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Fig. 13.  NAN-KUAN MODES

Fig. 14. A performing ensemble (l. to r.): T.K. Liu (San-hsien), C.F: Yu
(P’ip’a) Li-hung Lee (Plai-pan), C.Y. Chen (Hsiao), H.T. Chen
(Erh-hsien)
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NOTES

! Samuel Couling, Encyclopaedia Sinica (Shanghai: Kelly and Walsh, 1917), p.
628.

% The only detailed scholarly study of the Min dynasty in a Western language is
the book by Edward H. Schafer, The Empire of Min (Rutland, Vt.: Charles Tuttle, 1954).

Much of the information in this paragraph on Min is drawn from this source.

* Edited by Liu Hung-kou (Manila: Ssu-Fang Company, 1953), pp. 6-7, translated
by Douglas Paal.

* Anonymous, “New Tunes for the Old Folk Music of Fukien” Chinese Literature
5:122, 1965.

% in the Min-Nan Yin-Yiieh Chih-P'u Ch’iian-Chi (CPCC), previously cited.

® Forty-cight compositions are printed in the CPCC.

7 Chang Tsai-hsing, ed. Nan-Kuan Ming»Ch/'u' Hsiian-Chi (Collection of famous
Nan-kuan Ch’i) (Taiwan: Chinese Classical Music Association, 1962) 496pp. Includes 267
ch’it. Henceforth this source will be abbreviated MCHC.

* CPCC, pp. 24-26, translated by Kuo Chang-Yang.

¥ CPCC, pp. 13-14, translated by Kuo Chang-Yang.

' See David Morton, The Traditional Music of Thailand (Institute of Ethno-
musicology Records IER 7502, with booklet).

Sources of the Figures

2 The editor,
CPCC, p, 22,
CPCC, p. 34,
CPCC, p. 11.
CC, p. 30.
CPCC, p. 8.
CPCC, p. 18.
MCHC, p. 229-230.
0. MCHC, p. 116-117.
11. CPCC, part P'u, p. 13-17.
12,13, The editor.
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[image: image6.jpg]from Amoy. Nan-kuan music associations today flourish particularly in Manila and
Taiwan,

The situation of nan-kuan in Fukien today under the Communists is unclear, but
what information we do have is not very encouraging. A report in the journal Chinese
Literature states:

In the last few years more than 160 folk bands and community choirs in Fukien
have composed well over a thousand new tunes reflecting present-day life which
have proved popular all over the province. Southern Fukien had at least a dozen
traditional types of folk music like the nanyin, the hsiangchu, and the chingko,

ch having been influenced by the old court music were generally plaintive and
sentimental. To express the new feelings and life of our people today many folk
musicians have now composed gayer and more rousing tunes to convey the changes
in their districts, the new spirit and progressive actions of the new characters. Two
of the best nanyin songs are “Ten Thousand Women Curb the Sea-Dragon,” which
praises some heroines who prevent a flood, and “Song of the Dyke,” which
describes how the people living by the river Chin safeguard 100,000 mou of
land . ..

1. ENSEMBLES AND REPERTOIRES.

At an carly stage in the development of southern style music, there were numerous
ensembles under the generic term kuan-hsien (pipes and strings); these were divided into
two classes, wen (civil, refined), and wu (military, strong). Figure 1 outlines the
classification of ensembles. Under the wu classification were three ensembles: the shi y
(ten tones) included lutes, flutes, mouth-organ, small drum, cymbals, and sith
ta-ku-tsui (big drum and winds) featured large percussion instruments; and the che-ku
(chariot drum) featured smaller drums, cymbals, and gongs. In the wen classification were
the ssu-kuan (four pipes), which featured the lutes p'ip'a and san-hsien, the vertioal flute
hsiao, and the spike fiddle nan-hu or erh-hsien (this wa considered to be a replacement
for the mouth organ sheng which had originally helonged to the ensemble): the pa-yin
(eight tones) was a similar but larger ensemble. All ensembles used the p'ai-pan clappors as
timekeeper. After the success of the ssu-kuan musicians at the court of K’ang-hsi, this
particular ensemble overshadowed the others. There is also an operatic style known as
nan-kuan-hsi, said to be quite archaic and lyrical, sing entirely with spoken
dialogue, and regulating the stage action according to ancient dance patterns. Only a few
operas of this genre have been preserved.

