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Abstract

This dissertation analyses the “Dayue”, “Chiyue”, “Shiyin”, “Guyue”, “Yinlu”
and “Yinchu” chapters of the Lishi chungiu mainly in comparison with the “Yuelun”
chapter of the Xunzi. This comparative analysis aims to clarify the viewpoints on
music of the Lishi chungiu by contrasting them with those of the ““Yuelun”, while
suggesting possible reasons for their diverging viewpoints as well as contributory

factors behind the rise of musical discourse in around the third century BCE.

At this time, a recognition of the inherent tendency to enjoy music and of the
resonance between music and qgi resulted in music becoming a subject of special
attention. The Lushi chungiu argues for the indispensability of music based on the
inherent desire for music while criticizing extravagant music on the ground that it
harms life. Musical sound was believed to affect the flow of qi in the natural world,
and the Lushi chungiu reinforces this belief by addressing the cosmic harmony of
music. Despite its recognition of the desire for music, the “Yuelun” mainly perceives
music as a tool for edification rather than an object of desire. It argues for the
edifying effect of music while suggesting resonance between music and gi in the
body, and with this strong ethical implication, musical harmony is closely related to

its function to achieve social harmony.

The Lishi chungiu mainly sees music as currents of air that serve as a sensory
stimulus or as a medium for affecting gi. In both cases, music enhances what belongs
to Heaven: it nurtures life by providing pleasure or promotes natural harmony by
resonating with qi. The emphasis on the physical property of music and its
contribution to intrinsic qualities can be suggested as the central idea on music of the
Lushi chungiu, contrasted with the “Yuelun” that discusses music with moral

concerns.
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1. Introduction
1.1 Aim and methodology

This dissertation aims at elucidating the viewpoints on music of the Lishi
chungiu = K&K (Annals of Mr LU) expressed in its six chapters that discuss
music: “Dayue” A¥¥ (Great Music), “Chiyue” %% (Extravagant Music),
“Shiyin” i ¥ (Appropriate Sound), “Guyue” 5% (Ancient Music), “Yinli”
1l (Pitch-standards) and “Yinchu” % #) (Origin of Tune) chapters.® For this
purpose, this dissertation will undertake a complete and annotated translation of
the six musical chapters and analyse them mainly in comparison with the “Yuelun”
445 (Discourse on Music) chapter of the Xunzi 4ij§- (Master Xun), another
detailed discussion about music around the third century BCE when discourse on
music appeared to gain significance.” Comparison with the “Yuelun” will clarify
the viewpoints of the six musical chapters by contrasting diverging perceptions of
music appearing in a similar time frame, while suggesting contributory factors
behind the rise of musical discourse as well as underlying reasons for diverging

perceptions of music between the Lushi chungiu and ““Yuelun”.

The whole 160 chapters of the Lishi chungiu were translated into English by
John Knoblock and Jeffrey Riegel.® However, as described in its preface, this
translation is “a complete translation in a convenient form” with limited
annotations.* Focusing on the six musical chapters, this dissertation will fill the

lacunae of their translation by providing detailed explanations suggested mainly

! These six chapters will be referred to “the six musical chapters” hereafter. In addition
to these six chapters, two chapters following the “Yinchu”, namely the “Zhiyue” %%
(Making Music) and “Mingli” BJE (Elucidating the Principles) chapters also discuss
music, mainly focusing on zhiyue %% (perfect music) yet only in a few sentences and
the other parts are hardly relevant to music. For this reason, | do not include the “Zhiyue”
and “Mingli” chapters in “the musical chapters” of the Lishi chungiu. However, those
sentences about music will be discussed in 4.1.1 and 5.1.3.

% This dissertation assumes that the six musical chapters and “Yuelun” show how music
was perceived around the third century BCE. Dates of composition of the Lishi chungiu
and “Yuelun” will be discussed in 1.4.

® Knoblock and Riegel, The Annals of L{i Buwei.
* Knoblock and Riegel, The Annals of Lii Buwei, viii-ix.



by Gao You 3% (fl. 205 CE), Bi Yuan yr (1730-1797), Jiang Weigiao %
e (1873-1958), Xu Weiyu & (1900-1950) and Chen Qiyou P 7y fik
(1917-2006).> This annotated translation will form a firm basis for anlysing the

six musical chapters.

Besides the “Yuelun”, the “Yueji” %%5 (Records of Music) chapter of the
Liji st (Records of Ritual) will be examined focusing on the passages where
similar viewpoints to the “Yuelun” are advanced, with an aim to show how the
viewpoints of the “Yuelun” are consolidated in the “Yueji”. Parallels between the
“Yueji” and Lushi chungiu will also be analysed to discuss their differences or
similarities. In addition, other classical texts including the Zuo zhuan 7c{#
(Zuo’s Commentary) and Guoyu [35 (Sayings of the States) will be examined
in order to discuss the six musical chapters and “Yuelun” in a wider context.®
Analysis of those texts will be assisted by annotations of Zheng Xuan #53£
(127-200), Wei Zhao #:MiHd (204-273), Du Yu FL7A (222-284), Kong Yingda +L
FH#E (574-648), Wang Xiangian FJcift (1842-1917) et al.”

One of the approaches to musical discourse of the Lushi chungiu is based on
the classification of schools of thoughts such as Confucianism and Daoism,
largely following the technique applied to the analysis of the Lishi chungiu in
general. That is, the “Yiwen zhi” 2535 (Bibliographical Treatise) of the Han
shu %3 (Book of the Han) classifies the Lishi chungiu as an eclectic text
(Zajia 4£4%).2 As can be seen from this classification, the Lishi chungiu is

believed to contain various thoughts that were discussed during the Warring

States period (475-221BCE), and these thoughts are often classified according to

®> L Buwei, Lishi chungiu; Jiang Weigiao et al., Lishi chungiu huijiao; Xu Weiyu,
Lushi chungiu jishi; Chen Qiyou, Lishi chungiu xin jiaoshi.
® The texts referred by the name of “classical texts” here mainly indicate pre-Han texts.

They also include texts from the Han such as Huainanzi, Shiji and Han shu but do not
include texts composed later than the Han shu.

" Kong Yingda et al., Liji zhengyi; Wei Zhao, Guoyu; Kong Yingda et al., Chungiu Zuo

8 Ban Gu, Han shu, 30: 1741.



the schools with which they are most associated. For example, Liu Rulin 217 %
classifies 103 chapters of the Lushi chungiu into ten schools including
Confucianism, Daoism, Mohism and Legalism.® Similarly, Tian Fengtai i3
categorizes the main tenets of the Lushi chungiu according to schools of
thoughts.’® In addition, Scott Cook discusses how Laoist, Mohist and Confucian
ideas coexist in the Lushi chungiu while understanding it as a work for
philosophical unification aiming at political unification.™

This approach can equally be adopted when analysing the musical discourse
of the Llshi chungiu. For instance, Li Zehou %4:%/% and Liu Gangji ZI#d#c
discuss the origin and function of music within the frameworks of Confucianism
and Daoism.* In a similar way, Cai Zhongde #5ffi{# suggests that Lushi
chungiu’s viewpoints on music are influenced by the Yin-Yang School and
Confucianism while its central argument is based on Daoism.*? In addition, Chen
Guying P ME argues that the “Dayue” chapter, which he believes is the most
important chapter regarding music in the Lishi chungiu, clearly expresses Daoist
ideas.’ These interpretations, however, are mainly based on a perception of the
eclectic nature of the Lushi chungiu, which could hinder elucidating the core
perception of music that permeates the six musical chapters. Furthermore, it
might simplify or misinterpret the viewpoints of the Lushi chungiu by classifying

them into the generic categories such as Confucianism and Daoism.

Rather than using schools of thoughts as an analytical tool, this dissertation
will investigate crucial concepts advanced in the six musical chapters in their own
terms, not restricted by conventional readings within certain schools of thoughts.
Investigation into key concepts is also often adopted as a method for analysing

musical discourse of the Lishi chungiu. For instance, Cai Zhongde developed the

® Liu Rulin, “Lushi chungiu zhi fenxi”, 340-358.

0 Tian Fengtai, Lishi chungiu tanwei, 119-153.

' Cook, “The Liishi chungiu and the Resolution of Philosophical Dissonance”, 307-323.
2 Li and Liu, Zhongguo meixueshi, 414-425.

3 Cai Zhongde, Zhongguo yinyue meixueshi, 235.

' Chen Guying, “Cong Liishi chungiu kan Qin Daojia sixiang tedian”, 88.



concepts of yu %k (desire), le % (pleasure) and li P! (principle) which he
considers the main ideas of the “Shiyin” chapter.”® In addition, Xiu Hailin &
#K, based on the concepts of he F1 (harmony) and shi i (appropriateness),
provides an insightful reading of the “Dayue” by emphasising human efforts to
follow the principle of the natural world in order to produce harmonious sounds.*
In this way, analysing crucial concepts is advantageous to understanding each
chapter in its own context. However, if this analysis remains within the six
musical chapters, it would have limitations in evaluating the significance of their

viewpoints from a broader perspective.

In line with an approach centred around core concepts, various terms will be
under scrutiny in this dissertation since these terms are closely related to main

=

arguments this dissertation will develop: yu %X (in chaps. 2 and 3), gi 5, xin [»,
ging 75 (in chaps. 3 and 4), shi &, liyue %% (in chaps. 3 and 5), taiyi A —,
duliang i, ping “*, gong 7%, he F1 (in chap. 5), yin % and sheng 7 (in
chap. 6)." However, this dissertation will distinguish its approach from others by
exploring different readings of the terms in other classical texts as well as among
commentators. To put it more specifically, this dissertation will demonstrate
changes in the meanings or connotations of yu, xin and ging. In addition, it will
discuss the different perspectives from which qi, he and liyue are discussed.
Except for he, the terms occurring in chapter 5 will be discussed within the
context of the “Dayue” but their usages in other texts will still be examined to
clarify their meanings in the “Dayue”. Regarding yin and sheng, it will discuss

their shared semantic area before they are clearly distinguished in the “Yueji”.

Current scholarship largely agrees that music is chiefly perceived as an
edifying tool used for achieving harmony in society according to the “Yuelun”.
For example, Masayuki Sato suggests that according to the “Yuelun”, music
prevents social disorder by controlling desires and emotions of the people and

music is the complementary idea of li 7, both of which are indispensable for

> Cai Zhongde, Zhongguo yinyue meixueshi, 233.
18 Xiju Hailin, Zhongguo gudai yinyue meixue, 199-202.
" Translations of these terms will be presented in 1.2 and 1.3.
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achieving “an ideal state of harmony/order in a society”.® Similarlly, John
Knoblock indicates the profound transforming effect of music that contributes to
“the highest degree of social uniformity”,*® and Paul Goldin points to the
influence of music that makes the people “in line with the Way”.?° Largely
following those interpretations, I will emphasise the edifying effect of music
when analysing the “Yuelun”. However, from a viewpoint that understands the
“Yuelun” as one of the first serious discussions about music along with the six
musical chapters, | will discuss the “Yuelun” in relation to the contributory
factors behind the rise of musical discourse which, in my opinion, are interpreted
differently in the six musical chapters. This approach will provide a new angle to

understanding the “Yuelun”.

Some scholars interpret the musical discourse of the Lishi chungiu from a
similar viewpoint to the “Yuelun”. For example, Li Zehou and Liu Gangji suggest
the edifying effect of music as one of the important aspects of music advocated in
the Liishi chungiu.?* In addition, Tian Fengtai emphasises the edifying function
of music in close relation to its importance in governance when discussing the
viewpoints on music of the Lushi chungiu.? In their discussions, parallels to the
“Yuelun” and “Yueji”” are quoted in order to show similar viewpoints between the
Lushi chungiu, “Yuelun” and “Yueji”. Disagreeing with those interpretations, |
will suggest that the six musical chapters devote little attention to the edifying
function of music in society and analyse the parallels in order to show diverging

viewpoints of the Lishi chungiu.

One of the main interpretations of the Lishi chungiu’s perception of music is
closely related to life and the natural world. For example, it is argued that its view
on music is influenced by the Daoist idea of yangsheng 7%/ (nourishing life),

and the natural world is often discussed as the origin of music.”® As with those

8 3ato, The Confucian Quest for Order, 362-3609. Regarding the term i, see footnote 27.
¥ Knoblock, Xunzi, 79-80.

% Goldin, Rituals of the Way, 79.

Li and Liu, Zhongguo meixueshi, 415-416.

Tian Fengtai, Lishi chungiu tanwei, 297.

Xiu Hailin, Zhongguo gudai yinyue meixue, 199-205; Li and Liu, Zhongguo meixueshi,
11



interpretations, life and the natural world are two of the main focuses of this
dissertation. However, this dissertation will provide a new interpretation of these
two subjects in relation to music by formulating a consistent argument with which
both life and the natural world are associated, and by presenting this argument as
one of the core arguments of the six musical chapters. In addition, as with the
“Yuelun”, musical discourse of the Lishi chungiu will be interpreted in relation to

the contributory factors that led to the first detailed discussions about music.

The six musical chapters show various perceptions of music. In other words,
they do not show one consistent viewpoint on music. In contrast, the ““Yuelun”, as
one of the chapters in a single book that mainly demonstrates Xunzi’s #jJ~ (trad.
¢.313-238 BCE) philosophy, holds a relatively consistent viewpoint on music, if
not completely consistent.? Because of their various perceptions of music, not
all the six musical chapters can be compared with the “Yuelun”. However, most
of the crucial arguments on the six musical chapters this dissertation will
formulate will be related to the view of music as an object of desire which will be
mainly compared with the view of music as an edifying tool in the “Yuelun”.

More specific ways of comparison will be presented in 1.2.

In sum, the six musical chapters will be analysed on the basis of a close
reading of the texts and investigation into key concepts, in comparison with the
“Yuelun” and other classical texts including the Zuo zhuan and Guoyu. This
comparative analysis is expected to evaluate Lishi chungiu’s viewpoints on music
from a broader perspective by employing synchronic as well as diachronic
approach to perceptions of music. Consequently, it will pinpoint the significance
of the Lishi chungiu in the evolvement of musical discourse up to the early Han
% (202BCE-220CE) period.

416-425.

# The “Yuelun” also sees music as an object of desire or as part of ceremonial
constituents. However, the “Yuelun” does not seem to advance its arguments on these
aspects beyond previous discussions while placing lesser importance to them. Therefore,
these aspects will not occupy the centre of discussion of this dissertation although they
will still be mentioned whenever necessary.

12



1.2 Outline

This dissertation will discuss five subjects: the indispensability of music,
two perceptions of music, music and xin > (heart/mind),?> the cosmic harmony
of music, and twelve pitch-standards. Each of the six musical chapters is related
to one or two of the subjects as presented below.

“Dayue” | “Chiyue” | “Shiyin” | “Guyue” | “Yinld” | “Yinchu”

Indispensability of

ch.2 X
music

ch.3 Two_ perceptions of
music

ch.4 | Music and xin

Cosmic harmony

ch.5 :
of music

Twelve pitch-

ch.6 standards

Except for chapter 6, the viewpoints of the “Yuelun” will be contrasted in
each chapter. The contrast between the Lishi chungiu and “Yuelun” starts from
their different perceptions of music: music as an object of desire versus music as
a tool for edification. It is suggested that the Lushi chungiu positively recognises
desire as a vital element in nourishing one’s life. This aspect is often discussed in
support of the function of music to bring pleasure. For example, Li Zehou and Liu
Gangji suggest that since the Lishi chungiu emphasises moderate satisfaction of
desire aiming at fostering one’s life, the aesthetic value of music depends on
whether music provides pleasure or not.?® In contrast, the “Yuelun” is largely
believed to advocate the function of music to achieve harmony among the people

as mentioned in 1.1.

Based on my readings of the six musical chapters and “Yuelun”, | posit that

% As Sarah Allan indicates, “xin, as an organ, is the heart”. However, “it was the heart,
rather than the brain, which was believed to think in ancient China”. In this way, “there is
no heart/mind dichotomy in classical Chinese”. Allan, The Way of Water and Sprouts of
Virtue, 80-81. Understanding xin as a physical organ with which one thinks, Sarah Allan
translates xin as “mind/heart”. In musical discourses that this dissertation deals with, Xin
appears to be more related to emotion than to thinking. In order to encompass both
meanings of xin with stronger connotation of emotion, | choose “heart/mind” as a
translation of xin.

% Liand Liu, Zhongguo meixueshi, 432.
13




the main perceptions of music of the six musical chapters and “Yuelun” are
above-mentioned two aspects of music, namely an object of desire and an
edifying tool, and from this difference the central supposition of this dissertation
emerges; if they see music from different perspectives, their interpretations of
certain concepts related to music might not be the same, and if so, the viewpoints
of the Lushi chungiu will be more clearly identified through a comparison with
the “Yuelun”. Besides the “Yuelun”, this dissertation will also examine various
classical texts if their viewpoints are related either to the Lishi chungiu or to the

“Yuelun”.

Although the main structure of this dissertation is based on the comparison
with the ““Yuelun”, not all the six musical chapters will be contrasted with the
“Yuelun” since the “Guyue” and “Yinlu” do not clearly hold a view that can be
contrasted with those of the “Yuelun”. Even though it is the position of this
dissertation that the Lushi chungiu’s core arguments are closely related to its view
of music as an object of desire and that these arguments become more distinctive
when compared with the “Yuelun”, the “Guyue” and “Yinli” will still be
analysed as importantly as the other chapters, since one of the aims of this
dissertation is to demonstrate all the perceptions of music that the six musical
chapters show. Another divergent view is presented in the “Yinchu” where music
is regarded as an expression of feeling. This view will be contrasted with the view
of music as an external stimulus that influeces feeling, in order to emphasise the
edifying effect of music in the “Yuelun” and “Yueji”. An outline of each chapter

is as follows.

Chapter 2 will discuss two reasons for the indispensability of music
suggested in the “Dayue” and “Guyue”: an innate desire for music and the
continuing existence of music. Therefore, the main division of chapter 2 does not
represent the comparison between the Lishi chungiu and “Yuelun”; this
comparison will be made in the former part of this chapter where the “Dayue” is
discussed. Both the “Dayue” and “Yuelun” acknowledge an innate desire for
music, but in spite of this same recognition, their arguments appear to diverge.
Chapter 2 will demonstrate their diverging viewpoints by contrasting music as an

object of desire and music as a tool for edification. The second part of chapter 2

14



mainly consists of translation of thirteen stories about music in ancient times

described in the “Guyue”.

Chapter 3 will explore the two perceptions of music suggested in chapter 2
with an aim to reconstruct the ideal type of music from each perspective. The
“Chiyue” opposes extravagance in music and the “Shiyin” emphasises the
importance of appropriateness. The first part of chapter 3 will discuss these two
positions in relation to the viewpoint that sees music as an object of desire. In
addition, it will interpret the concept of “li and music” (liyue ii%%) advanced in
the “Shiyin” and suggest the ideal type of music from this perspective.?’ The
latter part of chapter 3 will discuss music as a tool for edification. It will first
examine several passages from the Shujing, Zuo zhuan and Guoyu which
expresses seemingly similar viewpoints to the “Yuelun”. This examination will

demonstrate how the “Yuelun” sets apart its viewpoint from those of the Shujing,

2 Li  has a variety of translations such as ritual, rites, ceremony, decorum and
propriety which reveal its rich content and wide extension. According to the Shuowen
jiezi &t SCfET (Explaining the Graphs and Analysing the Characters), “li is to step on

by which the spirits are worshiped and blessings are received. It is derived from shi 7~

(to show) and li == (ritual vessels), and li = also serves as a phonetic determinative”.

i JE AR, BT EAgvmf, Bois . MR, EREE. Xu Shen, Shuowen jiezi, 7.

Homer Dubs (1892-1969) understands Shuowen jiezi’s definition as the original meaning
of li, namely “religious rites”, and discusses how the concept of li broadened its meaning
from this original meaning. He suggests that as the kinds of rites increased this concept
came to include “all social, habitual, customarily acknowledged practices”. Later, with
the connotation of rightness being added, li came to include “all the observances of
morality”. In this sense, Dubs translates li as “the rules of proper conduct”. Dubs, Huntzu,
113-1109.

Similarly, Hu Shi #id (1891-1962) suggests three stages where the concept of li
underwent changes: 1)religious ceremony 2)all kinds of social norms that are accepted as
customs and manners 3)a paradigmatic social norms of moral behaviour which can be
amended without adhering to the ones in the past. Hu Shi, Zhongguo gudai zhexueshi,
124,

As a wide range of meanings show, it might be impossible to give a clear-cut definition
of li, not to mention an accurate translation. Any translation might be only a convenient
but inaccurate translation; for this reason, this dissertation will not suggest a translation
of li. In this dissertation, li will roughly indicate either “rules for the proper forms of
objects of desire” or “social norms assigning distinction among the people” as li will be
discussed mainly in relation to music. In the former case, li is mainly discussed in
relation to music as an object of desire and in the latter case it is paired with music which
serves as a tool for achieving harmony among the people. However, the accurate
meaning of li needs to be determined in each context.

