3 

IC .R... ..Q_ 

't ~ ~ 

... 

••• 
0 

~ 

Six different tunings were used in the first complete works of the 
P1pa: (59) 

Amount Gang Che Staff The Key's Name 
Notation Notation 

81 Pie. 93.1~ ~ ..I: R. ... Ade a ~ Key 

2 Pie. 2.3~ ~[9~ ""· 
Abee ~ 'l' ~ Key 

1 Pie. 1.15% .. F:. J.. .A 
Cl = Aeee E. ~ "" ~ iL Key 

• Key 1 Pie. 1.151 ~R .I R Be f'*' b " 
1 Pie. 1.15~ • ..I::. R' I Ade t• .E -ig ~i Key 

1 Pie. 1.15~ ...1::. .g. ~ R cab c 1 R Key -



I 
I\ 
'I 
-1 
-.11 

'I 
.,-1 
I / 

I 
a 
I 
I 
I· 
I 
I 
I ., 
·tl 
·1. 

I 
'I 

75 

According to some· hi storicfll -records, e number of tredH ion al 
pieces of Pi pa music have been 1 ost, such as ChtJn A·~· Yi11.. £/gtdee.1? 
BetJts of Ht1....lia,. Frat1tier Fortress:. /'/issing in Atltt1mn 's 0171'1§ L eke,. 
Chen St1n Tt1ne and Ne ,?htJ T11ne. (60) 

Most composers· name~ have been 1 ost, end the reason is 
complex. On the one hand, a great piece of music was rearranged 
by different Pip a players, generation after generation. On the 
other hand, the musicians did not hold e recognized position in 
soci~ty. Although. in about AD 1895, Li Fang Vuan added some 
composers' nemes in his complete w·orks of the Pipei. . Professor· 
Vang Vi n Liu has pointed out th·at. there is no evi de nee to prove the 
authenttcay of authorship regarding these names. (6_ O 

THREE TRADITIONAL PIECES FOR THE CLASSICAL PIPA 

. ' -
The present study wil 1 1 ook at three tradition al pieces of Pi pa 

· music, whi eh wll l serve to illustrate the characteristics of music 
for the Classical,Plpa. 

Ambush From Ten Sides 
811 lt'ang Loses the lflar 
The Pip11Jn Kun Yang 

i) Ambush From Ten Sides 

There we,re many wars between Liu Bong (Han army) ·and Ba 
Weng (Chu army), end in this long struggle one of most decisive 
moments came in 202 BC at Gai Xia. Liu Bong's forces used a 
bett le fortnet ion which wes celled "embush from ten sides" to 
obte;n f;nal v1ctory, end Ba w.ang took Ms own life. Many 
Mstorical records reported this fact, such as Si· Ma Qian·s 
Histaricel Recard 1 n the Hen Dynasty (206 BC - AD 26). Two 
tradit 1onal pieces of Pipfl music described this war, which were 
published ;n the, Secret Scare at So11thern and Northern Sch~larship 
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For the PiptJ by Hua Wen Bin in AD 1616. The earliest record of 
this -music appears in Wang Vou Ding's (AD 1569 - 1662) The 
Biogr6phy of Tt!ng Ying .t.""eng. . He states that " ... Tang performed 
a piece of music which wes celled Chll Hen. When the music was 
1m1tet1ng the dec1s1ve battle between the two ermies·, the sound 
wes 1n en 1mpeiss1oned tone," end Wting Vou Ding wes efra1~ that 
" ... th.e house would collapse from this." (62) 

According to the score which was _played by Li Ting Song (AD 
1906 - 1976), Amb11sh Fram Ten Sides has thirteen sections, end 
each section has its own name, which cen be divided into three 
parts, as follows: (63) · 

Before the Battle 
1 ) Mi 1 i tary Camp 
2) Marti a 1 Music' 
3) Tactical Positioning 
4) F9rmation Moving 
5) Di spatcM ng of Troops 

The Bet t 1 e in Process 
6) Ambush 
7) Smaller Battle in Ji Ming Mountain 
8) Lt:irger Battle in Jiu Li Mountain 

Final Victory 
9) Ba Wang Loses the War 
1 O) Takes His Own Life 
11) Victory of the Han Army 
12) Generals Contend Contributfon 
13) Return to Camp 

In this traditional piece of music.,· the music form was 
arranged ac~ording to the_ stages of .the battle, ·and it was clessed 
as f 1 ght i ng music. 

- Section ( 1): It was introductory music, end the atmosphere 
was tense. The sounds from the drum, horn . end gun eippeered 
consecutively; as a portent of the greet wer to come. Fo S6o emd 
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L fin, two Pi pa techniques in right hand, were used and het ghtened 
to create a dreimat i c effect . This is shown es follows: 

, 

\ 

1) Military Camp 
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Sect1ons (2), (3), (4), end (5): Four different techniques were 
used in each sect ion. The music developed greduoll y, end the 
melody of sect1on (3) wos based upon the tune of sect1on (2). 
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2) Martial Mueic 
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3)Tactical Posit1on1ng 
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5) 01 spetch1 ng of Troops 

acce 1 po co a po co 
I - - -, .. / -, -

u , . . ..,.. • • , 
4 ~ 

~~ • 
J 

\ . . ~ -. - -... • .. - . - - - .. . . • • 

f 

Sections (6), (7) and (6): These three sections make up the. 
main part in this piece of music. Sections (6) end (7), each have 
their own musical motive, which began slowly and then increased 
in speed. Sha, a special technique of the left hand was used in 
section (7), in order to imitate the sound of a sabre striking. The 
melody of section (7) came from section (2). 

6) Ambush 4r.. . ~ / . . "- ·::- /... . .. / ' ~' . . ·-
4 *-· E£;d II: B LJ f[((ff-J.~I= iJ f3 J===JJ~==u <~~:II 

7) Smaller Bettle in Ji Ming Mountain 

J = 92 

(4) 

(4) 

(4) 

) 

(4) 
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In sect1on (B), the music reeiched its peek. The P1pa 
performance techniques, Fo Sea,. Ltlfl., l..lir5'o ,.t~·t!n and . Tt1f_ Lt!, 
·using both hends, were ·employed to describe the final battle. The 
sound of striking weapons continued. Then suddenly, a short and 
quiet met ody appeared, i miteit i ng the Xiao's playing, which was e 
tradition al Chinese wind instrument. Historical records show 
that after the Han army had encircled the Chu army, they were 
ordered to sing some Chu local ·songs, and play the Xiao, in order 
to make the Chu troops homesick. (64) Then the sound of 
abandoning the weapons appeared. Finally, stronger shouting 
indicated that the Han army had won this great war. 

6) Larger Batt 1 e 1 n J1 u Li Mountain 

(Xi ao's sound) 

- r.::-1 
- L:..:..I 

tr - - - -...---..... r r 1- f F 
mp • 

~# # f 
• 

• r.:-:1 
[!!J 

) ) ) > 

( • ~gd I r f J r I J J ~ ij I 
f i.«:, 

Sections (9) and ( 10): the low-spirited music depicted that the 
hopes of Ba Wong were defeated, and he took his own llfe on the 
bank of Wu river. The music then changed to excitement in 
sections ( 11), ( 12) eind ( 13). The melody was developed from two 
folk-tunes, such as hit~ Shen Ft1 ond H~n Ot1n Sh~n. 

The P.1 pa's tun1 ng is A d e a. (65) 

ii) 811 W'11no Loses the 11'11r has sixteen sect.ions. It also 
can be divided into three parts. 
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Section ( 1) is introductory music. The melody of section (2) es 
fl mei n melody wes changed end developed to be i ncorporeted into 
ell sections. 