KUAN  HSIEN

W

WEN

KuAN|
%
SSU KuAN PA YIN
w ¢|5 AS 'ﬁ'
Fig. 1. CLASSIFICATION OF ENSEMBLES

The nan-kuan repertoire today consists of three classes or types of music (see
Figure 2). The ta-p'u are chamber music itions for i alone, someti

quite lengthy. They are arranged in sets or suites known as t'ao; the sections are cach
named with a subtitle, and some kind of boundary-marker occurs in the music (such as

slowing down, or a brief rest) but they are essentially played through as one continuous
composition. Sixteen such 'ao have been preserved, all of which are available in printed
notation.® Four of these pieces are especially popular and often performed today: “Pai
niao kuei ch’ao” (A hundred birds returning to their nests) in six sections; “Ssu shih
ching” (Scenery of the four seasons) in eight sections; “Pa chiin ma” (Eight handsome
horses) in eight sections; and “Mei hua ts'z0” (Plum Blossomsyin five sections.

KUAN HSIEN
oL

WIND  STRING
=
TA PU CHH PU CHU
A# T8 #
INSTROMENTS NARRATIVE Lyric
16 tlao 42 fao 1000 chi)

Fig.2 REPERTOIRE: TYPES OF MUSIC

The chih-p’u are narrative songs, though they may also be played by instruments
alone. Their style is generally quiet and elegant. They are strictly organized, and use
melodic formulae known as ch'i-p'ai to which different texts are set. -p’u, like the
instrumental ta-p'u, are also divided into sections, and there are about fifty sets (t'a0)
known today.

The ch’ii are arias o lyric songs: they are more expressive, emotional and elaborate
than the chih-p'u songs. About a thousand ch’d have been preserved, many of which have
been recently printed in a Taiwanese anthology.” Ch' are also comparatively short, and
not divided into sections.

HI. INSTRUMENTS.

The musical leader of the ssu-kuan ensemble is the short lute p'i-pla. As seen in
Figure 3, the Amoy p'ipa has a large pear-shaped body tapering to a short neck; its four
strings are fastened to lateral pegs in a bent pegbox. Four rounded frets are fixed on the
neck, and nine frets extend along the front soundboard. There is no bridge, the lower
string-holder serving also for sound transmi
Amoy p'ipa retains two small, crescen
on the modern Chinese p'ip’a, but which are still preserved on the various types of
Japanese biwa. Also, the Amoy instrument is larger than the modern pi-p'a, and is played
in a somewhat different position.

The Amoy p'i-pa uses a wide variety of techniques. Left-hand fingers stop the
strings at the proper frets, while the thumb and index finger of the right hand combine in
various plucking techniques; thirty-two such right-hand fingerings are shown in the CPCC,
which further instructs: “Of all the fingerings, tremolo should be learned first. .. .In a
piece, plucking up or down must not be mixed up; fast or slow tempo changing must be
well controlled; at a pause or legato passage each musician should play with attention to
the others.”®

The four strings of the Amoy pip'a (known in ascending pitch order as mather,
third, second, child) are tuned D-G-A-d. The p'i-pa part appears to be literally central to
the nan-kuan musical texture. Nan-kuan notation (explained in detail later) gives
essentially the meter, the text, and the plipla part; the other instruments derive their
lines from the pipla — the san-hsien abstracting notes, the hsiao and erh-hsien
elaborating.
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In the notes for the first record of this series (AST-4000, China I), the fact was
mentioned that “Chinese Music™ is not a single, unified tradition, but rather consists of a
bewildering and little-studied plethora of local traditions, sometimes sharing many
common traits, sometimes startlingly different.

This record presents for the first time to a Western audience one such local
tradition which developed in Fukien province, on the South China coast. No doubt even
some listeners already familiar with Chinese music will find its delicate, controlled, and
plaintive harmonics surprising and unique.