15



Zuo zhuan and Guoyu. After discussing the effects of music described in the
“Yuelun”, it will suggest the ideal type of music from the viewpoint of the

“Yuelun”.

Chapter 4 will discuss the relationship between music and Xxin in two
directions: from xin to music and from music to xin, which represents the contrast
between music as an expression of inner feeling and music as an external
stimulus. In regard to the former direction, the “Yinchu” chapter will be discussed.
As an external stimulus, music can act either as an object of desire or as a tool for
edification. Chapter 4 will investigate the way music exerts an edifying effect
while examining the terms of xin /[, i % and ging . The way music, as an
object of desire, evokes pleasure will be discussed in chapter 3 when the “Shiyin”

is analysed.

Chapter 5 will explore the concept of harmony (he #i1) aiming at elucidating
different implications of the cosmic harmony of music as described in the “Dayue”
and “Yueji”. The first part of chapter 5 will interpret the cosmic harmony of
music from the viewpoint of the “Dayue” after investigating five key terms of the
“Dayue”. The second part will move its focus to the concept of harmony
advanced in the “Yuelun” and “Yueji”. Based on these two texts, it will then
suggest another reading of the concept of “li and music” which differs from the
reading suggested in the “Shiyin”. Furthermore, it will examine the implication of
the cosmic harmony of music in the “Yueji” which is paralleled with the cosmic
order of li. In order to reach a better understanding of the concepts of harmony
and “li and music”, chapter 5 will also examine relevant passages from the Lunyu

i (Analects), Guoyu and Zuo zhuan.

Chapter 6 is concerned with the twelve pitch-standards, the main subject of
the “Yinlii” chapter. This subject is not discussed in the “Yuelun”; therefore, no

comparison with the “Yuelun” will be made. Instead, the Guanzi 45§~ (Master
Guan), Huainanzi #:FdF- (Master of Huainan), Shiji 55C (Records of the

Scribe) and Han shu will be discussed concerning the method for achieving the
twelve pitch-standards and the five notes. In addition, one passage from the

Guoyu will be examined in order to discuss the relation between the twelve pitch-
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standards and twelve months.

Lastly, based on the entire analysis given in the main body, this dissertation
will conclude by summarizing the main viewpoints of the six musical chapters
and “Yuelun” while suggesting common issues on which both the texts pay
special attention as well as their diverging viewpoints regarding these issues.
After interpreting the concepts of harmony and “li and music”, which | believe
are two of the crucial concepts in musical discourse, from the viewpoint of the
Lushi chungiu, I will address the significance of the Lishi chungiu’s viewpoints

on music.
1.3 Keywords

Various terms investigated in this dissertation will be presented either in
Hanyu Pinyin #:5#% (Chinese phonetic transcript) or in English translation.
On the whole Pinyin will be preferred but there will be several exceptions; for
example, “harmony” and “desire” will be preferred to he I and yu #k for
readers’ convenience. The terms listed below are of importance in relation to the
main arguments of this dissertation, and the reason for choosing their translations

will be offered when the terms are under discussion.

Pinyin Chinese Translation
duliang J& i linear and capacity measures
gong N impartiality
he il harmony
Iy fEis pitch-standard
ping B balance
qi H ether/vital force
ging ] essential quality/feeling
shi i appropriateness
taiyi AK— | greatone
Xin 15 heart/mind
yu (7 desire

“Music” is the central subject of this dissertation. Its closest corresponding

Chinese term might be yue %% which according to the “Yueji” consists of vocal
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and instrumental sounds as well as dance.”® In this dissertation, music does not
only indicate a large-scale performance as defined in the “Yueji” but in a narrow
sense it also indicates musical sound whose corresponding Chinese term is sheng

# oryin .2 In short, in this dissertation, “music” will embrace yue, yin and

sheng. However, yin and sheng are also translated as “sound”, “tune”, “note” or

“tone” depending on the contexts. Translation terms for yue, yin and sheng are as

follows.
yue | % | music
yin | ¥ | music, (musical) sound,* tune, note
sheng | % | music, sound, tone

1.4 Texts

Besides the Lushi chungiu, four main texts, namely “Yuelun”, “Yueji”,
Guoyu and Zuo zhuan, will be discussed in order to demonstrate the various ways
music was perceived before and around the time of compilation of the Lushi

chunqiu. Brief descriptions of these five texts are as follows.

% Liji zhengyi, 660: “Sounds respond to each other and thus produce change. Change
forms a pattern; this is called musical sounds. Musical sounds are arranged and they are
played on musical instruments while being accompanied by [dancing with] shields, axes
and flags made of feather or ox’s tail; this is called music.” A i 4= 8, B )70 >
w, Eimss, KT A 2 %

It is suggested that the character %% represents a shape of a musical instrument. For
example, according to the Shuowen jiezi, this character represents large and small drums
(qupi ¢#%) with its lower part K representing the poles of a rack where drums are
hung (ju EE). Shuowen jiezi, 124. This character denotes “music™ or “to play a musical
instrument” when pronounced yue. Apart from this meaning, this character, being
pronounced le, denotes “to enjoy” or “pleasure”. The character %% will be used in either
of these two meanings in this dissertation.

% Although the “Yueji” distinguishes yin from sheng, this distinction is not obvious in
the Lishi chungiu. The usages of sheng and yin in various classical texts will be
discussed in 6.1.

% In the Lishi chungiu, yin often implies musical sound although it is not always the
case. When this implication is clear yin will be translated as “musical sound”.

% In the Liishi chungiu, sheng can imply musical sound but this implication is not as
distinctive as yin.
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Lishi chungiu

The Lishi chungiu was compiled under the direction of LG Buwei /1~ %
(d. 235 BCE), and its date of compilation is gauged from the “Xuyi” J¥ i
(postface) that begins with “in the eighth year of the Qin”.** According to Gao
You, this was the eighth year of the first emperor of the Qin (& I 24%, r. 246-
210 BCE), i.e. 239 BCE. Not agreeing with Gao You, Sun Xingyan £& {7
(1753-1818) argues that this was the eighth year since King Zhuangxiang (352
- r. 250-247 BCE) of the Qin defeated the Zhou; therefore, it was not the eighth
year but the sixth year of the first emperor of the Qin, i.e. 241 BCE.** From the

description of the “Xuyi”, it can be suggested that the Lushi chungiu contains

various discussions prevailing in the middle of the third century BCE.

The Lushi chungiu consists of three main parts: “Shier ji” | —#c (Twelve
Yearly Divisions), “Ba lan” /\'E (Eight Examinations) and “Liu lun” /<3
(Six Discourses). The “Shier ji” part is divided into twelve sections representing
twelve months, each of which comprises five chapters.®* Therefore, including the
postface “Xuyi”, this part has 61 chapters.35 The “Ba lan” part consists of eight
collections of writings, and, except for the first collection which has seven
chapters, each collection has eight chapters; therefore, this part comprises 63
chapters. In addition, six chapters constitute each six discourses in the “Liu lun”

part, so another 36 chapters are added to the Lushi chungiu achieving 160

% Lishi chunqiu, 91: #Z8 /\4F,
¥ Sun Xingyan, Wenzitang ji, 19.

¥ These five chapters are divided into two: the opening chapter and the other four
chapters. The opening chapter assigns various elements including colour, smell, note and
pitch-standard to the month each section represents, and it also describes seasonal
activities and monthly ordinances. The other four writings are regarding various topics
related to each month. For example, life is one of the main topics of the first section that
represents the first month of spring.

% The “Xuyi” consists of two incompatible parts. The first part discusses the overall idea
of the “Shier ji” part as the postface is expected to describe. However, the latter part
rather out of context describes a story which is related to one of the stories in the last
chapter of the “Shier ji”, namely the “Buqin” 41~z (Not Being Humiliated). For this
reason, it is suggested that the “Xuyi” may not have been an independent chapter at the
time of compilation of the Lushi chungiu. For details, see Zheng Liangshu, Xu Weishu
tongkao, 1671-1672.
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chapters in total.

The six musical chapters are included in the “Shier ji” part where twelve
sections are arranged into four groups representing spring, summer, autumn and
winter. The topics discussed in the “Shier ji” part can be classified according to
these groups since the topics are largely related to the image of each season. For
example, life, music, war and death are discussed in each group of spring,
summer, autumn and winter respectively, which might suggest the images of birth,
vitality, decline and extinction that the four seasons convey. Belonging to the
group representing summer, the six musical chapters discuss music, and this
location could imply that liveliness was considered one of the main impressions

of music considering the exuberant image of summer.

As a voluminous compiled work, the Lishi chungiu discusses a wide range
of topics from diverse perspectives. As one of the main topics, music is also
interpreted in various ways while showing widely held views on music during the
Warring States period: an object of desire, expression of feeling, ceremonial
element or philosophical subject. This dissertation will examine all the
viewpoints on music the six musical chapters offer. However, it will pay
particular attention to music as an object of desire since this perception of music
appears to be closely related to crucial arguments about music of the Lushi

chunqiu.

Besides the six musical chapters, this dissertation will examine other
chapters not only from the “Shier ji”” part but also from the “Ba lan” and “Liu lun”
parts if they discuss terms or concepts appearing in the six musical chapters.
Because of the eclectic nature of the Llshi chungiu, internal consistency
regarding a certain term might be challenged. Nevertheless, if it has a shared
meaning in different contexts, this meaning could provide a useful clue to

clarifying how this term is interpreted in the six musical chapters.
“Yuelun” of Xunzi and “Yueji” of Liji

The Xunzi consisting of 32 chapters (pian /) in 20 scrolls (juan 4) is
largely believed to demonstrate Xunzi’s philosophy. The “Yuelun” is the 20"

chapter of the Xunzi consisting of approximately 1600 characters. Since this
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dissertation will discuss the “Yuelun” in comparison with the six musical chapters,
the “Yuelun” will not be analysed in its entirety; around 50 per cent of it will be
examined.*® The “Yueji”, the 19" chapter of the Liji, consists of approximately
5200 words, and this dissertation will focus on the passages whose viewpoints are
related to those of the Lishi chungiu or of the “Yuelun”, which occupy around 20

per cent of the whole text.%’

The “Yuelun” and “Yueji” share virtually identical passages which consist of
nearly 550 characters. Because of these considerable parallels, there have been
debates on the origin and authenticity of the two texts. As Michael Loewe
suggests, the ““Yuelun” is “generally accepted as authentic but doubted by some
scholars”.® Guo Moruo %hik 75 (1892-1978) is one of the scholars who
impugned the authenticity of the “Yuelun”. In refuting Qian Mu £8£2 (1895-
1990) who argues that the “Yuelun” was copied to become part of the “Yueji”,
Guo Moruo presents several reasons for the doubtful authenticity of the “Yuelun”,
such as no annotations on this chapter,® its parallels with the “Xiangyinjiu yi”
Sk FE (Meaning of Village Drinking Festivities) chapter of the Liji,** and

some viewpoints contradictory to the rest of the Xunzi.**

Supporting the precedence of the “Yueji” over the “Yuelun”, Guo Moruo
argues that the “Yueji” was mainly based on the Gongsun Nizi A £RJE ¥

(Master Gongsun Ni), which might have been extant at least until the fifth century

% These 50 per cent are quoted and analysed since they show contrasting viewpoints to
those of the six musical chapters or relevant viewpoints to some arguments of this
dissertation more clearly than the other parts. Therefore, this selection does not mean that
the other 50 per cent have different viewpoints on music. The viewpoints of the “Yuelun”
this dissertation will discuss are also largely valid for the other 50 per cent.

¥ This excludes the parallels to the “Yuelun” which account for over 10 per cent of the
“Yueji”.

38 Loewe, “Hslin tzu”,180.

¥ For example, the “Yuelun” has no annotation by Yang Liang #{5 (dates unknown),
a Tang J& (618-907) commentator who first annotated the Xunzi. The “Jundao” #3&
(Way of the Ruler) chapter also has no annotation by Yang Liang.

“ The last part of the “Yuelun” which has about 260 characters is almost the same as
part of the “Xiangyinjiu yi”” and less relevant to music.

' Guo Moruo, “Gongsun Nizi yu qi yinyue lilun”, 503-505.
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CE, with some parts of it being added by Han Confucians.** However, the link
between the ““Yueji” and Gongsun Nizi is weakened by the Han shu. That is,
according to the “Yiwen zhi” of Han shu, the “Yueji” was compiled by Liu De
275 (d. 129 BCE) and others during the reign of Emperor Wu of Han (1% =¥
r. 141-87 BCE). In this description, the “Yiwen zhi” does not refer to the
Gongsun Nizi as a text on which the “Yueji” is based; it only mentions Zhouguan
J&'F (Officials of Zhou) i.e. Zhouli 4% (Rites of Zhou) and various
philosophers’ discussions about music.** The Han shu’s description suggests the
final compilation of the “Yueji” around the early Han period and its contents

might be traced back earlier.

As mentioned by Scott Cook, the date and authorship of the “Yueji” have
been debated for centuries without definite conclusion.** Therefore, whether the
“Yueji” cited the “Yuelun” or the “Yuelun” cited the “Yueji” or both the texts
came from a common source is a question that cannot be answered with certainty.
Putting aside this long-standing debate, this dissertation will assume that the
“Yuelun” shows perceptions of music around the third century BCE and part of
the “Yueji” expresses similar viewpoints to the “Yuelun”. On this assumption, it
will discuss how the “Yueji” consolidates the viewpoints of the “Yuelun” by

analysing its passages that advance similar ideas to the “Yuelun”.*

2" Guo Moruo, “Gongsun Nizi yu qi yinyue lilun”, 487-490. Guo Moruo’s argument is
based on Shen Yue’s 'Y (441-513) remark written in the “Yinyue zhi” &44&
(Treatise on Music) of the Sui shu 53 (Book of the Sui). Wei Zheng, Sui shu, 13: 288:
“The “Yueji” was based on the Gongsun Nizi.” %%CHUAFRE T

According to the Han shu (30: 1725), Gongsun Nizi was a disciple of Confucius’s 70
disciples. However, Guo Moruo argues that Gongsun Nizi might be a direct disciple of
Confucius. “Gongsun Nizi yu gi yinyue lilun”, 490-492.

“ Han shu, 30: 1712: XA, T REkF U0, BLEAE SR BT s T S804,
LLPESS A,
4 Cook, “Yue Ji”, 3.

* The “Yueji” shares similar passages not only with the “Yuelun” but also with the Liishi
chungiu. For example, one passage in the “Chiyue” chapter appears in the “Yueji” in a
more detailed form, which will be discussed in 3.1.3. These more advanced arguments of
the “Yueji” might suggest its later composition, but they are not decisive enough as to
determine the chronological order between the texts. With no definite position on the
chronological order, this dissertation will discuss how their viewpoints are related to or
distinguished from each other and how a certain idea has evolved forming a more
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The viewpoint of the “Yuelun” that sees music as a tool for edification is
related to Xunzi’s idea of human nature; “if people follow their inborn nature and
inclination, it must result in contention and robbery.”*® For this reason, only after
people are transformed by the teachings of their masters and guided by li and
righteousness do they achieve order.*’” From this perspective, the reason for
emphasising the edifying effect of music in the “Yuelun” can be suggested; music
is an efficient governing tool for people who are certain to go astray if no external

regulatory stimulus is given.

Although the edifying effect of music is not the only focus of the ““Yuelun”
as mentioned earlier,® this dissertation will mainly discuss the “Yuelun” in
relation to its emphasis on music as a governing tool. However, it will deviate
from current scholarship by suggesting that special emphasis on the edifying
effect of music not only distinguishes the “Yuelun” from previous discussions
about music including Confucius’s (fL1-, trad. 551-479 BCE) perception of
music but also makes the “Yuelun” rather unsuited to the idea suggested in the
“Lilun” 75w (Discourse on Ritual) chapter of the Xunzi. The particularity of the
“Yuelun” in terms of its emphasis on the edifying effect of music will be one of

the main focuses of this dissertation.
Zuo zhuan and Guoyu

The Zuo zhuan is largely regarded as one of the three commentaries on the
Chungiu #FK (Spring and Autumn) which is “a chronicle of the reigns of
twelve dukes of the state of Lu #4*° covering from the first year of Duke Yin

(B2 r. 722-712 BCE) to the fourteenth year of Duke Ai (323 r. 494-468 BCE)

i.e. 481 BCE.* The Zuo zhuan covers thirteen more years than the Chungiu up to

organized argument.

® Xunzi jijie, 434-435 (ch. “Xing’e” ¥ (Human Nature is Evil)): #& A2V, IHA
2, R G,

" Xunzi jijie, 435: M AL 2 b, TEFRZE L. ERNA.

8 See footnote 24.

* Cheng, “Ch’un ch’iu, Kung yang, Ku liang and Tso chuan”, 67.

* Some scholars claim that the Zuo zhuan cannot be considered a commentary on the
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the last year of Duke Ai.>* The oldest record about the author of the Zuo zhuan
appears in the Shiji where the Zuo zhuan is attributed to Zuo Qiuming 7= "], a
contemporary of Confucius.> However, this authorship has been challenged
since the Tang & dynasty (618-907) and multi-authorship with the final

compilation around the mid-Warring States period is generally acccepted.

The Guoyu, which has a substantial amount of parallels with the Zuo zhuan,
is a collection of historical records of eight states, namely Zhou /&, Lu 4%, Qi
7%, Jin ¥, Zheng 5, Chu #&, Wu % and Yue i, covering the period from
King Mu of Zhou (1 2T, r. ¢.976-c.922 BCE) to Duke Dao of Lu (£ %2, 1.
467-437 BCE).>* As with the Zuo zhuan, the Guoyu was believed to be a work of
Zuo Qiuming. However, this belief has been challenged ever since as early as the
third century CE,> and it is generally accepted that the Guoyu was completed
later than the Zuo zhuan around the late Warring States period by multiple

authors.*

Regarding their reliability as a source for the Spring and Autumn period
(770-476 BCE), Yuri Pines argues that the Zuo zhuan, as a historical treatise

mainly based on the scribal records produced in the Spring and Autumn period,

Chungiu based on discrepancies between the two texts: for example, Liu Fenglu, Zuoshi
Chungiu kaozheng. For an overview of controversies regarding this subject, see Pines,
Foundations of Confucian Thought, 26.

* The last sentence of the Zuo zhuan describes the death of Zhibo %111 (or Xun Yao
¥, d. 453 BCE). If this record is taken into consideration, the period that the Zuo
zhuan covers is extended to the fifteenth year of Duke Dao of Lu.

%2 Sima Qian, Shiji, 14: 509-510.
% For an overview of debates about the authorship and dating of the Zuo zhuan, see
Pines, Foundations of Confucian Thought, 26-39.

> Because of these parallels, it has been largely believed that both the texts were based
on common primary sources including those from oral transmission. For evidence of the
orality of the Zuo zhuan and Guoyu, see Schaberg, A Patterned Past, 315-324.

® Fu Xuan 2 (217-278 CE) is supposed to have firstly refuted Zuo Qiuming’s
authorship of the Guoyu. Regarding long-standing controversies over the authorship of
the Guoyu, see Tan Jiajian, “Lidai guanyu Guoyu zuozhe wenti de butong yijian
zongshu”, 2-4.

% For a list of works regarding the date of composition and authorship of the Guoyu, see
Schaberg, A Patterned Past, 436.
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may well be regarded as being reliable.®” Yuri Pines, however, doubts the
reliability of the Guoyu given that parts of its narratives probably originated from
oral tradition, its didactic nature may allow numerous editorial embellishments,
and some terms and examples belong to the Warring States period. Nevertheless,
he does not dismiss the Guoyu as an entirely unreliable source arguing that it
provides substantial amounts of information that suggest its provenance can
genuinely be traced back to the Spring and Autumn period.>®

In line with the views that locate the origins of the Zuo zhuan and Guoyu in
the Spring and Autumn period, this dissertation will presuppose that, in regard to
the viewpoints on music, the Zuo zhuan and Guoyu are prior to the Lishi chungiu
and “Yuelun”. This presupposition will be examined through the anlaysis of
several viewpoints of the Zuo zhuan and Guoyu that can be considered to be

precursors of musical discourses advanced in the Lishi chungiu and “Yuelun”.

In brief, the relationship between the five main texts regarding their

viewpoints on music can be illustrated as follows.

——— *edifinceﬂhansimilarities

Zuo zhuan . :
! organized, detailed i i i ;
]::[ diverging viewpoints
——————  —
consolidated

On this assumption about the five texts, this dissertation will explore the specific
ways their viewpoints are orgainzed, consolidated and diverge in the following

chapters.