2) Mi 1 i tary Camp 

J = 44 """- ..z_ ' ~ ....... •:: o / I• o / o • 1 

-.,_,, 7/,. -.... / ~,~.··- /'/'•" • • .. . " '" 1 . ~ .. ~ 

· ~ 7f J EJ) I H.IJ JJJJ J tt I r r r fI In ff}• m 
. 

'""''' ·.: -g- # 1 J J t::l I J J 
1 

(2) 

1 
(4) 

/ ' / ''" ·:: -

J 1 J I l J R H ~ .~ I 
/ /' ,.:. / ' '·=· / ' '·:- / ' ' ·> / ' 

The more bri 11 i eint sections are section ( 10) Chu Song, and 
section ( 11) Say Good Bye. Lilli, a Pipa performance technique 
suddenly decreoses the tempo, end a treigic melody describes the 
bidding of farewell between Ba Wang and his lovely concubine 

Ji 

The Pi pa's tuning is A B e a. (66) 

The performance techniques used in '4mbt1sh Fram Ten Sides 
are more difficult than those of Ba fJlang Lases the fJ1ar, and 
earlier Pipe teachers always required their students to study BI! 
fJlang Lases the fJl17r first. 
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iii) The Pi pa in Kun l'lll'l!J 

There was a manuscript copy of this piece of music for solo 
Pip a in AD 1875. This copy was called FliltB and On1m in the 
.. ~Biting S11n's Time. It had seven sections. In ebout AD .1895, this 
piece was published for the first time by Li Fang Vuan. It had ten 
sections, and each section had its own name. In 1925, this piece of 
music was adapted for the Chinese or~hestra. Its name was /'loon.. 
Flcm··er 6nd Ri¥er in Spring Evening. (67) The title ·was used for 
both the Pipa solo version, and the purely orchestral version, up 
until the present day. 

This piece of music is expressive music, and the Pipe's tuning 
is A d e a. (68) 

Section ( 1) is introductory. The tempo is free. Section (2) 
follows section ( 1) closely. The melody of section (2) as the main 
tune is changed and developed several times, as follows: (69) 
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In summery, the ro11ow1ng conc1us1ons cen be mede that the 
process of the Crooked-neck P1pa cheng1ng 1nto the class1ca1 shape 
wes completed around the fourteenth century AD. Up to the 
n1neteenth century AD, a wealth of trad1t1ona1 P1pa mus1c was 
eiccumuleted. More then one hundred traditional pieces of Pipe 
music were hended down to the present dey from the two previous 
centuries, and the f1rst complete works of the P1pa was published 
in AD 1616 by Hua Wen Bin. 
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CHAPTER FIVE 

THE PIPA IN THE TWENTIETH CENTURY 
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The development of the P1 pa in the t went 1 eth century wes 
g re e t1 !d i n fl u enc e d t• o U-1 by c t11 n e s e f o 1 k mus 1 c end western mus 1 c of 
the ei ghteentr1 and nineteenth centuries. 

Tt1e historical records indi cete that western music wes 
introduced into China dun ng the sixteenth century. For example, 
two ltelian musicians presented a clavichord to the governor of the 
Ming Dynasty during the reign of Emperor Man Li (AD 1573 - 1620); 
( 1) Cont fnt/Ot ton of L tl L tl .t.""l'f!en YI, a book of pal ace records 
commented on the western staff notation in AD 1754, and mentions 
that " ... this ; s an easy method to record music... As a result, some 
western scholars introduced the western staff notat 1 on to the 
mus; ci ens of the Qi ng Dynasty. (2) However, the real exchange 
between CMnese music and western mus1c occurred towards the end 
of the nineteenth century. Gradually, the Classical P1pa developed 
into the contemporary shape, and the Pipe, an ancient instrument was 
given a new life. 

TWO PERIODS IN THE DEVELOPMENT OF THE PIPA IN THE 
TWENTIETH CENTURY 

Accord1 ng to the 1 nstrumental structure of the Pt pa, the present 
stuoy cl ass1f 1 es the e1eve1 opment of the Pt pa 1 n the t went t eth century 
1nto two periods, these being the growth of the Classical P1pa, and 
the appearance of the Contemporary Pi pa. 

GROWTH OF THE CLASSICAL PIPA 

In the early twent1etr1 century, some changes occurred in the 
Pi pa, but its str~cture still remained bast call y in cl asst cal shape. 

a) Seventeen-Fretted P1pa 

The Classical Pi pa was increased to seventeen frets which 
included four larger ones, and thirteen smaller ones. Tile Complete 
fJ1orA's at Lft1 Tf~n Ht1~ recorded thf s situation. (3) The following 
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di agrem compores the fret posit ions of three different Pi pas in 
1 B60's, 1870's and 1920's. 

0 

O = Open String. _ 
1-17 =Frets' Position. 
( 1 )-(7) = Without Fret and Note. 
i-iv =Five Hand Positions. 
) = Three-Quarter-Tone. 

1860's 1870's 

4 3 2 1 4 3 2 
I I 0 I 

1920's 

1 4 3 2 
I 0 A I 'I a 

( 1) - - - - -- ( 1) - - - - - ( 1) - - - .. -a• 
1 1 1 b 

2 2 2 c 1 
3 3 3 c-
4 4 4 d 

(2)- - I- • (2) - - - -· - (2) - - - - -d# 
5 5 5 e 
6 6 6 f 
7 7 II 7 f # 

8 8 8 g 
(3) - - - - - (3) - - - - - (3) - -· . - - -g# 

9 
9 (4) -

g a 
(4) - - - - - - -· . - - - (4) - ... - -

10 > 10 Ill 10 b 

1 1 1 1 > 1 1 c2 

> 12 c• 
12 12 > 

13 (5) -
d 

13 > 13 } ,.. . - - - d# 
14 > 14 -- ) e 

14 '15 iv (6) - - - - -f 
15 > > l5 f#· 

16 
16 (7) -- : g•9 
17 a 

Range: A - a 2 · 

The following information can be seen from this: the seventeen­
fretted Pipa established four basic hand positions in the left hand; 
elso the three-quarter-tone fret of the Classicel Pipe gradually 
disappeared, and the minor or major second were used between the 
seventeen frels. · 
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b) Different Performing Groups 

By the n1 neteentt1 century, a wealth of tredit ion al P1 pa mus1 c 
had eccumuleted, end different performing groups were formed. 
These groups cont1 nued to develop in the early twentieth century. 
Usually, these groups d1 stri buted themselves in different areas. 
They took their names from these areas or from the name of a Master 
player. Also each group had its own representative pieces of music. 
Graduelly eech group had its own approach towards performing the 
tradition al Pi pa pieces. Accardi ng to Wu Zhao's research in his book 
Tile Chinese /"/t1sfc8l Hfstor,..t/ ( 1983), the following applied: (4) 

Different Groups Concerning the Ne me Main Player Other Players 

Hua \.\1en Bin Hua Wen Bin was the Hua Wen Bin Hua Vi ng Shan, 
Group name of a person. 1784-1859 Hau Zi Tong, 

Ping Hu Ping Hu was the name Zhang Zi Liang, 

Group of an ere a in Zhei Li Fang Vuan Zhu Ving, 
Jiang provi nee. Wu Meng Fei, 

Pu Dong was the name ..Ju Shi Lin, Ju Mao Tang, 
Pu Dong 

of an area in Jiang Su Chen Zi Jin, Ni Qing Quan, 

Group province. 
1837-1891, Shen Hao Chu, 

Chong Ming 
Chong Ming was the 

Shen Zhao 
Wang Dong Vang, Lu 

name of an area in Ming Zhang, Jiang Tai, Zhou, Group Jiang Su provi nee. 1858-1930 Fan Zi Vun, Shi Song 
Bo, Huono Ti nq Xi u, 

Wang Vu Ting Wang Vu Ting was the Wang Vu Li Ting Song, 

, Group , name of a person. Ting, Sun Vu De, 1872-1951 

c) Pipa Players 

The following diagram shows the situation of main players of 
the Pi pa in the early twentieth century. 
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Z.Shen (C.G.) = Shen Zhao Zhou (Chang Ming Group) . 
T.Wang (P.&P.G.) = Wang Vu Ting (Pu Dong and Ping Hu Groups) 
C.Shen (P.G.) = Shen Hi:rn Chu (Pu Dong Group) 
B.A. = A Bian 
H.Liu =Liu Tian Hua 
V.Zhu (P.G.) = Zhu Vtng (Pu Dong Group) 
D.Sun (W.G.) = Sun Vu De (Wang Vu Ting Group) 
S.Li = Li Ting Song 

1 = 19th century players. 