The traditional music of Amoy (an important port city in southern Fukien), also
known as nan-kuan (southern pipes), nan-yin (southern tones), or kuan-hsien (pipes and
strings), is believed by Chinese musicologists to preserve one branch of the court music of
classical China which reached a peak of cosmopolitan splendor in the T'ang dynasty.
Though much scholarly attention has been directed by both Oriental and Occidental
scholars toward the gagaku music of the Japanese imperial court (also a descendant of
T'ang court music), the nan-kuan tradition remains unknown and has been almost totally
neglected by Western scholars; it is surely deserving of serious and thorough study.

Fukien is a mountainous, semi-tropical country, about 150 miles directly across the
Formosa straits from Taiwan. According to Couling, “Fukien being in a somewha
isolated position, its customs and dialects, which are very different from those of
neighboring provinces, have been well preserved.

Numerous historical and pseudo-historical sources purport to tell of the origin of
nan-kuan music: but like all attempts to pinpoint origins of things cultural, there is
probably more legend than truth in the early reports. Lii Pu-wei relates in his Spring and
Autumn Annals (ca. 2nd century B.C.) that when Emperor Yii (3rd millenium B.C.) went
to take care of a flood, he met a woman in T"u Shan, who asked someone to write a song:
they sang it, presumably for the Emperor, and this was the origin of nan-yin. Another
tradition holds that nan-kuan originated in Honan province during the Chin dynasty
(265 A.D.). When invading tribes attacked Chin, the people fled southward towards
Fukien, bringing their culture and musical traditions with them, their music of course
later developing into present-day nan-kuan. These early stories cannot be substantiated
today.

The court music of T'ang was elaborate and cosmopolitan, with many styles and
ensembles. Nan-kuan is believed to have derived from one branch of the important Tang
genre tachi (large or extended song). After the collapse of T'ang came a period of
disunion, the Five Dynasties and Ten Kingdoms. One of the Ten Kingdoms ruled over
Fukien, which was officially known as Min. Tt was established after much political
maneuvering in 933, and lasted only 15 years, after which control devolyed to war lords
and eventually to the Sung dynasty in 977. It is probable that the Min court imitated
Tang music (though on a less expansive scale), but sources of the period tell us only that
Min court music used “ssu-chu hsien-kuan”* (silk-bamboo strings-pipes) which, though not
contradictary to the tradition is certainly not very helpful. Also, we are informed that at
least one Min official imported singing-girls from the North — but music was probably not
foremost in his mind. Thus it is impossible at present to demonstrate a clear line of
succession from T'ang court music via the Min court to present-day nan-kuan by
historical sources, though this possibility may not be entirely ruled out? Nevertheless,
one still meets the term “Min-nan Yin-yiieh” (music of southern Min) as a synonym for
nan-kuan; this may be intended to imply a historical relationship, but more probably is
simply considered an elegant figure of speech.

g5

The Sung dynasty reunified China and continued developing some of the same
musical forms which had their inception in the T’ang, including the ta-ch’i. When
invasions from the north forced the Sung dynasty to give up the northern part of China
and move its capital south (to Lin-An, modern Hang-Chou, in 1127) the forms of
cultivated music no doubt filtered down from the court and became popular among the
southern peoples, albeit with modifications and errors due to lack of adequate knowledge
by the practitioners, and to the southern musical temperament. Tt appears to be most
probable that nan-kuan preserves the style and repertoire of some branches of Southern
Sung court music, particularly the fa-ch’. While the primary historical grounds for this
assertion are admittedly sketchy, I believe that it is reasonable, and can be supported on
organological and musicological grounds.

Further historical data is not available until much later, in the Ch'ing dynasty, from
which there ace two varying reports. Following arc quoted both stories, as related in the
main souree-book for nan-kuan music, Min-Nan Yin-Yieh Chi-P’u Chian-Chi(Collected
Scores of Min-Nan Music; henceforth abbreviated CPCC).

According to the record of the year 1678, in the K’

The Emperor liked to play the wood and string musical instruments. He asked
Prime Minister Li Wen-chen, “Regarding the honorable men of the South, is there a
southern music to be heard?” Li immediately sent abroad requests and summonses.
Five men were selected rsed in joining together in song, scholars well
accomplished in the mus Their names were Ch’iu, Chou, T7ai, P’ing, and
T. At the capital they received an audience at court. They were detained at the
imperial park, and cstablished their apartments to the West in order to sing and
practice together. Certainly they blended well and were deeply in harmony with the
sentiments of the Emperor. Therefore he was of a mind to treat them with extreme
kindness, and he wanted to grant them an official title. . . . In his wise grace and
majesty, he caused them to be called *“The amateur actors, by appointment to the
Emperor.” And he bestowed on them the song-cloak and the imperial-yellow cool
umbrella, the gold silk palace lamp, and he sent them home with honors via the
imperial post [road]. ... Later men honored them by calling them the “five young
gentlemen.”