> Pines, Foundations of Confucian Thought, 20-26.
% Pines, Foundations of Confucian Thought, 42-45.
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2. Indispensability of Music

The Lishi chungiu argues that music is indispensable to humans, and the
reasons for this indispensability are suggested in two ways: an innate desire for
music according to the “Dayue” chapter and the continuing existence of music
from time immemorial according to the “Guyue” chapter. The innate desire for
music is also advocated in the ““Yuelun” chapter of the Xunzi. However, in spite of
this same recognition, the main focuses of the “Dayue” and “Yuelun” appear to
diverge. Section 2.1 will discuss their different perceptions of music that underlie
dissimilar understandings of the function of music. Both the ‘“Dayue” and
“Yuelun” criticize those who condemn music; therefore, these two chapters can
be interpreted as a response to the condemnation of music. For a better
understanding of the “Dayue” and “Yuelun”, the reason for condemnation of

music will also be discussed in this section.

Section 2.2 will examine thirteen stories illustrated in the “Guyue”. In
support of the ancient origin of music, these stories demonstrate that ancient sage
kings possessed their own music. Section 2.2 will mainly provide translation of
the “Guyue” and cursorily address several topics appearing in the “Guyue” while
indicating following chapters of this dissertation where these topics will be fully

explored.

2.1 Innate desire for music: responses to the condemnation of music from the

“Dayue” and “Yuelun”

The “Dayue” argues that the desire for music is innately embedded in

humans, and for this reason, it criticizes those who condemn music.

Heaven caused humans to have desires, so they have no choice but to chase
[their desires]. Heaven caused humans to bear hatreds, so they have no choice
but to avoid [what they hate]. Desires and hatreds were received from Heaven
and humans cannot engage in them. [Desires and hatreds] cannot be modified
nor be altered. Some scholars of the present age condemn music. How do

they come [to present such opinion]?

REIEANABK, ANBIEARR. RIEANEE, ANBEARE SECEIZ R KR,
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NGB Sulsg, a2 B HIREE R, L™

According to the “Dayue”, condemning music is wrong because it runs counter to
the natural tendency of humans. Therefore, from the viewpoint of the “Dayue”,
those who criticize music are vainly trying to reject what cannot be rejected. The
above passage reveals a viewpoint that sees music as an object of desire; music
should not be banned because we have an innate desire for music. If music is
perceived as an object of desire, the main value of music might lie in its function

to evoke pleasure. This aspect is supported by the definition of “great music”.

Great music is what ruler and subject, father and son, old and young [find]

delightful, gleeful and pleasing.
K, BT R Z Bl .

Music is great because it provides pleasure to people at all ages and in every
social position. Humans are bound to enjoy pleasure; therefore, music, as a great
source of pleasure, is indispensable to them. Then, are those who condemn music
simply wrong as the “Dayue” argues? For a more balanced assessment of the
criticism from the “Dayue”, the reason for condemning music needs to be

examined. One of the famous criticisms of music is advanced in the “Feiyue” JF

4% (Condemnation of Music) chapter of the Mozi - (Master Mo).

There are three things the people worry about; the hungry cannot be fed, the
cold cannot be clothed, the weary cannot take a rest. These three are great
worries for the people. If so, let us try [supposing] that we strike the big bells,
beat the drums, play the qgin zither and se zither, blow the large mouth organ
and small mouth organ, and hold up [props for dancing such as] shields and
axes. [Then], how can the resources for food and clothes of the people be
obtained?

RAZE, NG, BEMIL HENSMIL SERZEEAD. &

 Gao You interprets this sentence as that humans cannot do what Heaven does (bu de
wei tian zhi wei ye 31955 K 2 5 4). Based on this annotation, Tao Hongging Pt 5%
(1859-1918) reads yu Ei (participate in) for xing H. | follow this reading. Tao
Hongging, Du zhuzi zhaji, 96.

% Liishi chungiu, 40.
S Lishi chungiu, 40.
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B RS 2 GE, % BT, HERRE, WO, B THLS KRR M,
s {72
Now, large countries attack small countries and large families conquer small
families. The strong threaten the weak, the many tyrannize the few, the
deceitful cheat the stupid, and the high disdain the low. Enemies and thieves
rise all together and cannot be suppressed. If so, let us try [supposing] that we
strike the big bells, beat the drums, play the qin zither and se zither, blow the
large mouth organ and small mouth organ, and hold up [props for dancing
such as] shields and axes. [Then], how can the chaos under Heaven be put in

order?
SHRBENBUNHE, A RFKEM MR, by, RETE, FFE, HHEUE.
AL R B, SR b, AREDE Ry R E g, BEGE, HHERS, T

FEMT BT IR KN Z AL, #52m] {5 1M o™

The “Feiyue” condemns music because it wastes resources indispensable for
the survival of the people. In addition, it is argued that enjoying music aggravates
social disorder by wasting time that should be devoted to alleviating social
problems. The extravagance of music around Mozi’s time (trad. c.468-376 BCE)
can be imagined from the tomb of Marquis Yi of Zeng (Zeng Hou Yi £ 2)
which dates back to c. 433 BCE.®® This tomb demonstrates the grand scale of

musical instruments including a set of sixty-five tuned bells that weigh altogether

two and a half metric tons.®” Besides this huge set of bells, Marquis Yi’s tomb

i A

% Interpreting dang % as chang % which is semantically close to shi #{ (to try)
based on Sun Yirang, Mozi jiangu, 253.

% According to Zheng Xuan’s annotation on the “Yueji”, gan T indicates dun Ji&
(shield) and gi J# indicates fu 7+ (axe). Dancers hold them for military dance (wuwu
#%E) and they hold flags with pheasant’s feather (yu 44) and with yak’s tail (mao /)
for civil dance (wenwu ). Liji zhengyi, 660.

% Mozi jiangu, 380.
% Mozi jiangu, 253.
% This tomb was excavated in 1977 at Leigudun &5 in Suizhou [&JH, Hubei 751t.

A detailed investigation report on this find is presented in Hubeisheng Bowuguan, Zeng
Hou Yi mu.

% Sixty five bells hang on a huge frame with three tiers: 19 bells on the upper tier, 33
bells on the middle tier and 13 bells on the lower tier. The heaviest bell weighs 203.6 kg
and the lightest bell weighs 2.4 kg. For details about this set of bells, see Hubeisheng
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displays an extensive panoply of musical instruments such as stone-chimes,
zithers, drums and panpipes that were deployed for ceremonies or
entertainment.®® Only with this one instance, one can easily imagine how
excessively material and human resources were poured into musical
performances while aggravating the poor living conditions of the people. For this
reason, when the ruler wished to make a musical instrument, he would meet with

his subject’s opposition, as described in the Guoyu.

In the 23" year [of the reign of King Jing of Zhou], the king intended to cast a
bell sounding wuyi, so he cast a bell sounding dalin.®® Duke Mu of the Shan
family says “['You] should not do that. [You] already spent a huge amount of
money, thereby draining the resources of the people. [You] again [want to]
cast a big bell hindering the continuation [of production]. What was gathered
has already been used up, and in addition, the continuation [of production]

will be hindered. How is it possible to improve their life?

TR, BRSO A, REL (FEE DGR A.

SUERACPE DA LA, A RUREESE, SUREERE, AT LI

Bell-chimes were primarily used in ceremonies which only aristocrats
attended. Therefore, the ownership of the bell symbolised power in a hierarchical
society; for this reason, its ownership was strictly restricted.”* King Jing of Zhou
(J% 5t =+, r. 544-520 BCE) might want to cast a bell to enjoy his supreme power,

but his subject Duke Mu objected to his plan because it could threaten the

people’s livelihoods by depriving them of resources for their essential needs.

Bowuguan, Zeng Hou Yi mu, 76-134; Hubeisheng bowuguan, Zeng Hou Yi mu wenwu
yishu, 158-162.

% Regarding the two types of ensemble, namely the court ensemble for ceremonies and
the chamber ensemble for entertainment discovered in Marquis Yi’s tomb, see So, Music
in the Age of Confucius, 18-22 and 101.

% Dalin is another name for linzhong #£##, the eighth pitch-standard of the ancient
Chinese dodecatonic scale, and wuyi is the eleventh. Jia Kui 22 (30-101) explains that
a bell sounding dalin is used to examine the sound of wuyi. Guoyu, 123.

° Guoyu, 3: 122-123.

"t According to Lothar von Falkenhausen, the main function of the bell was for use in an
ancestral ceremony, banquets and other ceremonies which only aristocrats were allowed
to attend, and there were sumptuary regulations that defined setting of bells according to
owner’s social status. For details, see Falkenhausen, Suspended Music, 25-39.
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Duke Mu’s criticism is similar to Mozi’s in that he opposes indiscreet enjoyment

of music which requires enormous resources.”

According to the “Yueji”, music (yue %%) in ancient China indicated a large

scale performance including instrumental sound and dance.” In addition to an
enormous amount of materials poured into large scale performances, aristocrats
enjoying music still required considerable expense because of the necessary
conditions for enjoying music. As Burton Watson indicates, the “Feiyue” more
broadly defines music than the “Yueji”’; music includes “lavish banquets and
sumptuous surroundings” accompanied by musical performances.”” The passage

quoted below suggests this broad definition of music.

The reason Master Mozi condemned music was not because the sounds of the
big bell, drum, gin zither, se zither, large mouth organ and small mouth organ
were not pleasing. It was not because the carvings and splendid ornaments
were not beautiful. It was not because steamed and broiled meat of domestic
animals was not delicious. It was not because high towers, grand arbours and
secluded villas were not comfortable. Although the body knows they are
comfortable, the mouth knows they are delicious, the eyes know they are
beautiful, and the ears know they are pleasing, when we examine them based
on the past they are not in accordance with the deeds of the sage-kings. When
we examine them based on the present, they do not contribute to the benefits
of the myriad people. For this reason, Master Mozi said performing music

was wrong.

"2 Threatening the people’s lives is caused not only by enjoying music but also by
enjoying other objects of desire. For example, the Zuo zhuan describes a criticism of the
ruler’s squandering resources. Chungiu Zuo zhuan zhengyi, 846 (Zhao 19, i.e. 521 BCE):
“T heard that those who comfort the people cut down expenditures inside [their country]
and establish virtue outside [their country. As a result], the people enjoy their lives and
there is neither invader nor enemy. Now [the size of] the palace is immeasurable, the
people are shocked day by day, the weary and the exhausted are dying everywhere, and
[the people] do not know where to sleep and how to eat. [This] is not the way of
comforting the people.” & HIHELE S, EIHIAN, MIAFEA IS, KM, 1M b
S, RAREL, ZaEsti, w¥EHlfr. R4, Although music is
particularly attacked in the “Feiyue”, criticism of music can be understood as one of
many examples of the disapproval of squandering resources.

™ For the definition of yue in the “Yueji”, see footnote 28.
™ \Watson, Basic Writings of Mo Tzu, Hsiin Tzu and Han Fei Tzu, 110.
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The magnificent panoply of musical instruments and luxurious banquets and
surroundings could justify Mozi’s condemnation of music. In spite of strong
criticism, Mozi does not deny the positive aspect of music, namely bringing
pleasure. However, this value can never be appreciated by Mozi who is concerned
about the destitute life of the ordinary people. For Mozi, music wastes time and

resources without any usefulness.”

Similar to Mozi and Duke Mu, Mencius (trad. ¢.372-289 BCE) criticizes the
selfish enjoyment of music when he says to King Xuan of Qi (75 & I, r. 320-301
BCE), who feels ashamed of his taste of music, that it is not the type of music but

the way of enjoying music that is of consequence.

[Mencius] asked “Enjoying by yourself or enjoying with others, which is
enjoyable?” [The king] answered, “With others is better”. [Mencius] asked,
“Enjoying with a few people or enjoying with many people, which is
enjoyable?” [The king] answered, “With many people is better”. [Mencius
said], “I would like to talk about pleasure for you. [Suppose] you were having
a musical performance now. When the people heard the sound of your bells
and drums and the melody of your pipes and flutes, they all with aching heads

and furrowed brows said to one another, ‘Why does our king’s fondness for

™ Mozi jiangu, 251.

" If it is waste of time and resources that is the main reason for Mozi’s condemnation of
music, one may raise a guestion as to why only music is severely criticized among
various objects of desire such as food and accommodation. An answer can be suggested
from Mozi’s emphasis on usefulness. For example, according to the “Gongmeng” 7 i
chapter of the Mozi, when a Confucian said that he performed music for pleasure, Mozi
responded that it was not a proper reason for performing music. There is no point saying
that one performs music simply in order to enjoy it; one must find usefulness from
enjoying music. When it comes to living in a house, we can find usefulness such as
keeping off the summer heat or the winter cold. Music was totally useless from Mozi’s
viewpoint, and for this reason, music could easily be seen as fair game. For this story in
the “Gongmeng”, see Mozi jiangu, 458-459; for Mozi’s emphasis on usefulness
appearing in the “Gongmeng”, see Graham, Disputers of the Tao, 40-41.
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music bring us to such a painful situation? Fathers and sons do not see each
other, and brothers, wives and children are parted and scattered’. ... There is

no other reason for this. It is because you did not share pleasure with the
9 77

people”.
, CREEEE, BLNEEEE, BEEY M, CAFTELAC. H, <BlDGEGE - B SRGE
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According to Mengzi, if the king’s enjoyment of music causes his people to fall
into a desperate situation, his enjoyment can never be welcomed. The ruler can be
said to enjoy music in a proper way only when his people feel pleased by his

enjoyment.” If this condition is satisfied, there is no reason for opposing the

" Lelyue 4% can be interpreted either as “pleasure/to enjoy” or as “music”. Therefore,
regarding the above passage where le/yue %% frequently appears, different readings of
this character are rendered. For example, Zhao Qi ##1i; (c.108-201 CE) reads 4% as
leyue (enjoying music) while Chen Shan [i3% (fl. 1147) whose opinion is followed by
Hao Jing Jif#% (1558-1629) and Di Hao 72 (fl. late 18™ century) argues that except
guyue (%% it is wrong to interpret 4% as music because this passage also takes hunting

as an example. Sun Shi, Mengzi zhushu, 30; Chen Shan, Hao Jing, Di Hao’s opinions are
quoted from Jiao Xun, Mengzi zhengyi, 101.

Among these two interpretations, the latter appears to make Mencius’s argument more
coherent for two reasons. Firstly, as Chen Shan indicates, since Mencius takes hunting
and music as two of the examples of %%%%, %% can be said to include both music and
hunting. Therefore, enjoyment is more appropriate for the meaning of this character. In
addition, what Mencius advises to King Xuan is not listening to music together with his
people but making people feel pleased by his enjoyment of music. What is shared is not
music but the feeling of pleasure. Therefore, it might be better to read %%%% as lele
which means “enjoying pleasure”.

8 Mengzi zhengyi, 100-106 (1B.1).

" Sharing pleasure is emphasised several times in the Mengzi. See for example Mengzi
zhengyi, 44-50 and 118-119. (1A.2, 1B.4) The importance of sharing pleasure is also
described in the Yanzi chungiu. Wu Zeyu, Yanzi chungiu jishi, 323: “When Yanzi had a
drink with Duke Jing, he ordered that vessels must be new. His servant said, ‘[We] do not
have enough materials. Please let me gather [materials] from the people’. Yanzi said ‘Do
not do that. Pleasure is what the high and the low share. Therefore, the Son of Heaven
shares [pleasure] with all-under-Heaven. A feudal lord shares [pleasure] with [the people]
in his fiefdom. Grand Master and lower officials share [pleasure] with their staff. There is
no enjoyment only for oneself. Now, the high enjoy their pleasure while the low suffer
from the expense. This is the enjoyment only for oneself. It should not be allowed’.” %

THOR AW, Tasldr. KEH, “WREmETIR. = H, <1k, KEE, L MHE
Zo RO, GEEEEE Y. KOG DL P AL, MRS, 4 RRILEE, M
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ruler’s enjoyment of music. On the contrary, it is highly recommendable as shown
in Mencius’s remark: “If the king has a great fondness for music, Qi will be
probably well governed.”® Mencius seems to believe that if the king values his
own pleasure he equally values the pleasure of his people.

Although uselessness left music subject to Mozi’s scathing attack, the main
reason for criticism of music is basically the same between Mozi, Mencius and
Duke Mu: aggravation of the poor living conditions of the people resulting from
huge expenditure on music.®" In answer to the “Dayue”, one can suggest that
some scholars condemn music because the ruling class spend too much money on
music for their own pleasure while driving the people to a desperate situation. If
the “Dayue” does not provide a solution to this problem, its criticism might not be
justifiable.

The “Dayue” can be considered one of the counter-attacks against the
condemnation of music, appearing at the end of the Warring States period.
Another counter-attack is raised in the “Yuelun” where Mozi is strongly criticized
by name eight times. The “Yuelun” begins with the acknowledgement of the
natural tendency to enjoy music and then it presents the reason for former kings’
establishment of music. Although the “Yuelun” advocates the innate desire for
music just like the “Dayue”, it does not seem to regard music as an object of

desire, as suggested in the first attack on Mozi below.

Music is what is enjoyed, and it is essentially required by humans; therefore,

Hoty, EREED. A,
8 Mengzi zhengyi, 99 (1B.1): i 1-HI, 2 IfF4EHE, I 75 B e 71

This favourable attitude towards music might not mean that Mencius pays special
attention to music. It seems that Mencius simply takes music as one of the examples that
show the importance of sharing pleasure with the people. Unlike Mozi who values
usefulness above everything else, Mencius has no special reason for distinguishing music
from other objects of desire.

8 The “Zhongji” T (Cherishing the Self) chapter of the Lishi chungiu opposes
extravagance while describing ancient sage-kings’ frugal attitudes towards objects of
desire, which is seemingly akin to Mozi’s argument. However, the reason for opposing
extravagance is different because the “Zhongji” says ancient sage kings did not seek
excessive enjoyment not because they loved frugality and hated waste but because they
wanted to adjust themselves to their inborn nature. This shows Lushi chungiu’s emphasis
on innate qualities of humans.

33



people cannot live without music. [When people] feel happy, [this feeling] is
invariably expressed in voice and it is manifested in the movements of the
body. And the way of humans is fully [achieved by] changes in voice,
movements and the operations of the natural capacity. Therefore, it is
impossible for humans not to feel happy. If they feel happy it surely
accompanies external forms. If these external forms do not follow the [proper]
way, it must result in disorder. The former kings hated such disorder, so they
established the sounds of the “Ya” Jff (Odes) and the “Song” 2H (Hymns)
to guide [their expression]. [The former kings] made the sounds sufficient to
be pleasing but not too much. [They] made the patterns sufficient to mark the
separations without discontinuance. [They] made [variations of the melody
such as] the winding or straight, intricacy or sparse, climax or relaxation and
rhythmic pattern sufficient to resonate with virtuous xin and [they] prevented
depraved and corrupt gi from touching.82 This is the way former kings

established music, but Mozi criticized it. What can one do?

R, Heth, AN 2T, i AT REMESS. B SR QLA g A,
BB, AN ZE, i, VYo ioese. WARIERSE. ZEH]
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8 Xin and qi are crucial concepts in explaining the influence of music. These two
concepts will be discussed in 4.2.2.

8 | interpret ging 1% as an “essential quality”. Therefore, | understand renging zhi suo
bi bu mian ye AffE 2L as “[music] cannot be excluded from what is
essential to humans”. On this understanding, this sentence is translated as “it (music) is
essentially required for humans”. The two meanings of ging namely “essential quality of
something” and “feeling” will be discussed in 4.2.2.

Whether the subject of renging zhi suo bi bu mian ye Al ZAr A4l is yue 4
(music) or le %% (enjoy) is unclear. John Knoblock and Paul Goldin regard “to enjoy” as
the subject. Knoblock, Xunzi, 80; Goldin, Rituals of the Way, 78. | disagree with them for
two reasons. First of all, from the sentence structure, it might be better to understand that
both leye ¥4l and renging zhi suo bi bu mian ye describe fu yuezhe K43, This
reading finds support from another part of the “Yuelun” that goes “Therefore, music is
the great uniformity of all-under-Heaven, the fundamental principle of the mean and of
harmony, what is essential to humans”. #3%%3%, K N2 K70, R Zidtd, A2
BT 4464, In this example, three sentences after gu yuezhe %% describe the same
thing, namely music. In addition, it is more consistent with the argument of the “Yuelun”
to assume that the subject is “tendency to enjoy music” rather than “tendency to enjoy”;
after all, what is discussed in the “Yuelun” is music. For the same reason, I disagree with
Scott Cook’s translation of gu ren buneng wu yue #t AANEEMESE: “Thus mankind
cannot be without happiness.” Cook, “Xun Zi on Ritual and Music”, 2.
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The acknowledgement of pleasure evoked by music presents music as an
object of desire. However, in regard to the negative consequences of music, the
“Yuelun” points to the uncontrolled expression of pleasure, instead of the waste
of materials as those who criticized music did. According to the “Yuelun”,
disorder is caused when pleasure is expressed without regulation, and it was
hatred for this disorder that made the former kings establish music. The “Yuelun”
says pleasure is manifested in external forms such as voice and bodily movements,
and the main cause of disorder is the disarrangement of those external forms.
Then, did the former kings believe that order would be achieved once voice and
bodily movements were well arranged? Did the former kings establish music for
the well-arranged external forms? In order to answer to these questions, what

voice and bodily movements indicate needs to be examined.