* =Vear of death unknown. However, h's pub11cat1on of Thirteen 

1850 

1860 

1870 

1880 

1890 

1900 

1910 

1920 

1930 

1940 

1950 

1960 

1970 

1960 

· Lorger Pieces at .. ~'Clllthern ond Northern Scflalorsflfp dates 
from 1895. 

Hua = Hua Wen Bin 
Chen = Chen Zi Jin 
Li = Li Fang Vuan 

1858 Z.Shen (C.G.) 

1872 T.Wang (P.&P.G.) 

1 889 c. Shen (P .G.) . 

Hua Chen Li* 
I 

lt859 

1891 

189~ B.A 1e95H.Liu . 1896 V .Zhu (P .G.) •'81895 
-

1904 D.Sun(W.G.) . 1906 

S.Li 

-

1932 

. 
'1950 19;i 1 1953 1954 

" 1976 

1981 

'· 
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i) Shen Zhao Zhou ( 1658 - 1930) 

Shen Zhao Zhou was e Pipe soloist and lecturer. He inherited the 
techn1ques of perform1ng the trad1t1onal pieces of music from 
the Cheng M1ng Group. He pub11shed YitJg Zllcttt AtJc/etJt t111Je Ill 
tile Pipo ( 1916). This consisted of several traditional pieces 
of mus1c: one substant1al work Tile Ambvsll in Tell Sides; 
twenty-two pieces of music· in slow tempo; seventeen pieces of 
music in fast tempo; 'and five expressive pieces of music; 

' ' 

mak1ng a total of forty-:-f1ve p1eces. Shen Zhao Zhou has worked 
in the Nan Tong Teachers' College and Nan Jing ,Teachers' 
Training College. (5) 

iO Wang Vu Ting ( 1672- 1951) 

Wang Vu Ting was born 1n Xiu Ning in An Hui province. He was a 
busi_nessman in his earlier- years, and he studied the Pipa yYith 
three different teachers: Wang Hui Shen, Chen Zi Jin and Vin Ji 
Ping. These teachers represented. two_ different groups.· 

Wang Vu Ting was recognized as a Mast~r player and lecturer by­
southern and northern scholars 1n Ch1na. Many students studied, 
the Pipa with him at that time. Wang Vu Ting rearranged The 
Pip8' ill J•)'t1 YatJg, a tra_ditional expressive p1ece of music; whlch 
was al so given a new name as E¥e1J1'rlg 61Ja'/'/tJtJ1J in J•)'tt YotJg. · (6) -

ii 1) Shen Hao Chu ( 1889 - 1953) 

' ' 

Shen Hao Chu was born 1n Pu Dong in Jiang Su province. He was a 
medical doctor, and studied the Pipa with Ni Qin Qia·n. He 
publlshed Tile /'lttsic al Y61l§ .&."7JetJ );~/8'/J in 1929, which included 
three parts, twelve ancient piece~ of music for the Pip.a in GatJg 
Che notation. Before he died .. he asked his students to rewrite · 
this score using number notation and western staff notation, and 
to publish it again. The purpose of this was to gain a wider 
circulation for this work. (7) 

1V) A Bing ( 1 B93 - 1950) 

A Bing was a great folk musician born in Wuxi in Zhe Jiang 



I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
l-
1· 
I 
I 
I 
I 
I 

90 

provi nee. He had a good musical educat 1 on from his fat her Hua 
Qi ng He, a Teoi st priest. Unfortunately, he became blind when 
he was 35 years old. A Brng had to pl abJ many different 
instruments and sang songs in the streets or restaurants in 
order to make e 1 i vi ng. He wes al so an excellent folk composer. 
In 1950, Professor Vang Vi n Liu and Associate Professor Cao An 
He .. both of the Musi col ogi cal Research Institute of the Central 
Conservatory of Music, made recordings of six of A Bi ng·s 
compositions whi eh were performed by the c.omposer hi ms elf on 
the Erhu and the Pi pa. A Bing died in the same year. Si nee then, 
his music hes become widely known al 1 over China. (8) 

v) Liu Tian Hue ( 1895 - 1932) 

Liu Tian Hua was an active composer and soloist both on the Erhu 
and the Pipe. He was born in Jian Vong in Jian Su province. 
Si nee his poor family was unable to support him attending the 
high school.. he had to begin his music life in his teens. 
Professor Li Vu an Qi ng mentioned that " ... Liu Ti an Hua studied 
Chinese traditional instruments with folk musicians Zhen Shau 
Mei and Shen Zhao Zhou. He was the first musician in China to 
use the \'\'estern staff notation to record Chinese trad1t ion al 
drama music. A 1 so L 1 u Ti an Hua studied techniques of western 
composition." (9) Accardi ng to an article writ ten by his 
brother, Liu Ti an Hua worked hard and studied widely in many 
different musi ci al areas, such as violin, western composition, 
Chi.nese drama and folk music. ( 10) Liu Tian Hua composed 
three pieces of music.. and fifteen technical studies for the 
Pi pa. He was appointed a 1 ecturer in the Music School of Pei ping 
University (now the Beijing University), and the Musical School 
of Pei ping Women's Teachers Col 1 ege in 1922. In 1926, he was 
on the steff of the Department of Music of Pei ping Art School, 
and the Department of Music of Peiping Women's College. Liu 
Tian Hua organized a musical club celled the Chinese Music 
Reform Club, in order to encourage other young musicians to 
develop Chinese music. He also published a musical magazine, 
and most of his compositions and translations of western 
theoretical papers were presented in this magazine. It is 
believed that Liu Ti an Hua·s main achievement was in the Erhu, 
si nee he was sti 11 11 mited by the structure of the Classical Pi pa. 
He may have begun to reform this old instrument, but he died 
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early when he was only 37. ( 11) 

Vi) Zhu Ying ( 1898 - 1954) 

Zhu Vi ng was born 1 n Ping Hu in Zhe Ji en .Provi nee. He studied the 
Pi pa wi n1 Wu Bo Jun of the Ping Hu group. Zhu Vi ng composed 
eight pieces of music for the Pi pa, and worked as a 1 ecturer in 
different mus i c al i n s ti tut e s. ( 1 2) 

vii) Sun Vu De ( 1904 - 1981) 

Sun Vu De was born in Bao Shan in Shanghai. He studied the Pi pa 
with Wang Vu Ting. He organ1 zed and j 01 ned various must cal 
clubs end orchestras, such as the Xiao Zhao Orchestra.. and the 
Chinese Tradi t1 on al Must c Club. As a soloist he had perf armed in 
many countries with different Chinese musical ensembles, 
i ncl udi ng the U.S.A., India and Russi a. Sun Vu De was st i 11 
working end studying actively when the Contemporary Pi pa 
appeared. He arranged some modern pieces of music, such as A 
Happy Sang, and Heroes crassf11g the Pe Del River for this 
instrument. ( 13) 

viii) Li Ting Song ( 1906- 1 976) 