Though nothing has heen written in the records about the following event,
the old folks say that:

In the 52nd year of K’ang-hsi of the Ch'ing [1713], the Emperor’s 60th year
of long life was to be recorded, and the whole world joined in congratulations. The
four directions in continuous song all gathered together. At the time. Grand
Seeretary Duke Li Wen-chen of An-Chii (a district in Fukien], taking southern
music 1o be much more still and quict in its elegance, sent out letters soliciting
native skilled artists who knew the musical tones. They obtained Wu Chih and
“hen Ning of Chin-Chiang: Ch'uan T'ing of Nan-An; Hung Sung of Hui-An; and Li
I of An- The five entered the capital, with their instruments sweeping before
them, and with joyful sounds harmonizing together. The Emperor was greatly
pleased and he bestowed honors. ... @ the title “the amateur actors by appointment
to the Emperor and five young fragrant worthies,” and he granted them trust of the
vari-colored umbrella and the palace lamp in order to return home.

These two stories, one from the written annals, one from Fukien oral tradition, are not
really very different. Both agree that due to the ministrations of Li Wen-chen, the
K'anghsi Emperor heard nan-kuan music, was pleased, and honored the musicians. Now
Li Wen-chen (better known as Li Kuang-ti, Wen-chen being an honorary posthumous
title) was an important scholar-official born in Fukien: he was particularly interested in
music, and in fact wrote an important book on music theory which later serve
source for the Jesuit scholar Joseph-Marie Amiot in his monumental work on
musie. Therefore it is not unreasonable to find Li as a natural intermediary introduci
nan-kuan, the musical tradition of his homeland, at the northern court. In fact, one might
suggest that both stories could contain elements of truth, as there is nothing to interdict
the possibility of two ensembles heing similarly honored at different times. At that time,
the province of Fukien was still considered to be rather uncultured, the elite at Peking no
doubt feeling towards the Fukienese in cultural matters much as a New York concert-goer
might feel towards, say, Texans. Fukienese no doubt rightly resented such stercotyping,
and took understandable pride in the honors bestowed on their hometown musicians (to
continue the analogy, not unlike the Texans’ pride in Van Cliburn’s achievements). The
end effect of this local pride was to popularize the particular genre of music practiced by
the “five young fragrant worthies,” and to prescrve that genre as a local specialty, perhaps
at the expense of other contemporary genres. This main genre was known as ssu-kuan
(four pipes), and features four instruments and a time-keeper. Thus nan-kuan traditions
acquired a kind of hallowed status which contributed to their ability to withstand change
and deterioration when confronted with Western culture.

Amoy became a major seaport when European guns forced its opening to trade in
1842, This spurred emigration but apparently had little acculturative effect on nan-kuan,
while in Canton, 400 miles to the south, Western musical instruments soon began
replacing their Chinese counterparts in some Lraditional ensembles. Nan-kuan, moreover,
was carried by emigrant seamen and laborers to the overscas communities of Chinese in
the Philippines, Malaya, Thailand, and other Asian countries. Also, many Taiwanese are
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Side 1, Band 1. “Wo Wei Mo™ (What Am | Doing?). An instrumental composition
featuring the titzu (flute). The background story is as follows:

died of illness. He

In the Ming dynasty, Shang Lin, a native of Chun-an, Chekian
was survived by lis aged parents, his wife Hsiieh Mei, his coneubine, and his son Lo.
Though the concubine was Lo’s real mother, he was raised by Hsiieh Mei, who lived
through hards I her life without remarrying. At long last Lo completed his
education and reached prominence by being given a top position in the royal court, Lo is
noted for his filial piety and integrity. The music of the present selection is adapted from
asong sung by Hsiieh Mei.