John Knoblock and Paul Goldin regard voice and bodily movements as
musical elements.®® However, if we understand in this way, the argument of the
“Yuelun” appears problematic. That is, if they are understood as musical elements,
what former kings hated was disorder in music such as cacophony. It sounds
unconvincing that former kings established music only to rectify musical disorder.
In addition, if these sounds and movements are understood as an integral part of
music, the perception of music changes from music as an object of desire to
music as an expression of feeling while making the viewpoint on music

inconsistent within a short passage.

Another possible interpretation of these sounds and movements might be
people’s physical expression of their pleasure. In this case, their expression does
not necessarily take the form of music; it is a physical reaction to their enjoyment.
If disorder is caused by an immoderate expression of pleasure, former kings’

music, that the “Yuelun” argues was established to prevent disorder, should evoke

8 Xunzi jijie, 379.
% Knoblock, Xunzi, 80; Goldin, Rituals of the Way, 78.
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a decent level of pleasure which will not result in immoderate expression.
However, the former kings’ music does not seem to be designed to perform this
function.® Instead, this music seems to serve as an efficient tool to foster
harmonious relationship among the people, as shown in the second attack on
Mozi.

When music is performed at the ancestral shrine, ruler and subject, high and
low, listen to it together and none is not in harmony and deference. [When
music is played] in a house, father and son, elder and younger brothers listen
to it together and none is not in harmony and intimacy. [When music is
played] in a village and a hamlet, old and young listen to it together and none
is not in harmony and accordance. Therefore, music contemplates the single
[criterion] to achieve harmony. It arranges its accoutrements to embody the
[proper] division and [performs] a musical ensemble to form a pattern.
[Therefore, music] is sufficient to lead [people] to the single way and it is
sufficient to govern myriad transformations. This was the method that former

kings established music, but Mozi criticized it. What can one do?
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The above passage suggests that music is not a mere object that is passively
enjoyed. Music arouses the feelings of reverence, intimacy and obedience.
Moreover, music can lead people to the single way and govern myriad
transformations. In regard to this function, pleasure is little considered, and well-
arranged expression of pleasure is likewise not a major concern. In brief, the
former kings’ music seems to be more than an object of desire, and pleasure and

its moderate expression might not be considered of consequence in achieving

% Paul Goldin suggests music was devised by Sage Kings “in order to regulate our
natural and inescapable outpouring of emotion” based on the beginning part of the
“Yuelun”. Goldin, Rituals of the Way, 77-78. | agree the “Yuelun” appears to support this
function of music at the very beginning; however, its later arguments do not seem to pay
much attention to regulation of emotion as will be discussed below.

8 Xunzi jijie, 379-380.
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order. Even when the ““Yuelun” discusses music in relation to pleasure, its focus is
more directed to the proper way of enjoying music rather than enjoying music
itself as shown below.

When music is performed, [one’s] will becomes pure; when li is practiced,
[one’s] behaviour is perfected. The ears become acute and eyesight becomes
keen; blood and qi become harmonious and in equilibrium; manners are
altered and customs are changed. All-under-Heaven is peaceful, and enjoys
beauty and goodness together. Therefore, it is said that music is what is
enjoyed. The virtuous person enjoys obtaining dao while the petty person
enjoys satisfying his desire.® If desire is regulated by dao, [one feels] happy
without disorder; if dao is forgotten because of desire, one becomes confused

without pleasure. Therefore, music is the means of guiding pleasure.

AT, meffmirel. H HEY, s, BRESM, K%,
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The “Yuelun” argues that if one pursues one’s desire to the limit one cannot
obtain pleasure.® The virtuous man feels happy because he finds that his way of
enjoying music follows the proper way. Only when music brings about positive
effects such as the tranquility of all-under-Heaven can it be regarded as proper
music to enjoy, and the virtuous man only enjoys this type of music by regulating
his desire. In this way, although the above passage seemingly discusses music as

an object of desire, its main focus still lies in positive effects of music.

In sum, the argument of the “Yuelun” does not flow consistently when
attacking Mozi. That is, at the very beginning, it regards music as an object of
desire that gives pleasure, but it shifts its viewpoint by presenting music as a

means for achieving order. The “Yuelun” criticizes Mozi based on the positive

8 Here, | understand dao as “the proper way to enjoy music”.

parallels, see pages 97-98.

% In contrast to the “Dayue” where desire is considered to be something that cannot be
controlled by humans, the “Yuelun” argues that desire should be regulated by dao.
Therefore, it can be suggested that the “Yuelun” does not see desire as positively as the
“Dayue” does.
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effects of former kings’ music but Mozi who regarded music as a mere object of

desire might not accept this idea.”
2.2 Continuing existence of music: analysis of the “Guyue”

The “Guyue” offers thirteen stories about music in the time of thirteen kings
of antiquity ranging from Zhuxiang 432 to King Cheng (5 E, c. 11" century
BCE). These stories can be understood as evidence for the continuing existence
of music which is suggested in the “Guyue” as the reason for the indispensability
of music. The main argument of the “Guyue”, namely the ancient origin of music,

is stated at the very beginning.*

Music originated from the remote past; [therefore], it cannot be discarded.
There was appropriate [music] and extravagant [music]; there was decent
[music] and decadent [music]. The wise flourished because of [music] while

the unworthy perished because of [music].
QR HACHK B, BRI A, HIEAER. BHUE, RHE
Dt,

According to the “Guyue”, the sustained existence of music from time
immemorial demonstrates the indispensability of music. However, this
indispensability does not guarantee the benefit of music; music can cause either
prosperity or disaster. Among these two opposite cases, the “Guyue” discusses the
former situation as its thirteen stories are concerned with the music of virtuous
sage kings. The final statement of the “Guyue” is a reaffirmation of the beginning

statement.

Therefore, music originated from the remote past and it is not merely the

product of a single age.

% Scott Cook suggests that, from Xunzi’s viewpoint, Mozi only saw the apparent waste
of resources while failing to recognise greater benefit music could produce. Cook, “Xun
Zi on Ritual and Music”, 22. I concur with Cook’s understanding of Xunzi, but what I
want to indicate here is that Xunzi and Mozi understand music from a totally different
viewpoint, and for this reason, Xunzi’s criticism of Mozi does not gain much strength. In
other words, the greater benefit of music that Xunzi advocates hardly offers a solution to
the negative consequences of music that Mozi criticized since the edifying effect of
music does not seem to aim to regulate reckless rulers’ insatiable desire but aim to guide
the people.

% Quotations from the “Guyue” are from Liishi chungjiu, 40-41.

38



W2 BT ACE M2, JEM R — I 2 P .

Except these first and last statements, the “Guyue” describes the stories
about music of each of the thirteen kings in chronological order. These stories
provide the titles of musical pieces in ancient times as well as a list of various
musical instruments. In addition, they show that one of the main reasons for the
establishment of music in ancient China was to laud the achievements or virtue of
the ruler. The “Guyue” also describes the effect of music on the flow of qi, and
one of its stories deals with the twelve pitch-standards. The relationship between
music and qi is one of the main subjects of chapter 4, and the twelve pitch-
standards are the main subject of chapter 6. Regarding these two subjects, chapter
2 will only examine what is described in the “Guyue” and further discussion will
appear in chapters 4 and 6.

The chronological order of the thirteen kings suggested in the “Guyue” is as
follows: Zhuxiang, Getian, Yinkang, Huangdi, Zhuanxu, Ku, Yao, Shun, Yu, Tang,
King Wen, King Wu and King Cheng. The quotations below are largely arranged
in this chronological order except passages discussing a similar topic to earlier
passages. The first story is about music in the mythical time of Zhuxiang. This

story describes the effect of music on the flow of qi.

In the past when Zhuxiang ruled all-under-Heaven, there was an excess of
wind [that caused] yang qgi to gather and to accumulate, [so] the myriad things
dispersed and scattered and fruits did not ripen. Therefore, Shida invented a
five-string zither to attract yin gi, thereby stabilizing various living creatures.
HHAERZB R ML, 2R RS, SYEoR, RENN. et
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Imbalance between yin and yang exerts a negative effect on creatures.”® In

% Here qi is divided into yin and yang. However, instead of two gi, the Zuo zhuan
describes six gi, two of which are yin and yang indicating cold and heat. As a possible
reason for a shift from six gi to two gi of yin and yang, A. C. Graham suggests the
influence of medicine and Daoist meditation that emphasised “nurture of life”. In these
fields, sickness was explained on the basis of discord between warm and chill of the body,
and once warm and chill which correspond to yang and yin were isolated from six qi,
only yin and yang came to represent gi in a conception driven by a strong tendency to
form binary oppositions in traditional Chinese thought. Graham, Yin-Yang and the Nature
of Correlative Thinking, 70-74. For the description of six gi in the Zuo zhuan, see
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order to restore balance, yin qi is added to yang qgi through the medium of musical
sound, and as a result of this balance, various living creatures acquire stability. A
similar idea is illustrated in the third story at the time of Yinkang.

In the past, at the inception of [the reign of] Yinkang, yin coagulated and
accumulated in great amounts. Waterways were blocked and obstructed, [so
water] could not flow from the fountainhead. [As a result], gi of the people
clogged up and piled up. Their muscles and bones were constricted and
contracted not to extend. Therefore, dance was invented to spread and guide

gi of the people.
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Accumulation of yin suggests that the flow of yin is blocked. A blockage in
the flow of yin causes the blockage in waterway as well as in qgi of the people.

Dance might facilitate the movement of the body, and as a result, the circulation

of gi within the body could be enhanced. In short, the above two passages show

footnote 305.

% Reading Yinkang £k for Taotang FiJf in accordance with Yan Shigu ifili it
(581-645). Yan Shigu makes this amendment in his commentary on the “Sima Xiangru
chuan” T FS A 2I{E (Biography of Sima Xinagru) of the Han shu (57: 2569-2570),
based on the “Gujin ren biao” 4 A& (Table of Ancient and Contemporary People)
of the Han shu (20: 865). The “Gujin ren biao” lists famous figures before the Han
dynasty in chronological order while classifying them into nine grades according to their
virtue. In this list, Yinkang appears after Getian. Besides this reason, since Taotang
indicates Yao 2%, without amendment it goes against the chronological order.

% Several interpretations were made regarding the sentence shuidao yongse bu xing gi
yuan JCGH#AEZE, AN{THEL For example, Wang Niansun &£k (1744-1832) reads
yang dao %38 (the way of yang) for shuidao /K3 and argues yuan J5% is an error for
xu J¥ (order). Wang Niansun, Dushu zazhi, 16: 31. Based on Wang’s amendment, this

sentence reads “The way where yang qi flowed was blocked and obstructed, and [yin and
yang] could not follow [their circulating] order”.

On the other hand, Chen Qiyou argues that this sentence was originally Gao You’s
annotation. That is, Gao You’s annotation for yin duo zhifu er zhanji [ 25 # (K i #ERS
was originally “Waterways were blocked and obstructed, [so water] could not flow from
the fountainhead. As a result, a disastrous flood occurred”. ZE#EZE, TR, ¥hH
Ht K 2 . However, the first two sentences were interpolated into the main text and only
the last sentence was left as annotation. Lishi chungiu xin jiaoshi, 293-294. Although
their amendments seem to make the text more understandable, | would rather leave the
text unchanged as it causes no substantial problem.
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that musical sound and dance are supposed to influence qi, thereby enhancing life

as well as the operation of the natural world.

The second story is about music in the time of the mythical Getian. This
story describes the scene of a musical performance while presenting the titles of

eight movements which form the music of Getian.

In the past, in the musical performance of Getian, three people grasped ox-
tails and stomped their feet while singing the eight stanzas. The first was
named “Nurturing the People”, the second “The Dusky Bird”, the third
“Cultivating Grasses and Trees”, the fourth “Sprouting the Five Grains”, the
fifth “Venerating the Heaven’s Principle”, the sixth “Establishing the
Accomplishments of the Sovereign”, the seventh “Relying on Earth’s Virtue”,
and the eighth “Assembling the Ultimate of Birds and Beasts”.
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In praise of Heaven and Earth, the eight titles mainly portray the wishes of an
agricultural people, and the title “Establishing the Accomplishments of the
Sovereigns” addresses one of the main themes of musical pieces described in the
“Guyue”: the ruler’s accomplishment or virtue. For example, according to the
fifth story, “Chengyun” 2= (Following the Clouds) was made in imitation of
beautiful sounds in the natural world, and it was the virtue of Sovereign Zhuanxu

that caused this beautiful sound to prevail.

Sovereign Zhuanxu was born from the Ruo River and actually lived in the
Hollow Mulberry. Then, he succeeded to the throne. [His virtue] accorded

with Heaven;” decent melodies were thereupon spreading. Their sounds

% Bi Yuan amends da ;£ in old editions to jian / (establish) in accordance with Li
Shan 4=3% (d. 689). Liishi chungiu, 43. Regarding Zhang Yi’s 3£ (third century CE)
quoting che di gong 7§77 in his annotation to the Wenxuan 3% (Anthology of
Literature), Li Shan argues che 74 is an error for jian %. Xiao Tong, Wenxuan, 131.
Opposing this amendment, Wang Niansun argues that che is semantically close to da ;

therefore, no amendment is needed. Wang Niansun, Dushu zazhi, 16: 31. | tentatively
follow Bi Yuan’s amendment.

%" Assuming the hidden subject is virtue (de ##) in accordance with Gao You. Liishi
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were peaceful, luxuriant, and had a deep ringing. Sovereign Zhuanxu, being
fond of these sounds, ordered the Flying Dragon to compose [music] in
imitation of the sounds of winds in eight directions.® It was entitled
“Chengyun” and used in the sacrifice to the Supreme Sovereign. [Sovereign
Zhuanxu] then first ordered an alligator to start a musical performance, so the
alligator lay on his back and beat his belly using the tail. It sounds
harmonious and magnificient.
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As a result of the ruler’s virtue, decent melodies prevailed. These melodies were
imitated when a musical piece for the worship of the Supreme Sovereign was
made. The above passage shows that musical sound serves as a medium to
communicate with the natural world as well as the spiritual world.'®® That is, the
virtue of the ruler caused decent melodies to prevail in the natural world, and the
musical piece which was made in imitation of natural sound was used to worship
the Supreme Sovereign. The imitation of natural sound and the worship of the

Supreme Sovereign are also mentioned in the seventh story about “Dazhang” X

chunqiu, 44.

% According to Sarah Allen, Flying Dragon, as a water creature, can travel both Heaven
and Earth by flying on clouds since clouds are formed from water mist. This
interpretation supports the role of animal in ritual ceremonies as a medium to access
Heaven or the spiritual world, which will be discussed in 3.2.1. Allan, The Shape of the
Turtle, 68.

% Inserting yue %% after zuo fF based on Xu Weiyu, Liishi chungiu jishi, 123 and Jiang
Weigiao et al., Lishi chungiu huijiao, 132.

% Interpreting chang {5 as shi #4 (to start) in accordance with Gao You. Liishi
chungiu, 44.

1 Shan fi# is an alternative form for tuo fi (alligator). Jiang Weigiao et al., Liishi
chungiu huijiao, 133.

92 \nterpreting yingying 7%t as hesheng F1 (harmonious and magnificient) in
accordance with Gao You. Lushi chungiu, 44.

% The concept of Shangdi =77 (Supreme Sovereign) suggests that the scene
described in the above passage is related to a religious ceremony presented to Heaven.

Therefore, the images of animals and the role of music need to be interpreted within this
specific context of a religious ceremony. This subject will be discussed in 3.2.1.
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% (Great Emblem), the music of Yao.

When Sovereign Yao ascended the throne, he ordered Kui to perform music.
Kui thereupon sang a song in imitation of the sounds of forests and valleys.
Kui covered earthenware tubs with fresh hide and beat on them, and he
slapped and hit stone to imitate the sound of the jade stone chimes of the
Supreme Sovereign, thereby making the hundred wild beasts dance. The blind
musician thereupon divided [the strings of] a five-string zither and made a
fifteen-string zither. [This music] was named “Dazhang”, and it was used in
the worship of the Supreme Sovereign.
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The musical sound made by Kui originated from natural sounds such as the
sounds of forests and valleys. In addition, this passage assumes the

communication with the Supreme Sovereign through the medium of music.

The twelve pitch-standards are the main subject of the “Yinli” chapter. In
the “Yinli”, the twelve pitch-standards are acquired through the Sanfen sunyi fa

= />4A%1 (Method of subtracting or adding a third).'® In contrast to this

mathematical explanation, the “Guyue” provides a rather mythological story

1% Amending Zhi % to Kui % in accordance with Gao You. Liishi chungiu, 44.
Supporting this amendment, Chen Qiyou quotes the Hanfeizi ##Jl¥-: “Yao says, ‘One
Kui is enough’. [Therefore, he] made [Kui] head of music officials.” ZEH, ¥—fij 2%
{H 4% 1E. Lushi chungiu xin jiaoshi, 307; Chen Qiyou, Hanfeizi xin jiaozhu, 731.
However, according to the “Chachuan” %%f# (Scrutinizing Hearsay) chapter of the
Lushi chungiu, this story was in the time of Shun not Yao.

Many documents support that Kui was a musical officer during the reign of Shun. For
example, the “Yueji” says “In the past, Shun made a five-string zither to sing northern
melodies. Kui thereupon established music to praise feudal lords”. 3 Z#{F 715% 2 %5
LIk g L. B2 454 DU 3 5. Regarding this sentence, Zheng Xuan annotates that
“Kui took charge of music during the reign of Shun”. BEZEIKFILLE . Liji zhengyi,
675. However, | have not found a text which shows Kui was also a musical officer during
the reign of Yao except the debatable description of the Hanfeizi.

1% According to Wang Zhong {1 (1745-1794), Gusou %% was an official title not
a person’s name. Wang Zhong, Shuxue, 118.

1% The Sanfen sunyi fa will be discussed in chapter 6.
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about the establishment of the twelve pitch-standards.

In the past, Huangdi ordered Ling Lun to create pitch-standards. Ling Lun,
from the western region of Daxia, went to the northern slopes of the Kunlun
Mountain. He obtained bamboos at the valley of Xiexi. [He selected] a fresh
one with a large and even hollow and cut it between two nodes to a length of
3.9 cun.” He blew on it and adopted [its sound] as gong of huangzhong.'®
When blown, it sounds “she-shao”.**® He then made the twelve pitch-pipes
and went to the foot of the Kunlun Mountain, where he heard the songs of
male and female phoenixes and distinguished twelve pitch-standards [based
on their songs]. The songs of male [phoenixes] became six [pitch-standards],
so did the songs of female [phoenixes]. When harmonising with gong of
huangzhong, it matches well. Gong of huangzhong can generate all [the other
pitch-standards]. Therefore, it is said that gong of huangzhong is the root of
pitch-standards. Huangdi again ordered Ling Lun and Rong Jiang to cast
twelve bells and to match their sounds to the five notes and to perform the
“Yingshao” #:i# (Beautiful and Splendid).* In the second month of spring,
on the day of Yimao, when the sun was in the Legs mansion, it was first

played and entitled “Xianchi” J#itli (Rendering [Virtue] Extensively).™
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71 cun ~F corresponds to 23.1mm. Luo Zhufeng, Hanyu da cidian (appendix and
index volume), 3.

% Huangzhong #{## is the primary pitch-standard of the ancient Chinese dodecatonic
scale, and gong % is the primary note in ancient Chinese pentatonic scale. Huangzhong
is assigned to the pitch of gong; therefore, it is said gong of huangzhong.

' The Middle Chinese transcription of 77 is suggested as “syz x-syewx’ along with
its Old Chinese reconstruction “hljA(k)?-h(l)jew?” in William Baxter, A Handbook of
Old Chinese Phonology, 786. They might be closer to the sound represented by 4>
around the time the Lishi chungiu was compiled.

1% The Hanyu da cidian says the “Yingshao” indicates the “Wu ying” 7i % and “Shao”
1. Hanyu da cidian vol. 9, 346. However, the “Wu ying” was the music of Ku £ and
the “Shao” was the music of Shun %#. Since Huangdi was ahead of Ku and Shun, I am

not sure about the explanation of the Hanyu da cidian. | found no commentary about the
“Yingshao”, so whether the “Yingshao” is one musical piece or two pieces is uncertain.

11 In his annotation on the “Yueji”, Zheng Xuan glosses xian Ji& as jie £ (all) and chi

jtt as shi Jiz (render), and interprets xianchi as “there is no place where virtue does not

reach” £ #E 45, Liji zhengyi, 675.