Li Ting Song_ was born in Su Zhao in Jian Su province. When he 
was 16 years old, he studied the Pipe with Wang Vu Ting and Shi 
Song Bo. He had an excellent Pipe performance technique. As a 
1 ecturer, he worked for the Central Conservatory, Ti an Jin 
Conservatory, Shen Young Conservatory, Ha Er Bing Art College, 
and the Art Co 11 ege of Ji Lin Provi nee. ( 14) 

In addition to the above, there are many other great players and 
teachers, such as Wang Lu .. Vong Da Jun, Chen Wu Ji a, Wei Zhong 
Le, Cao An He, and Qtn Peng Zhang. 

d) Music81 Achievements 

From the nineteenth century to the early twentieth century, the 
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Clessiceil Pipa continued to develop. The Cleissical Pipo trodition, 
Chinese folk music, and we~tern music, were three important factors 
that i nf 1 uenced this process. The degree of influence of these 
factors varied with time, as the following graph shows: 

2 
3 

1860 1900 1920 1940 1960 1980 - 1987 

'\..J\ = 1 --' =2 __.) = 3 

1 . The Cl assi ce l Pi pa Trad it 1 on 
The players were classified into different groups. The ·various 
expl anal ions and styles of tradition al Pi pa music appeared, 
and these greatly encouraged it to be developed further. 

2. The Influence of Chinese Folk Music 
Other Chinese musical forms influenced the Pipe. Some folk 
music was arranged for solo performance, and local folk 
music influenced Pipe music. 

3. The Influence of western Music 
Liu Tian Hua studied the techniques of western composition, 
and he composed technique studies and new works for the Pipa. 
The three-quarter-tone fret disappeared. 

A brief discussion of three p1eces of eerly twentieth century 
music would serve to show the achievements of the Classical Pipa. 
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1) Flowers 1111d Et1ergreen 

Thi s 1 s e t rad 1 t 1 one 1 p 1 e c e of P 1 pa mus i c. The earl i est 
manuscr1 pt copy, dates from Tn··e/ve £~"Pressfve Pieces of /'/11sfc 
in the n1 neteenth century. When Shen Zhao Zhou pub11 sr1ed his 
complete works for the P1pa 1n 1904, he included this piece. In 
the 1920's, Liu Tian Hua rearranged 1t, and made 1t even more 
popular. 

L1 u T1 an Hua·s contr1 buti on 1 s as follows: 

*The duration of this piece was extended by slowing the tempo. 

* More complex techn1ques of both hands were applied to this 
piece by L1u T1an Hua, such as Ta~·. Lo.. Y/17., Ro11,, and overtones . 

The following score shows this: 

J = 88 .•. - - - -.. 
' 

. . . . . ' . . ' ~ . . ·.· a 01 m J D mi 1 J n J a1 
• ·.:- ' ' , ,,,,,-.J ~ 

1 1. n J Jn 11 nm mi 
(3) -

' .· ·-' ' 

$#¥ 111 j" f) f1 11 i J 
This piece of music was recorded by Liu Tian Hua himself. 

As a student, Cao An He studied this piece of music wHh Liu 
Tian Hua directly, and both she and Vang Vin Liu published in 1942, 
TJ·J·'elve £~pressive /'lt1sic8l ~v'orks:. whi eh included this piece in Liu 

T1 an Huei's style. 
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ii) lntroduct ion of' Dance and Song 

In the Spring of 1927, Uu Tien Hue composed this piece of 
Chinese folk-influenced music for the Pipa, he also used techniques 
of western composition in it. But the structure of the Clessical Pipe 
wes not fully developed, and this i_mposed restrictions on the range 
of technical possibilities available to the comp,aser. 

, This piece was divided into five parts by Liu Tien Hua. He applied 
different tempos, motifs and techniques. The following score 
i 11 ustrates this. 

(i) Slow Tempo 

~ (4) (3) (2) (3) (3) (4) (2) (3) 

~ -# 

(1 v) 

~= 46 

/ ..... J 
/ ..... 

~ L ~ ~ 

d ~ J J ~ ~ 
. . ·------------------.. 

' ~ 

J 1 =II 

..... 

accel poco . -··-----­. . 

£~~#::#~--~J a-Jr=1~J Er-·JE' E~ E] --~--i ~n~-~1~-~-iDD3j§J~-~icEI nS· -~~~J~E~ r--- --
mf • • • • ;. • :t ~ ~ r R . • 
a po co _ , . . . . . . . ·. . . • • .• 
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111) The h'llf'e PIBging With the SBnd 

A greet composition, this piece of music wes composed in the 
eerly twentieth century by A Bing. It reflected the standard of A 
Bi ng's ebil it i es, showing- his ri eh knowledge_ of folk music .. end his 
skil 1 ed techniques of composition. 

This piece of music is in three sections with different tempos. 

In section ( 1), the tempo is slow. A Bing ski 11 fully develops the 
original melody. 

.·. (i) J = 46-56 ~ ;· ~ ~ 
I 0 . .. . 

#a J J I J 
mf (2) (3) 1 l. 

( 1) 4 

In section (2), e fester tempo is used to push the music towards 
a climax. 

In section (3); the happy melody comes from a folk tune of the 
Suo Na, and 1t suddenly leads back into. the slower tragic melody of 

~ I 
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tt1e f1 rst sect 1 on. It reflects A B1ng·s complex emot 1 ons. 

(iii) ~ = 126 

'\. 
rit - - - - - -

. . . . . . .. -------- ··------- ~ ~ 

> ) ) ') ,,,----.. 

$*• tJ EI I ~ I t3 .El I J J J J I 
ff mp 

~ ~ ~ 

~-R J J I J 4 r > II 

mf mp 

THE CONTEMPORARY PIPA 

Mainland China was unified in 1949, and western eighteenth and 
n1neteenth centuries music became more widely known throughout 
China. Two different musical traditions were brought together, and 
amalgamation of western and Chinese music was encouraged greatly. 
Since the 1950's, many changes have taken place in the Pi pa, and the 
Contemporary Pi pa gradually substituted for the Classical Pi pa. 

o) Addition of Frets 

The posHion of frets in the Contemporary Pipa was influenced by 
the western equal temperament, and the number of frets was 
increased to thirty or thirty-one. This included six larger frets, end 
twenty-four or twenty-five smaller frets, ( 15) as follows: 
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) = Three-Quorter-Tone 

The P1pa 1n The Pipa 
the n1 neteenth century , in the 1920's 

4 3 2 1 4 3 2 1 
0 I I a 0 I a 

- ,._ ,.. ' --- -- -

-- - - - - .. -
5 llr 

- - - - - -- - - - - - - - -g g 
-- - ... ' . - -- -. - - ... -

> i 1 r 
> 13 ) - - - -
' 14 ; 

iv -- -- - - -
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Iii 
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The Contemporary 
Pipe 
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17 

24 

31 
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The Contemporary Pipe has three and a half octaves: 

· Rnnge of The P1 pa 

'""" ~ 

..... -

' 
_,) 

/ / 
~ 

~ .. ... 
• 

Tuning Classical Pi pa 1920's Pi pa 

b) Different Types of Strings 

/ 
' 

Contemporary Pi pa 
Since 1950's 

. Gradually, the traditional Chinese silk string showed its 
limitation. Its ·volume was too small. As a result, metal strings 
began to be used at the end of the 1950's. These strings increased the 
volume. However, Chinese musicians missed the sound colour ·of the 
silk strings. In the ,1960's, nylon-coated metel strings were mede, 
firstly in Shenghai. It produced the desired colour as well as 
greater volume, and was ac.cepted immediately by many Pi pa players. 

c) Finger-plectrum 

As had been mentioned previously, the plectrum was replaced by 
natural fingernails in the early development of the Pipa. Since 
metal strings were used, the fingernails were often injured. Five 
finger-plectrums were therefore· employed. These were fixed by 
rubber bands strapped around each finger on the right hend. 
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d) New Pieces of P1 po Music 

The changes in the Pipe discussed above were cruci a 1 in the 
development of modern Pipe music end pl eyi ng techniques. The new 
Pi pa music can be divided into two cetegori es: 

(i) Most of the new pieces were errenged from other works by 
Pipe players. In other words .. the pleyers chose reedy-mede 
pieces \0lhi eh they adapted to suit the Pi pa. The reason for this 
wes thet Chine 1 ecked, end st il 1 1 ecks, educated composers, 
porticularly for Chinese instrumental music. 