A vocal composition of
follows:

Side 1, Band 2. “Fei Shih Juan" (I Am Not [Forgetting]
the ki type. sung by Miss Li-hung Lee. The background story

ll(lMH all of the Sung dy and the rise of
ih-hsiung, Irnm a 1am||v of scholars, left

Gaarng T faway country, REameL EYONE

Long ago. in the years hetween th

Yiian, @ handsome young man named
home to escape the ravages of war. Whi
dy by the name of Wang Juidan. Conversations Letween them, and their similar plight,
quickly led to a mutual affection. They swore to be as brother and sister, and continued
to journey together. One night when they put up at an inn, Chiang tried to make love to
Jui-lan, but met with refusal. This song, sung by Jui-lan, brings out the mixed feelings of

sorrow and love she hid in her innermost heart.
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The Chinese text and notation of the song is given in Figure 9. The mode is
wu-k'ung-kuan (see chart of modes, Figure 13). Following is a romanization of the text
based on the Wade system with some modifications to mateh the Amoy dialect;
commas mark phrase divisions. The romanization is followed by an English translation.

wang i-a ts'eng,

ch'ing ke i,

kao i seng wang teng,
K'i pin ke wang suang,
1s'in liao ti,

157ai lao,

ko chieh-a ch’i,

chiao i lang,

chieh-a ts'in i,

miang hung ching,

15’ miang hung kang ching,
£5'u ts'i min ch'ung ke,

Fi hsi wang,
mung eng
plo tzu tsa
t'ing wang ts'ung U'ao ts’o k',
in ts’o li,

ts’a ke luan,

wang i sin chia lou,

tsi sin pa lin pi,

ching ti i,

ts’a wu ki,

isuo hsi ch'

si tsuen tzu wang chia,

kang i, tsits’e,
ts'a sui si, szu tsieh lien i

suisa i, 15 min ch'ung ke chiao,
lai tsi tsoi ¢ siang tui nai i po,

siang tui nai i pu, kang wang,

kang wang, szu hui chia ch'i.

szu tsieh lien li,

tting the good deeds you have done me, but please lis
Not too long ago I lost everything [ had because of the wa
I had moved here and there all alone by myself, | was glad to have met you near the
forest. You said you were a modest gentleman, so I willingly became your
companion and travelled with you. Yet who could have fore
want to marry me seeretly now, here in this small inn. T sugges
send me home. Then you must publicly ask my parents for my hand in marriage,
furnish a comfortable place, and decorate a sedan chair in which 1 shall ride. A
formal wedding ceremony and a legal marriage — is it not far far better than
keeping it sccrel?

I am not for
what I have to

or

Side 1, Band 3. “Fei Fei Shih Shih” (Rainy Weather). A vocal composition of the
chil-p'u type, performed here by instruments alone, featuring the hsiao. The Chinese text
and notation may be found in CPCC, pages 158-160. The mode is wi-k ung-kuan (see
chart oF modes). The background story is as follows:

In the T'ang dynasty, there lived a charming nun named Chen 2. She
accomplished at poetry and at playing the seven-stringed zither ch'in, One evening, the
abhot’s nephew, who was stopping over at the temple on his way to the capital for the
royal entrance examinations, chanced to hear Chen playing a beautiful melody and was at
onee entranced. He courted her, and both fell in love. But their time together was short:
the young man left for the capital and did not return for an entire year. The song on
which this selection is based is sung by Chen, expressing her loneliness and lunglng When
the year was up, however, the young man returned and they were marries

“Hsien Sui Kuan Jen” (I Accompany My Master). A vousl
s Lihung Lee.

Side 1, Band 4.
composition of the ch’ii type, sung by

The story of Liang Shanpo and Chu Ying-tai (also known as “The Butterfly
Lovers™) is a perennial favorite in Chinese opera and song in many different local
into a movie which had the most phenomenal
success in the history of Chinese films. Chu Ying-tai was the d:ughlcr of a rich dignitary

E

10 g0 off to school in
Hangehow and left home maumly without her parents’ consent. She and her maid-
servant disguised themselves as men. On the road to Hangchow they met Liang Shan-po, a
handsome and gentle young man who was also travelling to attend school. They
each other at once, and became travelling companions, later sworn brothe
schoolmates. OFf course Ying-tai fell in love with Shan-po, though Shan-po remained
unaccountably ignorant of his “brother’s™ true sex, and many complications ensued. The
present song, however, is from the beginning of the story, sung by Chu Ying-tai and her
maidservant as they make their way along the Hangchow road. The Chinese text and
notation are given in Figure 10. The mode is ssu-k’ung-kuan. Romanization and
translation follow.