12 Ruanyu Pk is an alternative form for Ruanlun Bch& which indicates Kunlun &
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The above passage suggests the classification of the twelve pitch-standards into
yin and yang because female phoenixes can represent yin and male phoenixes
represent yang. However, the terms representing these two groups are not

presented in the “Guyue”.'*°

#. Jiang Weigiao et al., Lishi chungiu huijiao, 127.

3 The length of huangzhong pitch-pipe is suggested either as 3 cun 9 fen or as 9 cun:
Lishi chungiu and Sui shu suggest 3 cun 9 fen while Huainanzi, Shiji, Shuoyuan &%
(Garden of Stories) and Taiping yulan X “M#'E  (Imperially reviewed Encyclopaedia of
the Taiping era) suggest 9 cun. Sui shu, 16: 388; Liu Wendian, Huainan honglie jijie,
3:112; Shiji, 25:1251; Liu Xiang, Shuoyuan, 19:196; Li Fang et al., Taiping yulan, 565:7.

Because of these dissimilar records, the correct length of huangzhong has been a subject
of debates. In regard to these debates, Liu Fu #I#Z (1891-1934) argues that both 3 cun 9
fen and 9 cun can be considered correct because the pitch of huangzhong underwent
changes. Liu Fu, “LUshi chungiu Guyue pian Xi Huang jie jie”, 993-1001. However, the
difference in length between the two records seems too large to result from the different
standards.

Chen Qiyou suggests that huangzhong pitch is too high if its pitch-pipe is 3 cun 9 fen,
and for this reason, he argues that 3 cun 9 fen should be amended to 9 cun following
Huainanzi, Shiji, Shuoyuan and Taiping yulan. Lushi chungiu xin jiaoshi, 298-299.

Since the records of the Sui shu, Shuoyuan and Taiping yulan are quotations from the
Lushi chungiu, it is difficult to determine whether the records of Shuoyuan and Taiping
yulan are later editorial revisions based on the Huainanzi and Shiji or the records of
Lushi chungiu and Sui shu are mistakes. Not sure which one is correct, | tentatively read
the text without amendment.

4 Sun Shucheng &%k argues IUlu zhi ben 274 (the root of lill) should be
amended to U zhi ben ye .2 A (the root of IU). | concur with Sun Shucheng’s
amendment, and the reason for this will be discussed in chapter 6. For this discussion,
see page 194.

> The Legs mansion (Kuixiu Z=7) is one of the Twenty-eight lunar mansions (Ershi
ba xiu —T/\f). In Chinese astronomy, the sky is divided into four regions, each of
which contains seven mansions making a total of 28 mansions. For more information
about Twenty-eight mansions, see Needham, Science and Civilisation in China vol. 3,
234-237.

% Not only the “Guyue” but also the entire Liishi chungiu does not present these terms.
It is in the Han shu that the terms representing yin and yang are suggested. This subject
will be explored in 6.2.5.
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The remaining seven stories demonstrate a close relationship between music
and the virtuous achievements of the rulers.!” The translation of these stories is
as follows.

Sovereign Ku ordered Xian Hei to compose the songs, the nine “Shao”, six
“Lie”, and six “Ying”. You Chui made the hand drums, drums, bells, stone
chimes, mouth organs, pipes, ocarinas and bamboo flutes. Thereupon,
Sovereign Ku ordered people to clap their hands. Some beat the hand drums;
struck the bells and chime stones; blew the mouth organs, pipes, ocarinas and
bamboo flutes. Hereupon, he commanded phoenixes and sky pheasants to
dance. Sovereign Ku was overjoyed, so it was used to extol the virtue of the

sovereign.
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When Shun ascended the throne, Yang Yan divided [the strings of] the zither
which was made by the blind musician and made a twenty-three-string zither
by adding eight strings. Sovereign Shun then ordered Kui to arrange the nine

“Shao”, six “Lie” and six “Ying”, thereby illuminating the virtue of the

sovereign.

PENE, IETHFRE 2T, 2 \nk, DR =ik 2B A sy

7 When music is performed to laud the virtuous ruler, the function of music is closely
related to the purpose of a ceremony. This aspect will be examined in 3.2.1.

118 According to Gao You, Shao #7, Lie #Il and Ying 7t are the names of musical
pieces. Lishi chungiu, 45.

19 Removing chui " (to blow) in accordance with Yu Yue &t (1821-1907) who
suggests since other musical instruments in the same sentence do not have an
accompanying verb, chui "X is unnecessary. Yu Yue, Zhuzi pingyi, 136.

Removing tao zhui zhong #4#E8E in accordance with Chen Qiyou who regards them as
a later interpolation for three reasons. First, they are not listed in the next sentence, and
second, tao #7 and zhong #f have the same meaning with pigu #5&% and zhong §#
respectively. Lastly, zhui #£ is a stick for beating a drum, so it is not appropriate to list
zhui with other musical instruments. Lushi chungiu xin jiaoshi, 305.

12 Amending zhan £ to xun & following Chen Qiyou who argues since zhan is not
mentioned in the previous sentence, xun, which is mentioned in the previous sentence
along with other wind instruments, makes the passage more coherent. Lishi chungiu xin
jiaoshi, 306.
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When Yu ascended the throne, he toiled for all-under-Heaven. He was not
remiss [in his work] day and night. He opened up the great streams; cut
through obstructions and blockages; bored through the Dragon Gate; opened
up the flooding water by letting them flow to the Yellow River. He dredged
the Three Rivers and the Five Lakes to make the water flow to the Eastern
Sea. Through [these works], he benefited the black-headed people. Hereupon,

[Yu] commanded Gao Yao to compose nine movements of the “Xia yue” &

% (Xia Flute) in order to manifest his achievements.
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When Tang of the Yin ascended the throne, the Xia dynasty, being amoral,
cruelly oppressed the myriad people. It appropriated lands from the feudal
lords, and did not observe norms and rules. All-under-Heaven was troubled.
Tang thereupon led [the armies of] six provinces to punish the crimes of Jie.
His achievements and fame were grandly gained and [as a result] the black-
headed people were secure and tranquil. Hereupon, Tang ordered Yi Yin to
compose “Dahu” K (Great Protection), sing “Chenlu” k% (Dawn
Dew), and arrange the nine “Shao” and six “Lie”, in order to exhibit his

goodness.
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When King Wen of the Zhou lived in the Qi Mountain, the feudal lords fled
from the three vices of the Yin dynasty and assisted King Wen. San Yisheng

said, “It would be the proper [time] to attack the Yin”, but King Wen would

not permit [them to attack the Yin]. Dan, Duke of Zhou, then composed a

121 Reading Kui for Zhi. For the reason for this amendment, see footnote 104.

12 Removing jiang % (to fall) in accordance with Chen Qiyou who argues jiang [
was originally an annotation for liao ;2 but interpolated into the main text. Both

jiangshui and liaoshui mean laoshui /K (flood). Lushi chungiu xin jiaoshi, 308.
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poem that went “King Wen is on high. Oh, [his virtue] shines in the sky.

Although Zhou is an old state, its mandate is new” and praised the virtue of
King Wen.
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When King Wu ascended the throne, he attacked the Yin with the Six Armies.
Before the Six Armies arrived, he vanquished [the enemy] at Muye with his
crack troops. When he returned, he presented captives to the Great Chamber
in the capital. Then, he ordered Duke of Zhou to compose the “Dawu” K i
(Grand Martial).
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When King Cheng ascended the throne, the Yin populace revolted. The king
ordered Duke of Zhou to conquer them. The southern tribes rode elephants,
and maltreated the eastern tribes. Duke of Zhou finally expelled them with his
army to the southern area of the Yangzi River. Then, the “San xiang” —%

(Three Elephants) was composed to celebrate his virtue.

BN, BRI EmE AR, RS, BIE TR AR

12 There are different interpretations of san yin —¥£. Gao You interprets san yin as
Zhou’s 7} three forms of immoral behaviour. Lushi chunqlu, 44. On the other hand, Tan
Jiefu FRECHT (1887-1974) suggests san yin is a misreading resulting from graphic
similarity to erchui — % (two thirds) while Chen Qiyou amends Yin san yin to Yin zhi
yin .2 (The vice of the Yin). Tan Jiefu, “Jiao LU yiyi”, 309. Those three

interpretations seem equally acceptable, but instead of changing the text | would rather
follow Gao You’s interpretation.

124 Interpreting sheng #li asyu %2 (to praise) based on Bi Yuan. Liishi chungiu, 45.

1% According to Zeng Yungian’s 3# 5 (1884-1945) annotation on the Shujing, liushi
ZXHl is the army under the command of the king consisting of 12,500 soldiers during the
Zhou dynasty. Zeng Yungian, Shangshu zhengdu, 274.

% Reading nanren Fg A for Shangren 74 A in accordance with Song Xiangfeng i
AR\ (1779-1860). His amendment is based on Zhang Yi’s annotation on the “Sima
Xiangru chuan” of the Han shu (57:2571): “Xiang is the music of Duke of Zhou. The
southern tribes rode elephants and maltreated the eastern tribes. King Cheng ordered
Duke of Zhou to pursue them with his army, and [Duke of Zhou] reached Hainan. The
music of “San xiang” thereupon was composed.” %, AWM. ARG, FRER .
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2.3 Following issues

In the face of strong criticism of music, the Lushi chungiu argues for the
indispensability of music. On the one hand, from the viewpoint that sees music as
an object of desire, the “Dayue” argues that music is essential to humans because
they have innate desire for pleasure. In addition, the “Guyue” supports the
indispensability of music by showing continuing existence of music from time

immemorial.

Although the “Dayue” defends the indispensability of music based on the
inherent desire for music, those who condemn music might ask whether this
desire justifies extravagance in music. The reason for condemning music does not
just lie in enjoyment of music but in selfish and excessive enjoyment of music.
This selfish enjoyment causes suffering and privation for the people. Confronted
with the harmful consequences of music, the Lushi chungiu now faces a dilemma;
a desire for music cannot be rejected because it is inherently embedded in humans,
but those negative consequences make it difficult to allow people to chase their
desire. In order to be a successful refutation of condemnation of music, the Lishi
chungiu needs to resolve this dilemma. Chapter 3 will analyse the “Chiyue” and
“Shiyin” chapters with an aim to formulate an argument that provides a solution

to excessive enjoyment of music.

Another response to condemnation of music comes from the “Yuelun”.
However, the “Yuelun” perceives music more as a governing tool than as an
object of desire while endowing music with special functions such as a means for
achieving order which might be an unfamiliar idea to those who condemn music.
This disparate view makes the “Yuelun” less convincing as a successful refutation
of condemnation of music. The “Yuelun” seems to attach a particular value on
music beyond an object of desire. Chapter 3 will examine whether similar ideas to
the “Yuelun” are suggested in other classical texts and then explore the

viewpoints of the “Yuelun” in more detail.

B E AR, BN, s = %4440, Song Xiangfeng, Guoting lu, 223.
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3. Two perceptions of music: an object of desire versus a tool for edification

The “Dayue” chapter criticized those who condemned music because their
argument ran counter to any innate desire for music. However, opposition to a
blanket condemnation of music does not mean that all kinds of music should be
positively recognised. In fact, the Lushi chungiu firmly opposes extravagant
music and argues for the importance of appropriateness. When the “Dayue”
advocates an innate desire for music it might not be intended to approve of the
unrestrained enjoyment of music. However, those who enjoy extravagant music

can excuse themselves by claiming this natural tendency to enjoy music.

Section 3.1 will formulate an argument that negates this excuse through the
analysis of the “Chiyue” chapter. In addition, appropriateness, the main topic of
the “Shiyin” chapter will be discussed, followed by a discussion about the ideal
type of music from the viewpoints of the “Chiyue” and “Shiyin”. These
discussions will show that the “Chiyue” and “Shiyin” chapters can be understood
in relation to the necessary conditions for music to provide pleasure as an object

of desire.

Instead of regarding music as an object of desire, the “Yuelun” mainly sees
music as a tool for edification that exerts positive influences on human behaviour.
Section 3.2 will first examine seemingly similar ideas described in the Shujing
#& (Book of Documents), Zuo zhuan and Guoyu in order to indicate the
particular perspectives of the “Yuelun” in comparison with those texts. After

examining the function of music that the “Yuelun” advocates, | will discuss which

types of music can perform this particular function.
3.1 Music as an object of desire: appropriateness with no extravagance

In the Guoyu, Mozi and Mengzi, the main attitude towards music was to see
it as an object of desire. This attitude was maintained in the “Dayue”, and the
“Chiyue” and “Shiyin” can also be understood from this viewpoint as will be
discussed. The “Chiyue” mainly discusses the negative effects of extravagant
music, and the “Shiyin” describes the benefit of appropriate sound while defining
appropriateness in terms of sound as well as xin /> (heart/mind). After the
analysis of the “Chiyue” in 3.1.1 and the “Shiyin” in 3.1.2, the concept of “li and
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music” will be discussed in 3.1.3, and the ideal type of music derived from the

“Chiyue” and “Shiyin” will be suggested in relation to this concept.

3.1.1 The reason for rejecting extravagant music: extravagant music is not

pleasant

The “Chiyue” attaches great importance to pleasure as can be seen from the
statement that the ancient sage-kings esteemed music because of its pleasure.*?’
However, not all kinds of music are believed to evoke pleasure. The “Chiyue”
criticizes extravagant music by excluding it from the category of music that
brings pleasure. That is to say, in spite of the fact that human beings inevitably
want to enjoy music, excessive enjoyment cannot be justified because extravagant
music by no means provides pleasure. The reason that extravagant music is not

pleasing can be gauged from the beginning part of the “Chiyue”.*?®

All people live through their life, but they do not know how their life has
come into existence. All people are aware of what they know, but they do not
know how their knowledge has come into existence. To understand how one
comes to know is called “understanding dao”, and not to understand how one
comes to know is called “discarding the treasure”. Anyone who discards the
treasure is certain to meet with disaster. Many rulers of the present age regard
pearls, jade, lances and swords as treasures. The more [their treasures] are, the
more resentful their people are, the more endangered their countries are, and
the more tiresome is the ruler himself. If it is the case, it is [in fact] to lose the

essential quality of treasure.
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27 ishi chunqiu, 41: “In general, the ancient sage kings thought highly of music
because it was pleasant.” JLily 2 .2 I f5 i 48 4, L84,

1% The quotations from the “Chiyue” and “Shiyin” are from Liishi chungiu, 41-43.

2 Inserting bao # (treasure) before yuduo #&% based on Chen Changgqi, Lushi
chungiu zhengwu, 8.

3% Removing ren A and wei & based on Chen Changqi, Lishi chungiu zhengwu, 8.

51



According to the above passage, it is not sufficient to understand the final
outcome of a certain phenomenon. One should understand why this outcome is
produced; otherwise, one could reach a disastrous result opposite to what one
expected. For example, those rulers who only know treasure is precious without
knowing the very reason why treasure is precious make a frantic attempt to
collect treasures while making their people resentful and endangering their
countries, not to mention themselves. If what is called treasure produces these
harmful results, it is not precious any more. Similarly, people are aware that

music provides pleasure but they cannot understand how this pleasure is achieved.

The music of a disordered age corresponds to this. The sounds of [instruments
made of] wood and leather are similar to [the rumblings of] thunder. The
sounds of [instruments made of] metal and stone are similar to [claps of]
thunder. The sounds of [instruments made of] string and bamboo or the
sounds of singers and dancers are similar to loud shouting. These sounds can
shock gi and xin, startle the ears and eyes, and shake life; however, music
composed of these sounds is not pleasing. Thus, the more extravagant music
is, the more discontented the people are, the more chaotic the country is, and
the more debased its ruler is; if it is the case, it also [in fact] loses the essential

quality of music.
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Jie of the Xia and Zhou of the Yin ordered the performance of extravagant
music. In the sounds of big drums, bells, stone-chimes, flutes and pipes, they
regarded the large as beautiful and the many as spectacular. [Therefore, their
music] was peculiar and far from being beautiful, which the ears had never
heard before and the eyes had never seen before. They strove to outdo each
other and did not employ linear and capacity measures. When the Song was in
decline, the bell named gianzhong was cast; when the Qi was in decline, the

131

bell named dalii was cast; when the Chu was in decline, shamanistic music

was created. As [they became] extravagant, [their music also became]

Bl Dalii At is the second pitch-standard of the ancient Chinese dodecatonic scale.
The name of the bell might indicate its pitch.
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extravagant. However, judging from those who possess dao, [these kinds of
music] lose the essential quality of music.
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From the viewpoint of the “Chiyue”, music can be called music only when it
evokes pleasure because the function of bringing pleasure is considered the most
essential quality of music. People enjoy a large-scale musical performance
seeking out greater pleasure; however, this kind of extravagant music only brings
about complaints from the people and the fall of the country. Moreover, contrary
to acquiring pleasure, people injure themselves by listening to music as described

below.

Once music loses its essential quality, it is not pleasing. If music is not
pleasing, the people are certain to be resentful, and [their] life is certain to be
injured. [In this case], the relationship between life and music is like that of
ice to the blazing sun. Contrary to [nourishing life], it is a disaster for oneself.
This results from not knowing the true meaning of music and striving for

extravagance.

132 According to Bi Yuan, chugui (i is interchangeable with chugui #l7E which
means peculiar or extraordinary. Lishi chungiu, 41. This meaning is suggested in the “De
chong fu” f&#fF (The Sign of Complete Virtue) chapter of the Zhuangzi. Wang
Shumin, Zhuangzi jiaoquan, 184: “He is seeking to gain the reputation of being
extraordinary and mystical, but doesn’t he know that the perfect man would consider it as
fettering and handcuffing himself?” 7% H# DLl LI 2 A1, AaE A2 DUER T
FEREHE?

133 There are two main interpretations of gianzhong T-##; one is the name of a bell by
Gao You and the other is one thousand bells by Chen Qiyou. Chen suggests that dalii A
i is an example of too large instruments and gian zhong T-#& is an example of too
many instruments and wu yin A2 ¥ is an example of peculiar music; those three aspects
are suggested as the features of extravagant music in the second sentence. Therefore, he
argues that gian zhong, which is an example of music composed of too many instruments,
means one thousand bells rather than a bell name. Lishi chungiu xin jiaoshi, 271.
However, | am not sure why the features of music during the ages of Jie and Zhou are
equally applied to later period. For this reason, | follow Gao You’s commentary, but I am
not completely sure about this interpretation because | have not found any text where
gianzhong appears as a bell name or pitch-standard.
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Condemnation of music would be disproved based on what we have
examined. First of all, as the “Dayue” argues, enjoying music cannot be criticized
because desire for music is a natural tendency that human beings cannot
manipulate. Nevertheless, enjoying extravagant music should not be overlooked
on the pretext of giving free rein to this natural tendency. The “Chiyue” objects to
extravagant music; however, instead of expressing a bitter criticism of music as
the “Feiyue” did, the “Chiyue” criticizes people who enjoy extravagant music.
That is, those who enjoy extravagant music cannot understand the reason why
music gives pleasure and blindly chase excessiveness without recognising that
this excessiveness ends up with disastrous results. There is no reason for rejecting
music as long as music maintains appropriateness. After discussing extravagant

music, the “Chiyue” raises the importance of appropriateness.

[The fact that] music has an essential quality is analogous to [the fact that]
flesh, skin and the corporeal body possess life. If there is life, it is necessarily
nurtured. Cold and heat, toil and idleness, hunger and satiety; these six are not
considered appropriate [in terms of nurturing life]. In general, nurture is to
oversee what is not appropriate and then to make it appropriate. If one can

maintain appropriateness for a long time, life is prolonged.
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3% Interpreting bing It as zai ¢ (disaster) in accordance with Gao You. Lishi
chungiu, 41.

35 In the Liishi chungiu, xing 14 is interchangeable with sheng ‘£ (life) in most cases,
including this instance. For other various examples where xing is used with the meaning
of sheng, see Fu Wuguang, Lishi chungiu yu zhuzi zhi guanxi, 123-127.

I have removed the character ging 175 in accordance with Chen Qiyou who argues that
commentators interpolated ging because of the previous sentence yue zhi you ging %%~
i Those commentators wrongly understood that music has ging, so do flesh, skin and
the corporeal body, but, in fact, flesh, skin and the corporeal body have xing 1t instead

of ging. For the same reason, ging in the next sentence is also removed. Lushi chungiu
xin jiaoshi, 273.
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The life of the body is nurtured only under the appropriate condition; under
the extreme conditions such as hunger and cold, it is subject to damage. In the
same way, if music does not maintain appropriateness its essential quality cannot
be expected. More detailed arguments about appropriateness are advanced in the
“Shiyin”.

3.1.2 The benefit of appropriateness: appropriateness brings pleasure

The “Shiyin” first discusses the relationship between pleasure and desire
while arguing that a pleasant state of xin is an essential condition for arousing
desire.