Some of the new pieces ere es follows: 

Five Pieces of P.ipe music Original Composer Arranger 

Spritzq in TitYn /'lat1n t 8 l'tl 
A solo piece for the 
Re We Pu composed Wang Fan Di 

by Wu Si Man Jiang. 

Heroes Cross fnq Oc; Dt1 Shi Le Menq wrote Sun Vu De ..., 
River for chorus. 

The 6t1est PletYse St 8ll 
A folk song of Vi, a 

..., minority net i one- Liu De Hai 
lity. 

6tth'ltl T tJ the A folk song. Ve Xu Ran ... 
F la J·J·'er Shan·· 

hy Laye/JI Ctu1ntr11 A film song. Wu Zun Sheng 

(ii) Original Pip a Compositions 

A successful composition for the Pipe is herd to accomplish . 
Since the Contemporary Pipe appeared only in the 1950's, meny 
composers were not femllier with the instrument. The situetion 
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cells fore new generetion of composers .. soloists end teechers. 

Compos1t 1 ons wr1 tten spec1f 1 celly for the Pipe only occupy a 
small proportion of new Pipe works. In order to illustrate thts 
development, e discussion of two of these works is appropriate: 

* Five Warriors oil ong Ye /'lount11in 

Lu Chen En is a composition lecturer at the Central Minority 
Nationalities· University in Beijing. He composed this piece of 
music .. and Liu De Hai pre mi ered it in the late 1950's. Lu Chen 
En used to put Liu De Hai ·s name as the joint composer when he 
first published it in the 1960's. It is believed that he received 
much help from the soloist 1 n the composit 1 on. 

FlFe fJ16rrfars ol Lang YtY /'lat1ntef11 describes a true incident, 
whi eh happened in the 1930's. When the Japanese troops invaded 
China, five Chinese soldiers held back hundreds of Japanese in 

- Lang J'6 mountain in order that the rest of the Chinese villagers 
could escape to safety. When the five soldiers were encircled by 
the Japanese .. they committed suicide by jumping off the cliff. 

By study1 ng both the techn1 ques of western composH ion and the 
Pipe's ,traditional fighting music, the composers were able to 
use ,a wider range of techniques borrowed from the western 
composition repertoire 1n this work. The musical form of this 
piece was influenced also by The Ambt1sh Fram Ten Sfo'es. It 

_ can be divided into three parts: 

1. Before the Battle 
2. The Battle in Process 
3. Cherishing the Memory 

The following example shows techniques borrowed from western 
music: 
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* Dance /1usic oi Jli N11t ionlllity 

Wang Hui Ran, as well as being a composer, was also a Pipe 
player. He worked for Qian Wei Dance & Song Company in Shan 
Dong provi nee. He composed this piece in the 1 960's, and at e 
later date than Five ht8rria11s at l.ang Y8 /"/a11nt8in. It is the most 
popular Pipa piece in China. It showed that Pipe composition 
had reached a new stage of development. First 1 y, this piece was 
written by one particular composer, whereas previously a second 
person often assisted in composition. Secondly, music both 
from Chinese and Western traditions were combined more 
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successfully end f 1 uentl y then before. 

It was believed that fJl!nca /'/t1sic al Yi Nl!tionl!lity wes based on 
e 1 ove song, whi eh described the 1 if e, customs, musi G end dance 
from Vi, a minority group in southern China. 

' ·:- / ..... ' ' 

mp (~ (4) 

' ·:· ' 

1111 1 J 
(4) • (4) (4) 

·:· / ;r .. 1 iB JJ1Hj I j~H 3]J J 
(4) (4) ' 

e) CONCERTOS FOR PIPA. AND WESTERN SYMPHONY 
ORCHESTRA 

The Pipa concerto with western syrnphony orchestra 
accompein1ment f1rst appeared 1n the 1970's. To date, only .a small 
number have been composed. Actually, the cond1tions necessary for 
the development of th1s part1cular 1nstrumental form had been 1n ~ 

ex1 stence for qu1 te some t 1 me pr1 or to 1 ts f 1 rst appearance: The 
foll owing diagram shows this situation: 
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Historical records indicate that the Pipe wes e solo 
instrument, and wes accompanied by percussion instruments. 

1 
In the 1960's, Wang Fan Di arrani:ied a piece for solo Pi pa, which 
was accompanied by a small ensemble. It was called The L8d.Y 
in Red Army. 

The western symphony orchestra was employed 
to play both western classical music and Chinese 
music. With regard to the latter purpose, the 
orchestra was augmented with the Pipa and a few 
other Chinese instruments to give a touch of 
authentic Chinese flavour. Hence, the relation-
s hip of the Pi pa to the western symphony orches­
tra became more clearly def1ned. 

The first Pi pa concerto was called Yot1ng Sisters in 6r8ss/8nd. It was 
composed by Professor Wu Zu Qiang, Mr. Wanq Van Qiao, and Professor 
Liu De-Hai. Later. new piece~ of music for Pi pa and western s1-1mphony 
orchestra or Chinese orchestra were composed, such as Ht18 /'lt1L817 
(with CM nese orchestra) and l'lorning in Yi Li TOJ·J·'ll (with western 
symphony orchestra). 

* Young Si5ters in Grll551Bnd 

This piece is set in the 1960's in northern China, and describes 
the plight of two sisters stranded in the grassland because of a 

- snowstorm while they were tending their sheep. During the storm, 
the sisters protect the sheep for several days. 

In composing this work, the composers studied ideas from 
Chinese musical forms. They did not Wr1te this concerto in three 
movements, as was common for the western concerto. Rather, the 
work describes the story directly, has only one movement, and lasts 
about 20 minutes. Liu De Hai end the Central Symphony Orchestra 
gave the concerto 1ts world prem1 ere 1 n Be1j1 ng 1 n 1977. ( 16)-
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* Horning Jn l'f.LI Town 

'- ' 

Deng Wei composed this work. 

Yi Li is a city in no~thwest China close to the Chinese-Russian 

border, where three minority groups of people live. When he first 
1 arrived there in 1982, he was surprised by what he saw and heard, 

such as the snow-covered mountains, the different types of people, 

customs and music. Each different ethnic group had·its own musical 

tradition which was influenced by those. of the .. other groups, by 

nearby Russian culture, as well as by the indigenous Chinese culture 

He composed this concerto when he was studying with Dr. Colin Brumby 

and Mr. Don Kay, and he performed the solo part with the Tasmanian 

Conservatorium Symphony Orches~ra in its premiere in 1986 in Hobart. 