[image: image11.jpg]The long lute san-hsien has a small squarish body and a long fretless neck (see
Figure 4). Tts three strings (known as mother, middle, child) are tuned A*D-A. Musically,
the san-hsien follows the p’ip'a, playing a slightly simpler part, frequently an octave
lower, sometimes rhythmically offset (as in the final sections of “Mei Hua Ts’a0”). The
plip’a and san-hsien together are considered one family of instraments; we might call it
the bass family.
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Fig.3.  Pipa Fig.d.  San-hsien

“The hsiao, a vertical bamboo flute about 22 inches long, is the leading member of
the treble family (Figure 5). It has five front finger holes and a rear thumb hole. There is
a bevelled notch on the front of the embouchure against which the player directs his
breath. The Amoy hsiao is bulkier than the modern Chinese hsiao, in this aspect resem-
bling the Japanese shakuhachi. According to the CPCC,

As to blowing technique there are but a few descriptive words: when blown
hard, it sounds loud and forced; when blown softly. it sounds weak and loose: when
blown with moderation, it sounds graceful and soft. . . . The fingering techniques
include: full stopping, full opening, half stopping, half opening, fast stopping, fast

opening, slow stopping, and slow opening

CPCC goes on to describe several ch ic hsiao techniques including the
tremolo produced by a rubbing or skipping motion of the straight fingers, aiming at a
long, even series of tones “like a pearl chain.” There is also a chart of 36 fingering
combinations, with numerous subtle cross-fingered inflections, some of which occur only
in a single piece of the repertoire.

The Amoy erh-hsien is a two-stringed spike fiddle, the silk strings normally tuned a
fifth apart. It has a hollow cylindrical body, one end of which is covered with snake-skin,
while_the other is left open. As shown in Figure 6, the horsehair bow passes between the
strings as in other related instruments, The Amoy erh-lisien has one major morphological
peculiarity: the tuning pegs are inserted from the front of the neck rather than from the
back, as on typical modern erh-hsien of other traditions. The only related spike fiddle
sharing this feature is the Korean haegeum.

As the san-hsien is subordinate to the p'ipi in the bass family, so the erh-hsien is
the subordinate partner in the treble family. Both san-hsien and erh-hsien must take care
to play more softly than their partners, and to follow their lead in tempo, phrasing, and
dynamics. The treble family plays a version of the bass melody with roughly twice its
chythmic density - i.e., about two treble notes for each bass note, giving the effect of a
rudimentary polyphonic stratification.

Fig. 5. Hsiao Fig, 6. Erh-hsien

The final member of the basic ssu-kuan ensemble is the wood clapper p'ai-pan
(Figare 7). In vocal music, the voealist is also responsible for the p'ai-pan. The p'ai-pan
plays regular patterns marking the main metrical divisions. Only two strokes are
distinguished, light and heavy, indicated in the notation by dot and circle. (These have
been retained in the accompanying transcription.) There is an intriguing functional
similarity with the Thai ching (time-keeping small bells)."® In practice the plaipan
player, sitting in the middle of the ensemble, plays so quietly as to be frequently.
inaudible.

B
H
|

Fig. 7.

Pli-pan

The basic ssu-kuan ensemble (also known as “upper ssu-kuan”) may be varied by
substituting the transverse flute ti-tzu (Figure 8) for the hsiao, as demonstrated in “Sun
Pu Hsiao,” Side 2, Band 1. Or, a small so-na (shawm) may be added when a more vigorous
effect is desied. A group of auxiliary percussion instruments may also be added,
including ssu kuai pan (bamboo castanets), hsiang-tsan (a small bossless gong, held in a
basket), mu-yii (a hollow wood block carved in the shape of a fish), hsiao shuang chung
(two small bells struck together), and a medium-sized gong. When these i are
present, the ensemble is known as “lower ssu-kuan.”
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Kang sui kuang,
lang lai,