It is an essential quality of the ear to desire [beautiful] sounds; however, if xin
does not feel happy, the ear would not listen to the five notes although they
are right around it. It is an essential quality of the eye to desire [beautiful]
colours; however, if xin does not feel happy, the eye would not gaze on the
five colours although they are right around it. It is an essential quality of the
nose to desire perfumed fragrances; however, if xin does not feel happy, the
nose would not smell perfumed fragrances although they are right around it. It
is an essential quality of the mouth to desire rich tastes; however, if xin does
not feel happy, the mouth would not savour the five tastes although they are
right around it.
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According to the “Shiyin”, although human beings are bound to gratify their
sensory desires, if they are not in a good mood they would not be able to enjoy
objects of desire however beautiful, fragrant or delicious they are. The contrast
between pleasure and desire is related to the distinction between the functions of
xin and sensory organs: the former takes charge of pleasure and the latter takes

charge of desire as suggested below.

The loci of desire are the ear, eye, nose and mouth whereas feeling pleasure
depends on xin. Only when xin is harmonious and balanced does it feel
pleasure. Only when xin has felt pleasure can the ear, eye, nose and mouth

have desire. Therefore, pleasure depends on making xin harmonious, and
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making xin harmonious depends on keeping appropriateness.
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One can desire only after feeling pleasure, and in order to acquire pleasure one
needs to attain a harmonious and balanced state of xin, which is achieved by
appropriateness. Therefore, the starting point lies in appropriateness. The “Shiyin”
defines the appropriateness of xin as follows:
There is appropriateness in pleasure, and xin also has appropriateness.
Humans basically desire longevity and dislike dying young; [they] desire
security and dislike danger; [they] desire glory and dislike disgrace; [they]
desire comfort and dislike toil. When these four desires are gratified and the
four dislikes are eliminated, xin is kept in appropriateness.
KA, DR N 2N, BRI, AR, AR R,
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The appropriateness of xin is defined as a state where desires for longevity,
security, glory and comfort are satisfied and dislikes such as dying young, danger,
disgrace and toil are eliminated. Then, how can we satisfy desires and eliminate
dislikes? According to the “Shiyin”, this task is achieved by following the
principle (li ).

Making xin appropriate depends on following the principle.

WL FFAETR W B

The “Shiyin” describes the importance of the principle as follows.**®

¥ Tao Hongging amends zhi =~ to yu il (and) while Fan Gengyan JIHFHT (1894-
1960) says that zhi has a similar meaning to yu £i. Based on these annotations, le zhi
fule %2354 can be translated as “whether feeling pleasure or not”. Tao Hongging, Du
zhuzi zhaji, 97; Fan Gengyan, Llshi chungiu buzhu, 39.

57 Lin Pinshi #Kf 41 interprets lefyue %% as music. Lin Pinshi, Lishi chungiu jinzhu
jinyi, 133. However, since the relationship between pleasure and xin is discussed right
before this passage, le/yue % might indicate pleasure. In addition, in the “Shiyin”,
le/yue %% mainly indicates pleasure while yin & indicates musical sound or music.

138 Although the “Shiyin” emphasises the importance of the principle, it does not provide
further explanation about the principle; therefore, the meaning of “following the
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If one cultivates oneself by following the principle, life is kept intact. If life is
kept intact, the span of life is prolonged. If one governs the country by
following the principle, the law is established. If the law is established, all-
under-Heaven obeys.

WE BRSO LA & QA 4 DA AR 2 AFRR A, LA BT, i IR
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The principle guarantees successful results when applied to cultivating
oneself as well as governing the country. In addition to these effects, by

suggesting following the principle as the way to attain the appropriateness of xin,

the “Shiyin” presents the process of bringing about pleasure in three steps:

Following the principle (sheng li 5#) — Appropriateness in xin (shi xin

i#.0)) — Harmony in xin (he xin F1.0») — Pleasure (le 4%)

Up to this point, the “Shiyin” discusses appropriateness in relation to Xin.
Now, the focus of the “Shiyin” moves onto sound. Before defining
appropriateness of sound, the “Shiyin” describes inappropriate sounds mainly by

focusing on their adverse effects on one’s will (zhi ).

In general, sound also has appropriateness. If [sound] is too big, one’s will is
shaking. If one listens to the big sound with a shaking [will], the ears cannot
receive it. If [the ears] cannot receive [the sound, the sound] is obstructed and
blocked. If [the sound] is obstructed and blocked, [one’s will] is agitated. If

[sound] is too small, one’s will becomes weak. If one listens to the small

principle” is unclear. The term shengli 52! also occurs in the “Quanxue” #JE* (An
Exhortation to Learning) chapter of the Lushi chungiu as one of the tasks of teachers.
Lushi chungiu, 33-34: “The tasks of teachers consist in following the principle and
practicing righteousness™ F3fill.2 %5, fENBEE, {2175, In this chapter, struggling
for dao (zheng yu dao 4#JA38) and dao’s prevailing (dao zhi xing 3&.217) are
suggested as the aims of teachers. For this reason, | understand li ¥ as the principle
which is in accordance with dao. Dao & is one of the main concepts of the “Dayue”
chapter and this concept will be examined in 4.1.2.

39 Interpreting shengli ¥5#E as renli {F-2 (following the principle) in accordance
with Wang Niansun T & £%. Lushi chungiu xin jiaoshi, 278.

140" Chen Changgqi suggests that yi L in sheng quan yi “: %=L\ should be removed and
Sun Shucheng suggests yi L. should be replaced with yi %22. Chen Changqi, Lushi
chungiu zhengwu, 8; Sun Shucheng, “Lishi chungiu juzheng”, 411.
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sound with a weak [will], the ears are not filled [with sound]. If [the ears] are
not filled, [the sound] is not [audible] enough. If [the sound] is not [audible]
enough, [one’s will] is not satisfied. If [sound] is too high, one’s will is
threatened. If one listens to the high sound with a threatened [will], the ears
are empty. If [the ears] are empty, [the sound] is not accumulated. If [the
sound] is not accumulated, [one’s will] will be dried up. If [sound] is too low,
one’s will becomes depressed. If one listens to the low sound with a depressed
[will], the ears cannot gather the sound. If [the ears] cannot gather the sound,
[the sound] is not received evenly. If [the sound] is not received evenly, [one’s
will] moves violently. Thus, [the sound] that is too big, too small, too high, or

too low does not correspond to appropriateness.
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Sound first influences one’s will, and one’s will again influences the way of

receiving sound. Too big or small, too high or low sound cannot produce a good

145

result when interacting with xin."® As a result, the state of xin cannot achieve

L Chen Qiyou argues Gao You’s annotation on xiji i, namely xi xu ji bing ye %4
fixd th,, is a mistake for xiji xubing ye %t &St (xiji indicates a trouble resulting
from emptiness) and interprets xiji as “few and scattered” (xishu Fii). Lishi chungiu
xin jiaoshi, 280.

42 Reading jian % for jian % in accordance with Fan Gengyan. Jian % is a loan for
lan { which according to Fan Gengyan means “being accumulated”. Fan Gengyan,
“Lushi chungiu buzhu”, 41. Fan Gengyan regards the will (zhi 7£) as the subject of jian;

however, | think sound is better suited for its subject. The reason for this is suggested in
footnote 144.

S Interpreting bubo A<#% as ru bu zhuanyi AE— (to enter unevenly) in
accordance with Gao You. Lushi chungiu, 42.

% The same structure of “A ze Hil B. B ze C. C ze D. D ze E” (A then B. B then C. C
then D. D then E) is repeated four times. However, the subjects of D and E are unclear.
Since | understand that this passage discusses the interaction between sound and one’s
will, 1 assume that the subject of D is sound and the subject of E is one’s will.

5 Even though the term xin is not mentioned in the above quotation, this passage can be
read as a discussion about the interaction between music and xin if zhi & is interpreted
as the direction of xin’s movement.
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serenity, which according to the Zuo zhuan may even cause fatal disease.**® After
illustrating those negative effects, the “Shiyin” defines appropriateness of sound
and then describes the positive result that appropriate sound produces through its
interaction with xin.

What does “appropriateness” refer to? Moderation is appropriateness of

sound.*’

What does “moderate” refer to? The size [of a bell] should not
transgress the uniform standard and the weight [of a bell] should not exceed
one dan (approx. 30kg). This is “moderate” in regard to the size and weight
[of a bell]. The note gong of huangzhong is the origin of [all the other] notes
and it is the moderate among high and low pitch. The moderate is considered
appropriate. If one listens to appropriate sound with an appropriate [xin],
harmony is achieved. Pleasure [requires] no excessiveness [in sound];

[pleasure] comes from a balanced and harmonious [xin].

6 The Zuo zhuan offers a passage similar to the “Shiyin” but in a simpler form.
Therefore, it permits the assumption that the “Shiyin” develops a detailed argument
based on what was previously discussed. According to the Zuo zhuan, when King Jing of
Zhou intended to cast a bell, his musical officer Zhou Jiu warned the king that the king
would die of a heart disease and the reason for this is suggested as follows. Chungiu Zuo
zhuan zhengyi, 867 (Zhao 21, i.e. 519 BCE): “In general, music is supervised by the Son
of Heaven. In general, sound is a carriage of music, and the bell is the instrument for
[making] sound. The Son of Heaven observes the winds, thereby making music, and
gathers sounds using the [musical] instruments, and performs [music] in accordance with
sounds. The small [instrument] does not sound faint and the large [instrument] does not
sound too big; therefore, harmony is achieved among instruments. If instruments are in
harmony, beautiful [music] is achieved. Therefore, when harmonious sound is received
into the ears, it is preserved in xin. If xin is peaceful, [one feels] happy. If sound is faint,
it cannot satisfy [xin]; if sound is too big, it cannot be held. Consequently, xin becomes
bewildered, and if [xin] is bewildered illness occurs. Now, [the sound of] the bell is
extremely big, so your xin cannot bear it. How can you [live] long?” K%K 1 2 F§Ah..
KER A, miEE 2esth, K7TAREMWES, sz, BLITZ. /NERE,
KEAEL, AR Yy. PR saa. SO AR H, MO, OEHIEE. SRR,
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7" Chen Qiyou quotes the definition of zhong %X from the “Liang Tong liezhuan”
%1{d (Biography of Liang Tong) of the Hou Han shu ##® (Book of the Later Han):
neither light nor heavy (bu ging bu zhong A~ ). Lishi chungiu xin jiaoshi, 283;
Fan Ye, Hou Han shu, 1168. Based on this definition, I interpret zhong 2 as
appropriateness in weight and other measures. Therefore, | translate zhong % as
“moderation” with the meaning of “kept or keeping within reasonable or proper limits;

not extreme, excessive, or intense”. Stein, The Random House Dictionary of the English
Language, 920.

59



falF5E? R, 2. (RS NS, mEASE AL KRS K
. s, R, AR, R E D, DUERENm R
GERERM PRI,

Appropriate sound emanates from a musical instrument that has proper
weight and measure. Appropriate sound achieves harmony while interacting with
the appropriate xin, and this harmony induces pleasure. Therefore, it can be
suggested that appropriate sound performs its function in the second step of the
above-mentioned process by interacting with the appropriate xin. In sum, the
“Shiyin” emphasises the importance of appropriateness by demonstrating the
roles of appropriate sound and xin in achieving pleasure which is a prerequisite

8 The meaning of da bu chu jun K/~ Hi$5 is unclear. According to the Han shu (21:
969), 1 jun #9 is equal to 30 jin /T (approx. 7.5 kg) and 1 dan {7 is equal to 4 jun
namely 120 jin (approx. 30kg). If jun is a unit of weight, da bu chu jun is not readily
understandable because jun, which is relatively small amount of weight, does not match
da “K (big). For this reason, Tao Hongging amends da KX to xiao /> (small). Tao
Hongging, Du zhuzi zhaji, 98.

Obijecting to interpreting jun as a unit of weight, Chen Qiyou argues that jun indicates the
standard note, and he reads da bu chu jun as that the amplitude of other sounds should
not exceed the sound of the standard note. Lushi chungiu xin jiaoshi, 283. In addition,
Lothar von Falkenhausen translates da bu chu jun in the Guoyu as that “the size did not
transgress the uniform standard”. Falkenhausen, Suspended Music, 315.

My translation is based on Falkenhausen who interprets da A and zhong # as the size
and weight of a bell. Since da bu chu jun, zhong bu guo dan AKANHIES, FASGHE A
appears in the Guoyu in regard to a bell, it might be more appropriate to relate da and
zhong to the physical properties of a bell as Falkenhausen did.

The above mentioned passage of the Guoyu goes as follows. Guoyu, 3: 123: “The ears
distinguish the harmonious [sound from sounds] between high and low pitch, and high
and low pitch can be distinguished only within the limit where one person can reach.
Therefore, when the former kings made bells, the size did not transgress the uniform
standard, and their weight did not exceed one dan.” H ZZsfith, 7Eir 2[4, 280
Eth, A — N2, Jelce B2 g, KA ES, A, Translation of the
last sentence is from Suspended Music, 315.

19 Whether lefyue %% indicates pleasure or music is unclear. John Knoblock and Jeffrey
Riegel translate this sentence as “musical instruments commit no excess”. Knoblock and
Riegel, The Annals of LU Buwei, 144. In addition, Xiu Hailin also interprets le/yue %% as
music while understanding pinghe ‘%1 as describing music. Xiu Hailin, Zhongguo
gudai yinyue meixue, 207. However, since the “Shiyin” explains how pleasure is
achieved in interaction between sound and xin, | interpret le/yue %% as pleasure and
translate the last sentence focusing on the relationship between pleasure, sound and xin.
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for arousal of desire.*>°

Up to this, all the passages in the “Chiyue” and “Shiyin” have been
examined except one passage of the “Chiyue” and two passages 0f the “Shiyin”.
Among these three passages, two of them are related to the concept of “former
kings’ music”.*®* How can this concept be related to the main argument of the
“Chiyue” and “Shiyin”? Can desire for music be fully approved of? These

questions will be addressed in 3.1.3.
3.1.3 Li and music in the “Shiyin”

Both the “Chiyue” and “Shiyin” emphasise appropriateness; however,
appropriateness cannot be properly defined without a criterion. The music of
former kings can be understood from this perspective. That is, the former kings
established a standard form of music that could impose restrictions for music to
maintain appropriateness. In the context of the “Chiyue” and “Shiyin”, music is
regarded as one of the objects of desire; therefore, their argument might be
equally applied to other objects of desire such as food, clothes and
accommodation. This supposition can explain why the last passage of the “Shiyin”

suddenly mentions li along with music.

The se zither played in the Qingmiao i /& (Pure shrine) has reddish strings
and sparse sound holes. One sings while three others respond and [this sound]
surpasses [other] sounds. According to li of the Grand sacrifice, water is
offered up and raw fish is placed on the offering table, and the grand broth is
not seasoned and [the taste of this broth] surpasses [other] tastes. Thus, the
reason for the former kings’ establishment of li and music is not only to
please the ears and eyes or to satisfy the desires of the mouth and stomach to
the maximum; rather, they intended to instruct people to modulate their likes

and dislikes and to fulfil the principle and righteousness.

150 When interpreting the “Shiyin”, Xiu Hailin emphasises the leading role of xin in its
interaction with music for the reason that xin can restrict the function of sensory organs.
Xiu Hailin, Zhongguo gudai yinyue meixue, 204-205. However, considering that the
condition of xin is affected by sound, the focus of the “Shiyin” might be placed on their
interrelationship rather than the supremacy of xin over music.

L The remaining one passage of the “Shiyin” will be examined in 4.1.1 where its
similar viewpoint to the “Yinchu” regarding the diagnostic function of music is discussed.

61



WA 2 55,19 RpLign ik, —VET =8, AT HRS 2, b
LA ALA I, ORSEAR, AHETIR . SOt R 2w, JERE DU
I O it B DA T I AT B a1,

The above passage describes regulations applied to music along with those
pertaining to food. Therefore, music can be understood as one of the elements
regulated by li in the “Shiyin”. This aspect is also supported by the reason for the
establishment of li described in the “Lilun” chapter of the Xunzi; li was

established to impose restrictions on objects of desire.™

Where did li arise from? It is said that human beings are born with desires. If
desires are not satisfied, people cannot but seek to satisfy them. If there is no
measure and limit in satisfying desires, people cannot but contend. Such
contention leads to disorder; disorder leads to a dead end. The former kings
disliked such disorder; therefore, they established li and righteousness in
order to determine the relative positions, to nurture human desires, and to
supply what people seek. They did not cause desires to be impaired because
of goods; they did not make goods insufficient to satisfy desires. [Therefore],
desires and goods sustained and increased each other. This is where li arose

from.
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152 According to Gao You, Qingmiao was the shrine of King Wen (Wen Wang < F).
Lushi chungiu, 42.

NI=cX

153 Instead of jin £, yi 3% is written in the “Yueji” and Zheng Xuan glosses yi as yu fif:
(remaining). Liji zhengyi, 663. Chen Qiyou thus argues that jin should be changed to yi
following the “Yueji”. Lushi chungiu xin jiaoshi, 285. Instead of assuming a textual
corruption of the “Shiyin”, I read jin 3£ as it is and interpret it as chaoguo it
(surpass).

™ The first half of this passage appears in the “Lilun” chapter of the Xunzi and the

a2 3, A2 A, 2 REED, —th. L {HF“qu, *Tmﬁ'ﬁ#%t,
WR—PE, 94 2, ARAkmmekt, —. Liji zhengyi, 663: Ji .2 %5, A5XMGnEL,
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%5 From the viewpoint of imposing restrictions on objects of desire, music in the “Shiyin”
can be similarly understood as li in the “Lilun”. However, the edifying effect of music
that the ““Yuelun” advocates does not seem to match this viewpoint.
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Li helps regulate one’s desires by allotting objects of desire in a way every
person can nurture his desires without excessive pursuit of them. In this context,
music as one of the objects of desire is regulated by li. The “Yuelun” and “Yueji”
describe the complementary functions of music and li, namely harmony by music

157

and order by li.™" However, from the viewpoints of the “Chiyue” and “Shiyin”,
music is understood as one of the elements under the control of li rather than the
complementary counterpart of li. This layer of meaning can be found in the Lunyu;
when Confucius criticizes eight rows of dancers of the Ji family, it is because the
Ji family did not abide by the rule for the number of dancers.™®® Similarly,
according to the Zuo zhuan, when Shusun Bao #{£%%7 (d. 537 BCE) visited Jin
% as an envoy, Lord Dao of Jin (%42 r. 586-558 BCE) ordered the
performance of the musical pieces used for the grand ceremony assuming that it
was in accordance with li for receiving an envoy. However, Shusun Bao did not
show an expected response to these musical pieces. When Shusun Bao was asked

about the reason, he answered as follows.

Three musical pieces of the Xia are used when the Son of Heaven entertains
the supreme feudal lords. [Therefore], an envoy [like me] dare not participate
in listening to them. The “Wen Wang” is the music that [is performed] when

two rulers encounter. [Therefore], an envoy dare not reach it.

156 Xunzi jijie, 346.

Y7 For example, the “Yueji” says “Music is the harmony of Heaven and Earth and li is
the order of Heaven and Earth. Through harmony, the hundred things all transform; with
order, the myriad things are all differentiated”. 4%, iz i, &3, Kih. 2y,
Fldc e, i &8s 7). Liji zhengyi, 667. In addition, the “Yuelun” says “Music
is harmony that can never be altered and li is the principle that can never be changed.
Music unites what is common while li distinguishes what is different. The fundamentals

of li and music govern human xin.” HEE K, M2 AR 8K, igtH, B2 AT
AL, BEGT, iSRS, TS 2 M T D 2. Xunzi jijie, 382. The complementary
concept of “li and music” will be discussed in 5.2.

%8 Xing Bing, Lunyu zhushu, 24 (LY 3.1): “Regarding the Ji family having eight rows of
dancers at their courtyard, Confucius said ‘If this can be tolerated, what cannot be?”” fL
TRBAR VA AL, JEnT 24, A3 n] Z245. Only the king could have eight rows of
dancers, and the Ji family violated this regulation. In this case, the scale of music is
stipulated in i.
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These two instances show that the form of a musical performance was
strictly prescribed. If music is perceived as one of the elements regulated by li,
the argument of the “Shiyin” can be extended to other elements, and if its
argument is valid for other elements the sudden mention of li at the end of the
“Shiyin” might not seem out of context. The extension of the focus from “music”
to “li and music” is also suggested in the “Yueji” where a more detailed version
of the last part of the “Chiyue” is described. The last part of the “Chiyue” goes as
follows.