1 
Professor David Cubbin.conducted the performance. (17) ~-

f) TRADITIONAL PIPA -MUSIC IN THE PRESENT DAY 

Trad1t1onal p1eces of mus1c for P1pa are st111 played 1n U1e 
concert-ha 11 s. I nevi tab l y, changes and modifications were made to 
these pieces because Of new performance and composition 
techni Ques. These changes caused d1 sputes conc·ern1 ng the pr1 nc1 p le 

·of how to approach trad1t1on, and how to, study western music. 
Actually, changes to trad1t1onal p1eces were 11mtted and comp11cated. 
The fo11ow1ng examples illustrate th1s: 

1) Ambush From Ten Sides 

Trad1t 1 on ally, th1 s piece of musiC has 13 sect 1 ons. Sect 1 ons (9) 
( 1 Ot ( 11 ), · ( 12) and ( 13) have been removed from the work, ;~ 
order to make 1t more compact. However, most P1pa players have 
accepted th1 s change. 
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.- It nas oeen ta~en out.--. 
II II 

i Before the BElttle 
Sections 1,2,3 ,4 and 5. 

i i The Battle in Process iii Final Victory 
Sections 6,7 and 8. Sections 9, 10, 11, 12 

and 13. 

(2) 

J = 76 

11) Flower:. Hoon and River in Spring Evening 

There are many different versions of this piece of music. Liu De 
Hai successfully exploited the Pipa's expressive quelities in his 
arrangement of the piece, which he played in the 1970's. This 
aspect of his arrengement is evident when we compare an 
extrect of the secon,d section of Liu De Hoi's eirrangement -with 
the corresponding extract of a different version of the same 
work. 

arr. Liu De Hai 

~-ifjE JJ H j J.. fj I J p JJ .. JJ1 i l 
mp . • (3) ....__,. . 

~ ' ·:· / ~ ' / ' / ' / ' ' j ' ~ ' ~ ' ·:· 

~·£@ JJJJ I J]JJ fITr ilJ@JJrliJ J..ffll 
. (3) . (2) --· • 

/ ~ -: • ' ' / /'' .. .. , 0 

i* J p JJ·Jl I ± __ J Ii J. s J~JJ I JJJJJJJJI 
0 

0 

, E I J. 
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another version ( 18) 

(2) J = 72 
'"::-/ 

@# ~ d] I J. 
~ •.":- / ~ "- ./' ' I I L l 

3 (4) 

g) Musi.col Nutation 

Gang C/Je noteit ion, the Chinese tradition al word notation, was 
gradually replaced by number notation and western staff notation 
since the 1940's. 

h) Fi_ngering Signs 

Vang Vin Liu and Cao An He published in 1942 TJ·J··e'/¥e £~pressf¥e 
Pieces at l'lt1sic:.· whi eh was w.ri t ten using both Gang C/Je not al ion 
and western staff notation. Modification of some traditional Pipa 
fingering signs wa.s introduced .. Beceuse of the discovery of new.· 
performance techniques, more fingering signs of the Pipa appeared 
after 1950. The following diagram gives examples of modifications 

. intrqduced: 
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Tredit i onel sign Present sign Cl essifi ceti on 

~ First String 1 Some signs 

cp Second String 2 studied from 
western music 

~ Third String 3 directly. 

.~. Forth String 4 

,,., Open String ( ) 

l. tr 

s .t ' / Most tradition al 

-Ao (etc) I I I 
signs were 

I I changed. 

I 
I 1- ~ (etc) New signs. I I 

I I I 

Only a few tra-
/ ..... 

ditional signs, 
such as this one, 
ere st i 11 used. 

i) New Performance Techniques 

The new performance techniques of the Pipa were greatly 
1nfluenced by both the western end Chinese 1nstrumentel techniques. 
These new techniques can be classified under three categories: 

1) Techn·f ques borrowed from western 1 nstrumental tradit 1 on. 

The fast tempo 1 n both ceses requ1 re finger dexterity of a high. 
order, reminiscent of western instrumental tradition. The 
following examples are taken from works for the Pipa written 
after 1960. 
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Ponce /"/usic of" Yi Not ionolitg 

Composer: Weng Hui Ren 

J = 158-162 

~ i r1· rr H rr I Ff u (( n I .n ff ff ff 
·4 [f[f ff ff lf[(f [!"[ f If 

/"/orning in Yi Li Town (concerto - solo port) 

Composer: Deng Wei 

J. = 110 ) ) ) , 

~egfrrF[F [Ffilfff 1"Hfffr fr rrrritruf F ~rrfrrl 
mf 

~e·rrrnr [rrru 1 ~dr[[r ·fr*rrH funr i; 

I 
. l 

One result of studies by Chinese musicians of western 
composition techniques was the use of fugue in Pi pa music. At first, 

,. 
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only open str1ngs were used> such as in fJtJnce /'/11sic in Yi 
N8tian8lfty . However> 1 n 1964> Wu Zun Sheng was ab 1 e to use not 
just open strings, but stopped strings as well. 

Dance lfusic of" Yi Nol ionalilg 

J = 64 

I~: / .I;•. / // / / .. 

mp 

(4) (2) (3) - (2) 2 

Ilg L ovelg Countru 

arr: Wu Zun sh-eng 

-.. 
/} ~ ,......, I Fi 11 J n I 
r -- -!) r ~ .. r I r 

~ ~== .I J .. .. -._ .......... --
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Another borrowing from western music was the use of harmony . , I in Pi pa music as in the following example: 

I Donce /'fusic of' Yi Not ionalitg 
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Originally, the Classical Pipe player only had one method of 
ac_hieving vibrato, which was using the fingers of the left hand to 
affect ·the strings. Influenced by western music, two additional 
methods were employed. One was to use the wrist, such as with the 
violin. Another was to use the whole arm, such as with the cepo. 

Vet another technique, beHeved to have been borrowed from the 
western musical technique (cello performance), was the use of the 
left hand thumb to stop the strings. The use of this thumb was not 
part of the Classical Pipa performance tradition. 

Vario t ion of' /loon 

arr: Liu De Hai 

~-.. Ufr fchr 1f rfr fr£ r 1f rf rfcf qfcfrW;. I 

b = The l ef.t hand thumb. 
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ii) Some new techniques were borrowed from other Chinese 
instruments. The technique known es reo .t."771 wes e result of Liu De 

· He i's study of perf ormence methods of other Chinese plucked 
instruments in the 1970's. Another result of e s1 mi l ar study wes 
R'eli Gang overtone which Liu De Hai used for the Pi pa in 1965. 

iii) Some techniques were developed from the Pi pa·s own 
tred1t 1 on; for example, f our-f 1 nger L tin was devel aped from f1 ve­
f i nger Lt111. 

j) Use of the Conternporory Pi po 

The Contemporary Pipe hes become en importent instrument. As 
a solo instrument, 1t is frequently feetured in the concerts. 
Sometimes, solo Pi pa is accompanied by different types of ensemble, 
including western symphony orchestra and the Chinese orchestra. As 
en ensemble instrument, 1t is used in both western end Ch1 nese 
orchestres, end other veried instrumentel ensembles, such es the 
Plucked Instruments· Ensemble, Five Instruments Ensemble, Si Zhu 
Ensemble, and the Guang Dong Music Ensemble, all of which are based 
in China. As an accompen1 ment 1 nstrument, 1 t 1 s used 1 n many 
different orchestras and ensembles supporting Chinese dramas and 
other forms of story-telling, such es the Beijing Opera, Ping Ju, Ban 
Zi, Vue Jus in Guang Dong end Zhe Jiang prov1 nces, Han Ju, Chu an Ju, 
Lu Ju, Hua Gu Xi, Vo Ju, Ping Tan, Da Gu, Er Ren Tai, and Shi Diao. 

k) Pipo Players 

There are hundreds of Pi pa players throug~1out mainland China. 
T~1ese pl eyers can be cetegori zed as follows: 

i) Soloists and teachers who wor:k for conservatories or music 
companies mainly in Beijing and Shanghai. 

ii) Players who work for Chinese orchestras or symphony 
orchestras, and lecturers who work for the conservatories. 

i11) Players who work 1n orchestras or ensembles support1ng 
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dramas or other forms of story-telling, and students who study in 
the conservatories. 

iv) Amateur players and teachers. -

The fo11ow1ng 1nformat1on on some Master players g1ve an 1dea 
of their positions in Chinese society. ( + =The researcher's teachers 
at the Central ·conservatory and the China Conservatory.) 