tzu tsai ti,

min ts'ui tou hsi suang,

liang ting,

tia ki t'u,

hsiu lang lai o,

an kuan tou min,

chit’i,

wa yu kuan chi chi chieh liao,
tsua sua tzu hu k'u,
chiao kan chi,

wa lia lino,

tzu tsou tzu ku,

hsi no wu ya mo,

tik'ang ke i,

an sang lang lai tao ti,

ts'e lo tzu yiu ch'in,

tui min wu chi sang,

ts'eh tua lo o ya e,

tsai i k',

ch'ung kuang lang lu ya mo,
te hsin tio pi,

kang kuang wu chi hu,

ang Lsa,

tzu he suei piy

t'ai kang lai ki puen,

tsua yin i,

hsi suang wen ho
chi ting ke k'uang,

ense m. hung chin ko hsi ts’e,
liao i tuei, lang tsu min i,

1i tiou, chi t'ao pe,

ai chin kuo hsi t'ua, lo tsuei king su tiu,
lang ho k', Co tui,

kuang lang su tiu tsui, an hsin i,

kg iang chi pi, ang sang lang su tiu.
t'ai kang hsiu tzu chiu, ts’e so,

t'ao lai ta, an hsin i.

hi i hsi,

I accompany my master and come to this spot. In front of us are rugged and
endless mountains and thick shadowy forest. | see a bird resting on a withered twig.
When 1 pass by, it takes off and lands on a branch of another tree, and it chirps. Oh,
how annoying. Please step aside, my master, let me find a piece of stone to drive it
away.

" Please don’t be so leisurely at a time like this: here we are facing a forked
road, not knowing which way to go.

Don't worry, my master. | see a fisherman standing by that stream. Let me go
ask him directions.

The dark clouds roll in, bringing heavy rain. A sudden outburst of wind
strikes at my face. The sun will soon set. The most urgent thing for us to do is to
find an inn for shelter.
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10. “HSIEN SUT KUAN JEN" (I Accompany My Master)

e 2, Band 1. “Sun Pu Hsiao” (The Worthless Grandson). A vocal composition of
the chih-p'u type, here played by an instrumental ensemble featuring the flute fi-tzu. The
Chinese text and notation are in CPCC, pages 278-280. The mode is ssu-k ung-kuan. The
background story is the same as that of “Wo Wei Mo” (Side 1, Band 1).

Side 2, Bond 2.
nan-kuan instrumental works, und is uf the to-p'u
which are subtitled 1) Snowy i 2) Charming With Winds, 3) Flowery
Fragrance, 4) Beautiful Blossom, 5) \r:\ of Plum Flow Both the Chinese notation
(Figure 11) and a transcription of “Mei Hua Ts’ao™ (Figure 12) are included in their
entirety. In making the transcription only the two leading instruments were notated;
these should suffice to guide the listener and aid in analysis, Several conventions were
followed: 1) all ornamental shakes are notated by the sign ‘' unless they are long trills
2) notes have been placed in parentheses when questionable, marginally
sing in the present performance but called for by the Chinese notation: 3)
as an aid in correlating the two notations, the Chinese meter symbols have been included
in the transcription; 4) elapsed time is indicated at the end of each section, from which
relative tempi may be calculated if desired i where detected,
have been ignored. The original tape was prepared on Ampex studio equipment, so it may
be assumed that the speed is relatively accurate, in which case, the pitch of the per-
formance is about one semitone higher than notated.

“Mei Hua Ts'ao” (Plum Blossoms). This is one of the major
tis divided into five sections

The nese notation is read in columns from top to bottom, right to left. Fach
column is divided into three parts. On the right only two symbols are found, a circle or a
dot, respectively indicating main and subordinate metrical divisions. In the middle are
symbols giving fingering patterns for the p’i;p’a, such as a circle (indicating a long roll on
the melody note) or a crass (a single note an octave below the melody note). On the left
are the main melody notes of the pYi-p’a part, given in a sol-fa type of notation, with one
symbol for each pitch of the mode. The pitch symbols for the mode wu-k ung-kuan, used
i this piece, are shown in Figure 13.

“MEI HUA TS'AO™ (Plum Blossoms)
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