Life is originally quiescent in itself. After being stimulated, it comes to have
awareness, and there is an object that caused this. If one goes after [this object]
without returning, it is governed by one’s appetite and desire. If one is
governed by one’s appetite and desire, one is certain to lose [what is endowed
from] Heaven. Moreover, if one’s appetite and desire know no limit, then it is
inevitable that greedy, abject, immoral and unsettled xin will arise and that
dissipated, dissolute, illegitimate and deceitful occasions will arise. As a
result, the strong threaten the weak, the many tyrannize the few, the bold
scorn the timid, and the vigorous are arrogant towards the frail; [all of them]
result from this.
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As examined in chapter 2, the “Feiyue” also deplored the problems that the
strong threatened the weak and the many tyrannized the few.'®* While the
“Feiyue” argues that enjoying music prohibits these kinds of social disorder from
being rectified, the “Chiyue” criticizes a wrong-headed pursuit of desire as the

main reason for social disorder. However, the “Dayue” states that desire cannot

9 Chungiu Zuo zhuan zhengyi, 505 (Xiang 4, i.e. 570 BCE).

1% Removing wugiong #E%% (without limits) based on Tao Hongqing, Du zhuzi zhaiji,
97.

181 See page 28.
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be modified by humans because it was received from Heaven.*®* Then, we might
not blame desire but blame objects of desire for a wrongful pursuit of desire. For
example, enjoying music cannot be criticized because humans are bound to desire
music; criticism should be directed towards extravagant music. Therefore, instead
of prohibiting music, making people enjoy music within a reasonable level by
providing them with a decent type of music might be the correct solution to the

problems mentioned above.'®®

As described in the the above quotation, the “Chiyue” admits a spontaneous
response to an external stimulus. Therefore, if there is no restriction on external
stimuli, people go after them only to hurt themselves in the end. Not only music
but any objects of desire can produce this tragic result if enjoyed excessively.
Therefore, it can be suggested that the above quotation implies the need for
former kings’ establishment of li for the purpose of imposing restrictions on
objects of desire including music. When the above passage is presented in the
“Yueji” in a more detailed and organized form, this implication is clearly

expressed.

When a person is born one is quiescent; this is one’s nature endowed from
Heaven. When one is stimulated by an external thing, one moves; this is
desire of one’s nature. Things arrive and the [faculty of] knowledge
apprehends them; only then do likes and dislikes take shape. If likes and
dislikes have no regulation inside and the [faculty of] knowledge is enticed

from the outside, [people] cannot return to reflect upon themselves and [as a

162 See page 26.

183 Scott Cook also points to this aspect when he discusses why Mozi is criticized in the
“Yuelun” and “Dayue”. Cook argues that what is needed should be the proper form of
music marked by simplicity and clarity instead of prohibiting music, from the viewpoints
of the “Yuelun” and “Dayue”. Cook, “The Lushi chungiu and the Resolution of
Philosophical Dissonance”, 342-343.

In my opinion, what Scott Cook suggests as the proper form of music conforms to the
viewpoint of the “Dayue” but it is doubtful whether it also conforms to that of the
“Yuelun”. In other words, although I agree that achieving “productive goal of social
harmony” and preventing “contention by the influence of depraved music” are
considered the main functions of music in the “Yuelun” as Cook suggests, I think when
the “Yuelun” argues for these functions it does not see music as an object of desire, and
consequently simplicity and clarity do not fully satisfy the ideal type of music that the
“Yuelun” advocates.
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result] the principle of Heaven is destroyed. If external things stimulate
people without limitation and likes and dislikes of people have no regulation,
then this means people are transformed by things when things arrive. For
people to be transformed by things is to destroy the principle of Heaven and
to satisfy human desire to the limit. As a result, rebellious and deceitful xin,
and decadent and chaotic affairs [arise]. Consequently, the strong intimidate
the weak, the many tyrannize the few, the intelligent deceive the stupid, and
the bold bully the timid. Disease and illness are not nursed, and the old,
young, orphaned and childless cannot obtain their places. This is the way
great chaos ensues. Therefore, the former kings established li and music, and

people adopt them as [the standard for] moderation.
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According to the above passage, xing 7 means an inherent ability to

maintain stillness when no stimulus is given and to respond when a stimulus is
given. Unlike the “Chiyue”, the “Yueji” conceptualizes the inherent quality of
humans using the term xing, which shows the more elaborate conception found in
the “Yueji”. After enumerating the negative consequences of an excessive pursuit
of desires, the “Yueji” draws a conclusion that the reason for former kings’
establishment of li and music lies in regulating desires. In this way, the last
passage of the “Chiyue” is understood as the reason for the establishment of li by

the “Yueji”.

In spite of the positive recognition of desire as an inherent quality, the idea
that desire needs to be controlled by imposing restrictions on the objects of desire
implies negative consequences of desire. The “Chiyue” argues extravagant music

cannot evoke pleasure; however, in reality, some people still enjoy extravagant

184 Liji zhengyi, 664.
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music finding it pleasant. Although the “Shiyin” demonstrates the way
appropriate sound brings pleasure, it does not explain why people desire
extravagant music even though this music, according to the “Shiyin”, cannot
activate the process for acquiring pleasure. This disappointing reality might

contribute to the contrast between the principle of Heaven (tianli X#) and

human desire (renyu A %K) in the “Yueji”.

The contrast between what is endowed from Heaven and desire in the
“Chiyue” changes to the contrast between the principle of Heaven and human
desire in the “Yueji”. One of the main arguments of the “Chiyue” is that
extravagant music hurts life; therefore, in the context of the “Chiyue”, what is
endowed from Heaven probably indicates life. However, by adopting the term
tianli instead of tian, the “Yueji” makes the meaning of the objective standard that
people should follow when they satisfy their desire more distinctive than
preservation of life.*®® According to the “Chiyue”, humans innately possess both
life and desire. Therefore, although excessive desire can hurt life, the blame is
laid more on extravagant objects of desire rather than desire itself; the ultimate
aim might lie in nurturing desire in a way advantageous to preserving life by

providing proper sensory stimuli.’®® However, in the “Yueji”, human desire is

1% Zheng Xuan interprets li ! as xing ?£ (nature). Therefore, if following Zheng
Xuan’s annotation, the difference between the “Chiyue” and “Yueji” becomes less
distinctive. However, | do not follow this annotation for two reasons. Firstly, similar to
the contrast between the principle and desire in the “Yueji”, the contrast between dao &
and desire is presented in the “Yuelun” (“regulating desire by dao” LLEHIEX). In
addition, the “Yueji” provides other examples where li P indicates the principle: for
example, “li represents the principle that can never be changed” i %, H 1N1] %) %&b,
and “the principles [regarding] intimate and distant, noble and humble, young and old,
male and female” Bl & B RS0 20 2 B,

18| {ishi chungiu’s positive attitude towards desire from a different perspective is found
in the “Weiyu” 734k (Using Desire) chapter where desire is regarded as a vital factor to
encourage people to behave as the ruler intends. For example, the “Weiyu” says “The
more one’s desires are, the more he can be used. The fewer one’s desires are, the less he
can be used. If one has no desire, he cannot be used at all. If one has many desires but his
superior has no means to command him, then in spite of gratifying his desire, he still
cannot be used. The way making people gratify desires can never be neglected”. A 2%k
Sk, WIS, N 2B0NG, JA AN, ek, a3, A28kt %,
M2, ABER AR, AAw . 5 ASCZE, RS, Lushi
chungiu, 172.
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contrasted with the principle of Heaven and the positive connotation of inherent

desire becomes weak.

The emphasis on the objective standard could contribute to the consolidation
of the concept of “li and music” established by the former kings. In other words,
former kings’ li and music follow the principle of Heaven and consequently they
help people maintain their desires at an appropriate level by imposing restrictions
on objects of desire. The ideal type of music can be suggested from this
perspective: an object of desire which serves as a decent level of pleasing sensory
stimulus and was sanctified by its association with the former kings.

3.2 Music as a tool for edification: the particular viewpoint of the “Yuelun”

As examined in chapter 2, the “Yuelun” advocated the edifying effect of
music which contributed to harmonious relationships among the people.*®” Our
feelings might undergo a change listening to music, and this emotional change
can affect our way of behaviour. However, the effects of music that the “Yuelun”
argues such as leading people to the single way and governing myriad
transformations still sound rather unfamiliar. This section will first examine
several passages from the Shujing, Zuo zhuan and Guoyu where music is
mentioned in relation to positive changes in behaviour as well as in governance,
akin to the idea raised in the “Yuelun”.*®® It will then discuss the particular
viewpoint of the “Yuelun” distinguishing the “Yuelun” from the Shujing, Zuo
zhuan and Guoyu, and lastly the ideal type of music from the viewpoint of the

“Yuelun” will be suggested.
3.2.1 The effects of music in the Shujing, Zuo zhuan and Guoyu

The “Yushu” [ (Book of Yu) of the Shujing offers stories about

Sovereign Shun and his music official Kui. According to these stories, music

exerts an influence not only on humans but also on spirits and beasts.

The sovereign said, “Kui, I order you to be Manager of Music and to teach

187 See page 36.

1% Although the Shijing #5#¢ (Book of Odes) has various musical themes, it hardly
shares similar viewpoints with the ““Yuelun” especially in relation to the edifying effect.
For this reason, the Shijing will not be examined.
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and cultivate the sons [of the noble families]. Be straightforward with
gentleness; be generous with strictness; be resolute without cruelty; be
succinct without arrogance. Poetry is an expression of [one’s] will and singing
is to chant one’s sayings. The sounds are based on chant and the pitch-
standards are harmonised with the sounds. The sounds of eight kinds of
instruments are all in harmony not interfering with one another, and spirits
and humans are harmonised”. Kui said “Oh, I beat the stone. I slap the
stone. [Then], the hundred beasts dance altogether”.
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Kui says “[Zhu and yu] are slapped and beaten; the jade stone-chimes are
ringing; the qin zither and se zither are strummed and touched while being
accompanied by chanting; [then] the ancestors come and arrive. The guest
of Yu is in his place, and all the nobles show their virtue of courtesy. The
pipes, hand-drums, drums are played together [at the sound of] zhu, and they
are ceased [at the sound of] yu while [the sounds of] the mouth organs and big
bells [fill up] the intervals. Birds and beasts move in rhythm. When the nine
movements of the “Shao” are played by the panpipes, male and female
phoenixes come with measured movements”. Kui says “Oh, when | beat the
stone and slap the stone, all the beasts dance together and all the chief

directors become truly harmonious”.

WL, CSRERIER MY P RS LIk, B, AN, B T

199 Interpreting zhou & as zhang J (cultivate) in accordance with Kong Anguo L%

(d. c.100 BCE). Kong Yingda construes Kong Anguo’s annotation in a way different
from what Kong Anguo originally meant by interpreting zhouzi & - as zhangzi = T-

(the eldest son). Both interpretations could be acceptable, and | tentatively follow Kong
Anguo.

0 Kong Yingda et al., Shangshu zhengyi, 44.

1 Assuming that the hidden objects of jiaji 5% (to tap and strike) are zhu #% and yu
., and interpreting giu £k (sphere) as yuging K% (jade stone-chime) in accordance
with Kong Anguo. Shangshu zhengyi, 70.

Zhu #t and yu & are percussion instruments. According to Kong Yingda, zhu is a
wooden square percussion with a stick, and yu is a prostrate tiger-shaped instrument with
the carved back where sound is made. Zhu is played when music starts and yu is played
when music finishes. Shangshu zhengyi, 71.
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Harmonious sounds emanating from various musical instruments lead to
harmony among spirits and humans. In addition, birds and beasts start to gambol
in response to music, and officials promote their relationships by listening to
music. Although music is described as a crucial factor to bring about these effects,
if we overlook the situation where this musical performance takes place, it could
result in an overemphasis on the function of music. In relation to this situation,
sentences such as shen ren yi he jift ALLM and zukao lai ge il 2kK#% can
provide a clue. These sentences suggest that music is performed in the context of
a religious ceremony where spirits and humans communicate with each other and
ancestors are worshipped. In addition, hou /i (the noble) and yin J* (chief
directors) exhibit the formal characteristics of the ceremony. If music is
performed in a religious ceremony, the effects of music described in the above
passages might be difficult to expect outside of that context. In other words, the

function of music is closely related to the situation where music is performed.

If the above passages describe a religious ceremony, how can the role of
beasts and birds be understood? As examined in chapter 2, various animals
appeared in the “Guyue” chapter such as ox, phoenix, alligator and pheasant. In
addition, the names of musical officials namely Fei Long 75 (flying dragon)
and Kui % (one-legged monster) were borrowed from mythical animal names.
One possible explanation about the implication of animals in religious ceremonies
is based on their role as “the helpers of shamans and shamanesses in the task of
communication between heaven and earth, the spirits and the living”.'”® As
indicated by K. C. Chang, according to the Zuo zhuan, animal offerings facilitated

the task of shamans in a ritual ceremony.'’® Based on this explanation, the

2 Interpreting yin 7 as zheng 1E namely zhengguan zhi zhang 1E'F7 5= (the heads
of officials) in accordance with Kong Anguo. Shangshu zhengyi, 71.

3 Chang, Art, Myth and Ritual, 65.

" This record is of the 32™ year of Lord Zhuang #£Z3, i.e. 691 BCE. K. C. Chang also

quotes the record of the third year of Lord Xuan =72}, i.e. 606 BCE to explain the role
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response of animals to musical sounds can be interpreted as successful

communication with spirits.*"

The role of music can be understood from a similar perspective. That is, just
as the “Guyue” suggested that the origin of the twelve pitch-standards lay in the
songs of phoenixes, music was supposed to originate from the sounds in the
natural world. This fact could advocate the successful resonance of music with
the natural world, and as Roel Sterckx indicates, animals could serve as
“messengers of musical resonance with the spirit world” as they have an ability to
respond to music.'”® In sum, the above two passages from the Shujing show the
context of a religious ceremony where music and animals function as the media
for smoothing the communication with the spiritual world. Therefore, although
music is believed to exert an influence on spirits, humans and beasts, it would be
pointless to discuss its influence ignoring this context. Another scene in the
Shujing shows a dancing performance in a ceremony where the ruler’s virtue is

commended.

Sovereign [Shun] thereupon promulgated his civilising virtue widely.
Dancing with shields and feathers was performed between the two flights of

steps. In seventy days, the Youmiao [tribe] was under control.
Y AEECCrE, BT AT LAy R

Liangjie k& implies a formal ceremony as it indicates two flights of steps

for host and guests in the opposite sides.'”® Here, the dances represent Shun’s

of ritual vessels engraved with animal images; these images informed people of helping
or harmful spirits. Chang, Art, Myth and Ritual, 64-65; for the records in the Zuo zhuan,
see Chungiu Zuo zhuan zhengyi, 182 and 368.

> Focusing on the domestication of the wilds, Roel Sterckx suggests that animal dance
caused by Kui’s sounds shows the civilising influence of music and it represents “the
gradual emancipation of humankind from the wild”. Sterckx, The Animal and the
Daemon in Early China, 130. However, instead of contrasting the wild and human kind, 1
would rather understand the role of beasts in relation to a religious ceremony.

178 Sterckx, The Animal and the Daemon in Early China, 134-135.
7 shangshu zhengyi, 56.

8 According to Kong Anguo, civil dance (wenwu %) was performed between the
staircases for host and guests. Shangshu zhengyi, 56.
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will to reinforce edification while constraining military force.*”® Under the
influence of Shun’s virtuous governance, the insurgent tribe comes to obey
willingly. Dances are accompanied to represent the virtue of Shun; they could
enhance the effect of the ruler’s virtue, but it would be equally pointless to relate

the edification of the tribe to a dancing performance outside of this scene.

As discussed in chapter 2, many musical pieces were composed to laud the
virtuous kings. For example, music in the time of Sovereign Ku was composed to
extol the virtue of the sovereign and its performance was accompanied by various
musical instruments such as bells, chime-stones, mouth organs, pipes, ocarinas
and bamboo flutes. In addition, the images of a phoenix and a sky peasant
appeared in the performance.’® The panoply of musical instruments and animal
images suggest that music in the time of Sovereign Ku was also performed in a
ceremony where the ruler’s virtue was lauded. In this way, musical performances
including dancing played an important part in religious ceremonies or other
formal ceremonies while facilitating the function of those ceremonies. In brief,
the effect of music was closely related to the aims of the ceremonies, and for this
reason, it would be misleading if we emphasise the effect of music outside the

ritual context.

Similar to the “Yuelun”, the Zuo zhuan offers a description that demonstrates

the influence of music on xin.

Complicated hand movements and lascivious sound make xin and ear
obscured and blocked, and consequently one forgets tranquility and harmony.
[For this reason], a virtuous person would not listen to [that kind of music].
... Avirtuous person is fond of the gin zither and se zither in order to cultivate

his demeanour; it is not for obscuring his xin.

9 Kong Anguo explains that civil dance represents encouragement of edification and
restriction on military power. However, according to Zheng Xuan, gan |- (shield) was
not used for civil dance but used for military dance (wuwu =.%). Regarding this
problem, Kong Yingda explains that judging from dancing props it can be said both civil
and military dances were performed; however, since military force was only expressed in
dance and it was not actually employed to defeat the enemy, focusing on this aspect,
Kong Anguo only mentioned civil dance. Shangshu zhengyi, 56-57; regarding Zheng
Xuan’s explanation about gan as well as other dancing props, see footnote 63.

180 See page 46.
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This passage suggests a direct influence of music on xin. The final result of
this influence is related to tranquility and harmony, which implies an emphasis on
morality; instead of pleasure, the Zuo zhuan suggests the cultivation of
demeanour as the effect of music. This viewpoint would be closer to the idea
suggested in the “Yuelun” if this cultivation contributes to successful governance.
The Guoyu discusses the effect of music in relation to successful governance;

however, music does not seem emphasised as strongly as in the “Yuelun”.

In general, music is only to be heard through the ears and a beauty is only to
be seen through the eyes. If listening to music causes surprise and seeing a
beauty causes one to be dazzled, nothing is more troublesome [than these]. In
general, the ears and eyes trigger xin; therefore, [one] should listen to
harmonious [sounds] and see a righteous [sight]. If one listens to harmonious
[sounds] one [comes to] hear accurately; if one sees a righteous [sight] one
becomes perspicacious. If one hears accurately one [comes to] hear what
[others] say; if one is perspicacious his virtue is shining. If one hears what
[others] say and one’s virtue is shining, one can think in an innocent and firm
way. Virtue is proclaimed to the people and the people admire him and regard
him virtuous; as a result, they sincerely submit. The superior acquires the
mind of the people and establishes righteousness and the proper way.
Therefore, once undertaking there is nothing that cannot be achieved and once
seeking there is nothing that cannot be acquired; therefore, it can be pleasant.
In general, when the ears receive harmonious sounds the mouth utters

beautiful words, and they become statute and decree promulgated to the

81 The meaning of tao 1fi is unclear. The first meaning of this character in the Hanyu
da cidian is “to please”, and as an example of this meaning, the above quoted sentence
fei yi tao xin ye JELLIEO B is presented. Hanyu da cidian vol. 7, 680. However, | am
not sure whether pleasure evoked by music is negatively perceived in the Zuo zhuan. For
this reason, | choose another meaning of tao namely “to obscure or to conceal” following
Du Yu’s annotation on this character in another sentence of the Zuo zhuan; regarding yi
yue tao xin LI2E1E.C, Du Yu explains that tao means cang ji# (conceal). Chungiu Zuo
zhuan zhengyi, 723. In addition, another occurrence of tao which is the last example of
tao in the Zuo zhuan is interpreted as yi %t (doubtful) by Du Yu. Chungiu Zuo zhuan
zhengyi, 909.

182 Chungiu Zuo zhuan zhengyi, 708 (Zhao 1, i.e. 541 BCE).
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people. [Statute and decree] are rectified by measures, the people follow them
earnestly without being weary, and things are accomplished without fail; this
is the greatest pleasure. The mouth receives taste and the ears receive sound.
Sound and taste generate qi. [If] gi is in the mouth it becomes words; [if qi is]
in the eyes [one] becomes perspicacious. A reputation for trustworthiness can
be gained through speech and [one] makes a timely move by perspicacity.
Governance becomes successful through a reputation, and living creatures
flourish through a [timely] move. Successful governance and flourishing

living creatures are the greatest pleasure.
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This passage is a remark of Duke Mu of the Shan family who advises King

Jing of Zhou in opposition to the king’s plan to make a bell. This passage

8 yuri Pines argues that if a text uses crosshow-related terms with metaphorical
meanings it suggests that this text should not be prior to mid-Warring States times.
According to Yuri Pines, crosshow-related terms such as nu %, ji # and shu & are
absent from the Shijing, Shujing, Zuo zhuan, Lunyu and the core chapters of the Mozi,
and it was not until the age of Mencius that these terms were widely used not only with
its literal meaning but also with its metaphorical meaning. Pines, “Lexical Changes in
Zhanguo Texts”, 696-697. This passage is presented as a record of the 23" year of King
Jing of Zhou, i.e. 522 BCE. However, since it mentions shuji ###% metaphorically, if
following Yuri Pines’s suggestion, the ideas reflected in this passage might belong to
later period than the time indicated in the Guoyu. Nevertheless, it might not postdate the
“Yuelun” or Lushi chungiu considering its discussion about gi in relation to music.