* Lin Shi Chen 

A professional P1pa soloist and 1 ecturer, h~ worked- for the 
Central Conservatory of Music. Lin Shi Chen published Complete 
.War.ts at Pipa- /'lt1sic and HaJ·J·' ta Ploy the Pipa· in the 1950's. Sadly, 
he was' sent away t n disgrace and 1 ost his position for no known 
reason 1 n the 1950's before the Cultural Revolution. After Chairman 
Mao·s death· in 1976, the Cultural Revolution was stopped. Lin was 
appointed professor in the Cen.tral Conservatory of Music ·in Beijing. 
He st t ll occup1 es tht s pos1t 1 on. 

_He is widely ac~nowledged to be the greatest player a11ve. Liu 
De Ha1 graduated as a f1rst class student from- the Central 
Conservatory of Music 1 n the 1960's. He. then worked for the Central 
Conservatory; the Ch1na Conservatory, and the Central Symphony 
Orchestra~ His standard of performance is of incredible excellence. 
He arranged several pieces of music for the Pi pa, and developed some 
new techniques. Together wtth Professor Wu zu Q1ang, and Mr. Wang 
Van Qi ao, he composed the first concerto ever writ ten for the Pi pa in 
the 1970's. Other than the P1 pa, he 1 s al so able to play several 
1 nstrume.nts, · such as the Qin, Ruan and Chinese percuss1 on 
instruments. Recent 1 y, Liu De Hai was appointed professor ·in the 
Ch1 na Conservatory of Mus1 c 1 n Bef j 1 ng. 

* Kuang Vo Zhong ( +) 

I 

An excellent 1 ecturer end h1 ghl y regarded by h1 s students, he . 
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graduated from the Central Conservatory of Mus1 c, end has worked 
for the Central Conservatory and the Chine Conservatory si nee 
the 1950's. He hos w1 de exper1 ence and en excel 1 ent P1 pc tecr1n1 que. 
Kuang Vo Zhong has arranged some pieces of music for solo Pi pa. He 
was appointed associate professor in 1986 in the Central 
Conservatory of Musi c. 

* Wang Fan Di 

As a solo1st and leader Wang Fan 01 worked for the Central F11m 
Orchestra. He wcs appointed as sen1or lecturer 1n 1964 1n the Ch1ne 
Conservatory of Mus1 c. He has w1 de exper1 ence botr1 1 n perf orm1 ng 
and teach1ng. He hes arranged several pieces for solo P1pa. Also he 
is an orchestral conductor. In 1986, he was appointed· associate 
professor in the China Conservatory of Musi c. 

* Wu Zun Sheng(+) 

wu zun Sheng graduated from the central conservatory of Mus1c 
in the 1960's in Beijing. He then worked for the Central Conservatory 
and, later, the Ch1na conservatory. He 1s g1fted 1n many areas. He 
has performed in concerts, adapted a large number of pieces for solo 
Pipa, and was among the pioneers 1n the development of new Pipa 
performance techniques. 

* Wang Hu1 Ren 

An excellent composer and soloist of the Pipa, Wang Hui Ran 
worked for the ._lian We1 Dance & Song Company in J1 Nan of Shan Dong 
prov~nce. He has composed pieces for the Pipei, for other Chinese 
instruments, and for Chinese orchestras. His Oo-nce /'!t1sic of YI 
Notionalit,y is widely acknowledged as a classic Pi pa solo work. 

* Chen Ze M1ng (+) 

Chen Ze Ming worked as a soloist and leader in the China Opera 
House. He was appo1 nted as sen1 or 1 ecturer 1 n the 1970's in the 
Central Conservatory of Musi c. 
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* Ve Xu Ran 

Ve Xu Ran worked as a senior lecturer in the Shanghei 
Conservatory of Music. He has arranged several pieces for solo Pipa. 

1) Musicological Research on the Pipa 

In recent years, e number of pioneering musicological studies by 
Chinese and foreign scholars have established the Pipa as a new field 
of interest. Examples of the research topics are listed below: 

Researchers Research Topics 

Vang Vin Liu The history of the Pipa and 
Cao An He (Ms) its traditional music 

Chang Ren Xia The Crooked-neck Pi pa and 
the Five-stringed Pi pa 

Wu Zhao The hi story of the Pi pa 

Lin Qi em Son The hi story of the Pi pa 

(Japanese) Tang Pi pa in Japan 
Ancient Pi pa score 

Ve Dong Ancient Pi pa score in China 

Li Ting Song Different groups of the Pi pa 
' and their music 

Han Shu De & Chang Zhi Ni an The ancient Pi pa 

Lin Shi Chen The techniques of the Pipa . -
Liu De Hai and different groups' music 
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m) Pub11cot1ons of P'pe Mus1c 

Severcl P1pei scores have been published since the 1950's: 

* Lin Shi Chen: Complete fJ1orks For tile Pipe 

' ' * The Central Conservator1 um of Music: Complete fJ1orJ:s For 
Tredlt Janel Pipe rlt1sic 

*·Li Ting Song & Cao An ~e: Tile Ambt1sll in Ten Sides and Be 
fJleng Lases tile fJler 

* Vang Vin Liu & Cao An He: Camplete fJtarA's af A Bing l'l11sic 

* Liu vu He: Camplete fJ1arA'S' af Lill Tien Ht1e /'lt1sic 

* L 1 n Shi Chen: Complete fJtarA's at Pt/ £Jang 6rat1p /'lt1sic 

* Wu zu Qian, Wang van Oiao & Liu De Hai: Yat1ng Sisters af 
6ro-sslo-nd-Concerto for the Pi pa and the Symphony Orchestra. 

* several 0U1er pieces of P1 pa mus1 c composed or arranged by 
Liu De Hai, Wu Zun Sheng,-Lu Chen En, Wang Hui Ran, Wang Fan 
Di, Kuang Vo Zhong, Ve Xu Ran, Deng Wei, and Wu Hou Vuan. 

A number of Pi pa scores were published by the conservatories as 
teaching materials. Pipe scores were also published by central 
agencies such as the National Music Publ1shing Company in 
Beijing, and other small er ones in Shanghai, He Nan, Hu Nan, and 
Liao Ni ng. 

n) Formal Studies in the Pipa 

1) Formal studies in the Pi pa ; were: established by the 
conservatories in the 1950's. The system of 1 earning 1 s as 

,follows: 
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Music Studies in the Conservatories 

A.meteur ·Primary Music Ti me: Two Years Study (part-t 1 me) 
School Entering Age: 7 or 8 years old. -. 

Primary Music School. Time: Three Veers Study (full-tim~) 
Entering Age: 9 or 1 O years old. 

a 

-

Music College 
Time: Six Veers Study. 
Entering Age: 11 or 12 years old. --
Time: Three Years Stud!-!. 

' 
Entering Age: 14 or 15 years old. . -

University Bachelor of Music 
Time: Five Years Stud!-!. 
Entering Age: 17 - 22 years old. ... , 
Master of Music as a new degree 
was established in the 1980's. ~ 
Ti me: Two Years Study. 
Entering Age: Under 35 years old. 

__, = An unsuccessful student can be asked to 1 eave the conservatory. 

= A successful student is allowed to study for a higher degree, 
or appointed to a position in a music organization; 

new stude~t may be admitted. 

This system of music education in China seems to be . very 
successful. The following diagram shows the relationship between 
normal school studies_and musical studies in Chfrta. 
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. 51 x years study 
in primary school 

1 17 

Six years study 
in high school 

Five years study 
in university Master Ph.D. N.S.S. _....._ __________ ....._ _____________ ___._ __ 

M.S. 

Music School Music College University M.Mus. 

Age 

6 or 7 years old. 11 or 12 gears old. 17 or 18 years old. Under 35 years old. 

ii) Meny students ere not ebl e to enter the conservatories as the 
ad mission standard expected is very high and the number of. 
vacancies aveilable is very limited. A full-time student is 
encouraged to study dll i gent 1 y. He receives free education, free 
medical care, free accommodation, and free use of' instruments. An 
outstanding student is ewar~ed a scholarship once a month. Once a 
year, monetary prizes are awarded, based on final results. A student 
from e poor family can apply for a g~ant from the conservatory. 

In ·addition to first study in the Pi pa, second and third studies in 
other musical subjects must be taken. Every student must enrol in 
theoretical courses, such as History of Chinese music, History of 
Western music, Harmony, Fugue, Orchestral ion, Chinese Folk Music, 
a~d Music Appreciation. Depending on their age, the students are 
required to study Chinese and World History, Chinese Literature, 
Arithmetic, a ·second 1 anguage, and Geography. 

11 i) Since the 1950's, innovative methods of studying. the Pi pa 
have been empl9yed. Emphasis was placed on mastery of technique 
and Pi pa pieces w~i eh were categorized according to their 1 evel s of 
difficulty. Furthermore, research in performance techniques was 
encouraged. 
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o) Manufacturing Pipes 

Several 1 nstrument factories make the Contemporary Pi pa, and 
skilled techni c1ans are employed mainly 1 n Be1 j i ng end Shanghai. 
Usually, each master technician has his own method, and techniques 
of making the instrument. 

Some exper1ments 1n P1pa mak1ng have been made: 1n the 1960's, 
Cheng Wu Jia and a technician made a Pi pa using a kind of wood which 
was normally used to make violin and not Pipe. Te.chnicians from 
the Beijing ·instrument Factory used aluminum to. replace the 
traditional red wood, also in the 1960's. Wu Zun Shen, Deng Wei 
end technicians from the Beijing Instrument Fectory made en electric 
Pi pa in the 1980's. This idea was, of course, borrowed from the 
electric guitar. 

In summary, the follow1ng conclus1ons can be made w1th regard 
the Pipa in the twentieth century. During this period, .the Pipe 
traditional music was greatly influenced by Chinese folk music .and 
western music; the Classical Pipe was replaced by the Contempo.rary 
Pipe in the 1950's; Chinese mus1c1ans have mede greet advancements 
in all areas connecte9 'with the Contemporary Pi pa. · 
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SUMMARY OF CONCLUSIONS 

The history of the Pipa dated from the second century BC. In 
this period of development which began about 214 BC, the first 
type of Pipa (the Qin Pipe and the Han Pipa) appeared. Both these 
Pipas were influenced by other older Chinese instruments. The 
second type of Pipa (the Crooked-neck Pipe and the Five-stringed 
Pipe) originated in the Western Region.. where some of its 
development was influenced by nearby Indian and Persion ancient 
traditions .. as well as by the indigenous Chinese traditions. The 
second type of Pipa came to northern China around the fourth 
century AD. The first type of Pipa was given the new name of 
Ruan Xian during the seventh century AD. The FiYe-stringed Pipa 
disappeared from China around the tenth century AD. Only the 
Crooked-neck Pipa was deYeloped on a large scale. As c result 
of the amalgamation of Chinese music .. and the music of the 
Western Region.. the Crooked-neck pipa was replcced by the 
Classical Pipe around the fourteenth century AD. 

During the nineteenth century AD .. a wealth of trcditional Pipa 
music was accumulated. The Classical Pipa tradition .. Chinese folk 
music and western music,, were three important factors that 
influenced the deYelopment of the Pipa in the twentieth century 
AD. 

The Classical Pipa was replaced by the Contemporary pipa in 
the 1950"s. To this instrument.. three basic changes were 
introduced: addition of frets.. the use of different strings. and 
finger-plectrum. Western influence encouraged this development 
both compositlonally and in performance practice. 

Although absorbed partly within Chinese traditional music. 
recent and current exchanges between Chinese and western 
musical traditions have stimulated and benefited Pipa 
deYelopment. New performance techniques of the Pipa are greatly 
influenced by both the western and Chinese instrumental 
techniques. A wide range of compositions for Pipa has appeared. 
and Pipa concerti accompanied either by the western symphony 
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orchestra or Chinese orchestra are becoming most popular .. end ore 
high1y acclaimed in China. Traditional pieces of music for Pipe .. 
however .. are still played in concert-halls. Formal studies in the 
Pi pa have been established by conservatories since ·the 1950"s. 
large numbers of contemporery players have emerged in mainland 
China .. Hong Kong .. Tei wan .. Singapore .. and in other Asian countries. 

The Pipa,, an ancient instrument .. has been given a new life. 
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f i g. 1 The Tao Gu 

f i g . 2 The Xun 

f . 6 The Qi n I g • 
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fi g. 2 The First Type of Pipa 
Fresco from the East Han Dynasty <AD 25 - 220) 
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Pottery figurine from the Wu Dynasty CAD 222- 280 ) 
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fig. 8 The Five- stringed Pipa 
Fresco from the North We i Dynasty (AO 386- 534) 
i n the Oun Huang Grottoes 
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f i g. 9 The Ruan Xi an 
Wa l 1- rel ief on a grave of the Jing Dynasty CAD 265- 420) 

fig. 23 Left Hand Thumb 
Carved Stone 
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f i g. 14 The Ruan 
Carved stone from the Northern Dynasty (AD 386-581) 
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fig . 17 The Five- stringed Ruan 
Fresco from the Tang Dynasty (AD 618- 907) 
in the Dun Huang Grottoes 
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f i g . 1 8 The Ruan 
Fresco from the Tang Dyna s t y (AD 6 18- 907 ) 
i n the He Se Er Grottoes 
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fig. 22 Tang Pipa Plectrum in Japan 
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fig. 24 The Crooked- neck Pipa in Japan 
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fi g . 28 The Crooked- neck Pi pa 
Fresco f rom the Su i Dynast y (AD 581-6 18) in the Dun Huang Grott oes 
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fig. 30 The Crooked- neck Pi pa 
Tri-coloured glazed pottery from the Tang Dynasty 
(AD 618- 907) 
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fig. 32 The Sj x - s trin ge d Pi pa 

Fresco from the Tang Dynasty (AD 618-907) 

j n the He Se Er Gro ttoes 
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fig. 33 More Frets in the Crooked-neck Pipa 
Painting from the Tang Dynasty CAD 6 18- 907 ) 
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f i g. 34 The Crooked- neck Pipa 
Paint i ng from the Five Dynasties CAD 907- 960) 
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fig. 35 The Five-stringed Pipa and the Crooked-neck Pipa 
Painting from the Song Dynasty (AD 960-1127) 
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fig. 38 The Players in the Ensemble from the Song Dynasty (AD 960-1127) 
reprinted in the Ming Dynasty (AD 1368-1 644) 
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fig. 39 Min g Pi pa from the Mi ng Dy nasty (AD 1368-1 644 ) 
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fig. 40 The Classical Pipa in a woodcutting 
which Wang Jin made in AD 1428 
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fig. 41 The Classical Pipa 
Painting in the first complete works of the Pipa 

, in AD 1818 
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fig. 42 the 1860 ' s The Pipa in 

fig. 43 t he 1870' s The Pip a in 
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fig. 44 The Pipa in the end of the nineteenth century 
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fig. 45 The Pi pa in Southern Tune (1) 
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fig. 46 The Pip a in the Southern Tune (2 ) 
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fig . 47 The Contemporary Pipa 
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