8 Huang Yongtang #%7k4 understands all yue/le %% in this passage as music.
Therefore, he translates neng le/yue BE%% as “[one] can establish music”(neng zhi yue
AEHIEE). In addition, he translates le/yue zhi zhi ye %2 %1 as “the highest state of
music” (yinyue de zuigao jingjie #4217 %i 7). Huang Yongtang, Guoyu quanyi,
137. | disagree with his reading because this passage does not exclusively discuss music
but discusses sensory stimuli including a visual stimulus. | read %% as le in the above
two cases because | think it indicates pleasure evoked by these sensory stimuli.

18 Guoyu, 3: 125.
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discusses not only music but also women’s beauty and delicious food; therefore,
this discussion is regarding objects of desire in general rather than music only.*®
Similar to the Zuo zhuan, the Guoyu pays little attention to sensory pleasure while
defining pleasure in close relation to the state where successful governance is
achieved. In a similar way that the Zuo zhuan mentions the influence of music on
a virtuous person, the above passage is delivered to a king who is expected to

possess virtue, which implies the relation between music and governance.

Proper sensory stimuli such as harmonious sounds increase the perceptive
power and clear thinking of the ruler, which promotes the ruler’s virtue. Indebted
to his virtue, the ruler has the support of the people and every plan is carried out
successfully. On the other hand, it is explained that harmonious sounds are
transformed into beautiful words and they become the basis of the statutes that
the people are willing to comply with. Another explanation about the effects of
sensory stimuli is related to qi; food and sound generate gi and this gi yields
words and perspicacity which enable the ruler to gain fame and respond with a
timely move. As a result of fame and his timely decisions, successful governance

and the vigorous growth of living creatures are achieved.

In this way, objects of desire including musical sound are believed to
produce positive effects on governance. However, in this case, it is not the people
but the ruler who is under the influence of objects of desire. In other words,
successful governance is achieved by the ruler who undergoes changes provoked
by sensory stimuli. In the sense that successful governance depends on a ruler
who enjoys proper type of objects of desire, the above passage draws a distinction
from the “Yuelun” where music is believed to influence the people, a point which

will be discussed in 3.2.2.

The Guoyu offers another explanation about the involvement of qi in

exhibiting the effect of music; music makes resonance with gi in a similar way to

18 As examined in chapter 2, even though Mozi particularly criticizes music out of his
emphasis on usefulness, music is often discussed along with other objects of desire in
pre-Han literature. In a similar way, although this passage discusses the positive effects
of music similar to the “Yuelun”, music is still regarded as one of the objects of desire.
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that in which Shida’s zither attracts yin gi as described in the “Guyue”.*®’

Metal is cast, stone is polished; threads are fastened on wood; the gourd and
bamboo are bored; the drum is adjusted. Then, they are played in accordance
with the eight winds. As a result, yin qi does not accumulate and yang gi does
not disperse either. Yin and yang are in order; wind and rain arrive timely; a
good harvest and great blessings [occur]. The people are harmonious and live
comfortably. Commodities are provided and music is accomplished. Superiors

and inferiors are not exhausted. Therefore, it is said that music is proper.
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Musical sounds spreading out along with the wind from every direction facilitate
the smooth circulation of gi, which leads to the smooth function of the natural
world. Under this environment, a bumper harvest and harmony among the people
are brought about. In a religious ceremony, music could serve as a medium for
communicating with the spiritual world because of its readiness to resonate with
the natural world. The concept of qi makes it easier to explain this resonance;
musical sounds can affect the natural world where qi is widely circulated since
musical sounds are transmitted through the vibration of air which is similar to gi’s
movement. The similar movement between musical sound and gi can be
suggested as one of the factors that raise the particular function of music that is
not allowed to other objects of desire; both music and food can generate qgi but

only music can resonate with qi.

In brief, three main aspects regarding the effect of music can be addressed
based on the above discussion; one is related to ceremonies, the other is to the
ruler and the last is to the natural world. According to the Shujing, the effects of
music are closely related to the aim of a ceremony where music is performed. By

this account, it would be misleading if we emphasise music in regard to these

87 See page 39.

8 Interpreting sui 3% as shun JIi (in accordance with) following Wei Zhao’s
annotation.

89 Guoyu, 3: 128.
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effects because the role of music lies in facilitating the function of a ceremony.
The influence of music on governance is suggested in the Guoyu but this
influence is produced not only by music but also by other objects of desire;
therefore, it can be suggested that the exclusive effect of music has yet to be
discussed. When explaining the effects of music and food, the Guoyu raises the
concept of qi, and it links this concept to music more closely by suggesting that

music affects qi in the natural world.
3.2.2 The effects of music in the “Yuelun”

The discussions in the Shujing, Zuo zhuan and Guoyu are not sufficient to be
considered a true “discourse on music” since the effect of music is expected only
in a particular situation or music is discussed along with other objects that
perform a similar function. After music was severely criticized under the title of
“Feiyue” or “Condemnation of Music” in the Mozi, music is again dealt with as

the main theme in the Xunzi under the title of “Yuelun” or “Discourse on Music”.

In the second attack on Mozi, the “Yuelun” says “When music is performed
at the ancestral shrine, ruler and subject, high and low, listen to it together and
none is not in harmony and deference”.*® This can suggest that the “Yuelun”
also discusses music in relation to a ceremony. Considering that one of the main
situations where music was performed was formal ceremonies, it can be said that
the perception of music is still bound up with this situation in the “Yuelun”.
However, the ceremonial background is not as distinctive as in the Shujing; in
addition, unlike the Shujing and Guoyu, the “Yuelun” focuses exclusively on
music. It seems that music, which assumed a supporting role in the Shujing, is

promoted to the leading role in the “Yuelun”.*®* The extent of valuing music can

19" See page 36.

1 The supporting role of music is also suggested in the Zhouli. The Zhouli says “Using
six pitch-standards and the other six pitch-standards, five sounds, eight kinds of musical
instruments and six dances, a grand musical performance is offered to ghosts and gods.
[Through this], the country is harmonised; the people are harmonised; the guests are in
peace; people in distant areas are pleased; beasts move. Thereupon, musical
performances are divided and arranged in order, by which the sacrifices to spirits of
Heaven, Earth and humans [are offered]”. LAZSAIAIH] 7L /N5 S HE, KG9 LI
o, DURFBER, DAEEEs IS, DAL, Datm A, LAEEY. Jha%em)y .z, LS
A== LUt Jia Gongyan, Zhouli zhushu, 337-338. In this passage, music is accompanied
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be gauged from the third attack on Mozi.

When we listen to the sounds of the “Ya” and “Song”, our will and intention
become grand. When we hold shields and axes and practise looking down and
looking up, bending and straightening [the body], our demeanour acquires
dignity. When we follow the positions of the dancers and move to the rhythms,
the ranks [are arranged] with dignity and advance and retreat [are carried out]
in order. Thus, [through] music, outside [the country, enemies are] conquered
and executed; inside [the country, music makes people] bow and decline.
Conquest, execution, bow and declining have the same meaning. When
[enemies] are conquered and executed outside [the country], no one fails to
obey and follow. When [people] bow and decline inside [the country], no one
fails to follow and submit. Therefore, music is the great uniformity of all-
under-Heaven, the fundamental principles of the mean and of harmony, and
what is essential to humans. This is the method of former kings establishing

music, but Mozi criticized it. What can one do?

TESUHESZ 8, A RRES. BULT R, BILMRAR, MmAREHES.
HAIR, ™ S ZE, ' TR TS, SRS, WK, HIATLL

AERk R, APTLAEZED, Lk, Hag—th. BTk, ASORIETE.

APTDUE G, WISORTER. S, K P2 AW, hRzidt, Atz

Fr At S de T 2, s FIE 2.

The above quotation seems to discuss military and court music. Therefore,
the function of music might be also closely related to the context where music is
performed. Nevertheless, its function does not seem to entirely depend on this

context considering the great emphasis on music. Musical sound and dancing

in sacrificial ceremonies which are expected to produce positive effects such as
harmonising the people. Here, music seems to facilitate producing these effects.

192 According to Zheng Xuan’s annotation on a parallel sentence in the “Yueji”, zhui #%
means a display (biao %) of a procession (hanglie 17%1) and zhao Jk means the area
where dancers move. Liji zhengyi, 699. Based on this annotation, | translate zhuizhao as
“the positions of dancers” which form a procession within a certain area.

% Interpreting yao %! as hui ¥ (come together) in accordance with Zheng Xuan. Liji
zhengyi, 699. | translate this phrase as “move to the rhythms” in the sense that this makes
us and rhythms come together.

19 Xunzi jijie, 380.
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movements exert positive influences on mental as well as physical capacity,
which subsequently enhances the power of the country. With this increased power,
the ruler can conquer enemies outside his territory and he can foster courteous
attitudes among the people inside his territory. Based on these effects, music is
finally regarded as “the great uniformity of all-under-Heaven” as well as “the
fundamental principle of the mean and of harmony”. In this way, music is
perceived as an efficient tool to make people behave in a disciplined manner for
the enhancement of national prosperity and defense. This function is exclusive to
music and the effect of music becomes more powerful compared to what we have
examined in 3.2.1. In addition, its effect aims at people in general rather than a
particular person whose virtue is considered significant in achieving successful

governance.

As discussed in 3.2.1, the concept of qgi is involved in revealing the effect of
objects of desire. In addition, this concept enables music, as distinguished from
other objects of desire, to exert an influence on the natural world. The emphasis
on music in the “Yuelun” also seems to owe much to the concept of qgi. As
described in the first attack on Mozi, music is believed to affect the movement of
qi.*® In relation to this effect, the “Yuelun” describes specific correspondences

between sound and qi as follows.

In general, when evil sound stimulates a person, gi going against [dao]

196

responds to it.” When @i going against [dao] takes a form, disorder is

created [by it]. When refined sound stimulates a person, gi going with [dao]
responds to it. When gi going with [dao] takes a form, order is created [by it].
JLZRFE RSN TSR 2. SRR AL S, RSS2, TH5R
G M e A 05

Evil sound and refined sound have their own corresponding qgi and their

% See page 34.

% Since it is suggested that the effect of music results in either order or disorder, |
understand that shun /I (in accordance with) and ni i (counter to) are defined as to
whether or not gi follows the proper way which contributes to achieving order. In this
sense, dao in the meaning of “the proper way” is inserted in my translation.

Y7 Xunzi jijie, 381.
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interactions with qgi finally result in either disorder or order. Disorder or order is
caused directly by musical sound influencing the people rather than by depending
on the ruler’s virtue. In this way, the “Yuelun” more clearly projects its viewpoint

that regards music as a governing tool that exerts a direct influence on the people.
3.2.3 The ideal type of music from the viewpoint of the “Yuelun”

Coming back to the “Chiyue” and “Shiyin”, the reason for the establishment
of music was similar to the reason for the establishment of li described in the
“Lilun”; the former kings established li to impose restrictions on objects of desire
for assisting people in regulating their desire. By this account, the criteria for size
and weight of musical instruments as well as the way they are arranged were
considered crucial for the ideal type of music. Then, what is the ideal type of
music from the viewpoint of the “Yuelun” where music is regarded as a tool in
governing? A passage describing the correspondences between music and

behaviour could provide a clue.

In general, the sounds of music are instilled into the people deeply, and they
transform the people rapidly. Therefore, the former kings were cautious about
making the pattern [of music]. If music [follows] the mean and is balanced,
the people become harmonious without being dissipated. If music sounds
solemn and dignified, the people behave in a uniform manner without
disorder. ... If music sounds bewitching, seductive and risky, the people

become indulgent, indolent, abject and sordid.
RS 7 AR, HAb AE, fde £ B2 0, 2 ap AR A BRI IR
SERIE R A AEL. .. Spkia LIBg, HIR i@ ki 198

The former kings paid careful attention to the pattern of music because they
believed that people were deeply influenced by this pattern. Under the profound
influence of music, people change their behaviour in line with music. Therefore,
adjectives describing music already suggests personalities; it seems to be more
appropriate for humans rather than for music to follow the mean and to be
balanced, solemn and dignified. Instead of describing sounds as big, small, high

or low as in the “Shiyin”, the “Yuelun” adopts adjectives which can be used both
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for music and for humans, and this aspect is more clearly revealed through the

analysis of the passage below from the “Yueji”.

If the will [of the ruler] is weak, hasty and weakening sound is produced, and
[as a result] the people become pensive and worried. If [the ruler] is generous
and amicable, sound that has a beautiful pattern with a simple rhythm is
produced, and [as a result] the people become peaceful and pleasant. If [the
ruler] is wild and fierce, stimulating and vigorous sound is produced, and [as
a result] the people become resolute and decisive. If [the ruler] is
straightforward and upright, dignified and sincere sound is produced, and [as
a result] the people become solemn and respectful. If [the ruler] is broad-
minded and gentle, well-arranged and harmonious sound is produced, and [as
a result] the people become affectionate and loving. If [the ruler] is indulgent
and depraved, biased, depraved and scattered, quick-changing sound is

produced, and [as a result] the people become dissipated and chaotic.

A, MR OE, MR mERENR Y, BOOCRNETZ SR, RS

B AGE, AR ITZHE, MM FREShiE, Has 50E, R

BLO SRS, MRS .2 S E,  IECRESE. VREATEL, KRG

1 IR AL

The above passage enumerates a variety of adjectives; however, whether or
not all of the adjectives describe music is uncertain, and this uncertainty brought
about different understandings of the passage. That is, Zheng Xuan and Kong
Yingda understand this passage in close relation to the ruler’s virtue, but after
Kong Yingda, this interpretation was hardly appreciated. For example, Zheng
Xuan glosses zhiwei &fd as yixi &l (weak will) and Kong Yingda
understands this gloss in regard to the ruler’s virtue.*®* If understood this way,

this passage can suggest the idea that the ruler’s will is directly reflected in music

which subsequently affects people’s feeling or behaviour.

However, the role of the ruler is rarely considered in later interpretations.

% Interpreting dicheng dilan JX i as fast movement of melody in accordance
with Kong Yingda.

29| iji zhengyi, 677.
2L |iji zhengyi, 677.
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For example, Chen Hao Pfifit (1260-1341) argues zhi & is a mistake for ji /%
(fast) and Sun Xidan £&7y H (1736-1784) suggests zhiwei be changed to
xianwei ##% (delicate and subtle) following the Han shu.?®® In addition, Wang
Yinzhi T3],z (1766-1834) argues zhi is semantically close to wei &
(subtle).?®® These interpretations understand zhiwei in closer relation to musical

sound rather than the ruler’s virtue, and modern translations by and large follow
this tradition.?*

The diverse interpretations of zhi & seems largely related to the different
views on the first four characters in each following five sentences. That is, Kong
Yingda understands these first four characters describe the ruler’s virtue.
However, this reading receives little support in later period while these characters
are also understood as the adjectives for musical sound.”® If these adjectives are
interpreted as describing musical sound, the character zhi ;i might also need to

be interpreted from the same perspective, which probably contributes to diverse
readings of zhi. In this way, the above quotation from the “Yueji” can be
understood from two main perspectives because of the ambiguity of the

adjectives, and this ambiguity demonstrates that music is perceived highly

Han shu, 22: 1037.

%3 Wang Yinzhi argues that in ancient usage zhi ;& was interchangeable with zhi %
which is glossed as jiwei srif# (memorize the details) in the Shuowen jiezi. Wang Yinzhi,
Jingyi shuwen, 615; Shuowen jiezi, 250.

2% For example, Wang Meng’ou, Wang Wenjin and Scott Cook understand zhiwei as an

540; Cook, “Yue Ji”, 57.

Unlike the other scholars who understand this passage focusing on the effect of music on
the people, Wang Meng’ou understands that those sounds result from people’s feeling. In
other words, according to Wang Meng’ou, it is not that hasty and weakening sound
makes the people pensive and worried but that hasty and weakening sound is produced
by the people who are pensive and worried. However, Wang’s reading seems doubtful
considering that the main viewpoint of the “Yueji” is to regard music as an external
stimulus rather than to see it as an expression of feeling. These two viewpoints on music
will be discussed in chapter 4.

%% In spite of little recognition in later period, | translate this passage based on Kong
Yingda’s interpretation since the “Yueji” describes the former kings’ establishment of li
and music right after this passage.
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dependant on personality that this music is expected to promote.

In brief, the “Yuelun” and “Yueji” describe musical sounds with their
corresponding personalities strongly reflected. If there is a close correspondence
between music and personality, the ideal type of music can be defined as one that
produces a positive transformation of personality. This music was established by
former kings possessing great virtue; however, it is unclear how this ideal type of

music can be defined in musical terms.

3.3 The Lishi chungiu and “Yuelun” imply different interpretations of desire,

gi and “li and music”

The “Chiyue” and “Shiyin” can be understood as a more detailed argument
warning against the ruling class’s excessive enjoyment of music which was paid
sustained attention as described in the Guoyu, Mozi and Mengzi. Sharing the
viewpoint with those who condemn music of seeing music as an object of desire,
the “Chiyue” and “Shiyin” advocate music, while criticizing extravagance in
music and indicating the positive effects of appropriate sound. In regard to the
negative consequences of music, unlike those who worried about aggravation of
the poor living conditions, these two chapters point to damage to life. Emphasis
on preservation of life shows a positive attitude toward what is endowed from
Heaven, and this positive attitude was also expressed in the very reason for

criticizing condemnation of music, namely an innate desire for music.

Desires are endowed from Heaven; therefore, as described in the “Dayue”,
nothing can be done by humans regarding their desires. For this reason, what
should be reined in is not desire itself but an object that arouses excessive desire;
criticism of extravagant music in the “Chiyue” and emphasis on appropriate
sound in the “Shiyin” can be understood from this perspective. If these arguments
are extended to other objects of desire, the “Chiyue” and “Shiyin” can address the
need for Ii; li should be established to prevent excessiveness in objects of desire.
The positive or at least neutral connotations of desire are doomed to lose their
ground as criticism which is directed to extravagant objects of desire comes to
centre on desire itself, as suggested in the contrast between the principle of

Heaven and human desire in the “Yueji”.
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The “Yuelun” expresses a particular viewpoint that sees music as a
governing tool. The function to achieve harmony among the people, which is one
of the main functions of music that the “Yuelun” advocates, has already been
raised in the Shujing. However, this function owed more to the context where
music was played than to music itself; for example, ceremonies were performed
aiming to achieve harmony among the people and music was used to facilitate
this aim. The “Yuelun” is not the only text that argues for the positive influence of
music on governance, but its argument draws a distinction from other texts in that
it advocates the exclusive as well as more powerful effects of music. For example,
when the Guoyu admits the positive effects of music on governance, these effects
result not only from music but also from other objects of desire. However, in the

“Yuelun”, only music assumes a particular role as a governing tool.

The concept of gi might be suggested as one of the factors that lead to the
particular function of music described in the “Yuelun”. The Guoyu also discusses
the function of music based on the concept of gi. Whereas the Guoyu describes
the effect of music on the natural world through the medium of qi, the “Yuelun”
describes the influence of music on feeling or behaviour relying on the concept of
qgi. Therefore, it can be suggested that the particular viewpoint on music of the
“Yuelun” implies the particular understanding of qi in relation to the function of
music. How the concept of qi affects the perception of music in the “Yuelun” will
be discussed in chapter 4, and the same subject in the context of the Lishi

chungiu will be discussed in chapter 5.

From the viewpoints of the “Chiyue” and “Shiyin”, the ideal type of music is
a decent sensory stimulus complying with li. Therefore, in the concept of “li and
music”, music is not part of a complementary pair with li. As music is differently
perceived in the “Yuelun”, so is the ideal type of music; from the viewpoint of the
“Yuelun”, the ideal type of music is established by the ruler who possesses a
sage-like personality. The ruler’s personality is directly reflected in music, and
this music will induce positive changes to people leading to successful
governance. Since the ideal type of music is differently suggested, the concept of
“li and music” might not be the same as that is derived from the “Chiyue” and

“Shiyin”. Another interpretation of the concept of “li and music” derived from the
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“Yuelun” will be discussed in chapter 5.
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4. Music from xin in the “Yinchu” versus music to xin in the “Yuelun”

In chapters 2 and 3, two perceptions of music were contrasted: music as an
object of desire versus music as a tool for edification. In both cases, music serves
as an external stimulus. In other words, music is externally given to the people
and it is believed to evoke pleasure when regarded as an object of desire or to
induce positive behavioural changes when regarded as a tool for edification.
Another perception of music which is derived from the “Yinchu” chapter shows
the opposite direction of influence between music and xin. That is, music is

internally produced from xin when it is regarded as an expression of feeling.

The “Yuelun” endowed music with a particular function to edify the people
beyond its familiar function to evoke pleasure. With this particular function, it
seems that externally provided music comes to be the subject of more attention
than internally produced music. A shift in the viewpoint of the “Yueji” will be
discussed as an example that supports this aspect. It is a supposition of chapter 4
that several concepts are of importance in explaining the edifying effect of music,
and that their meanings in musical discourse underwent changes in a way
advantageous to this explanation. With this supposition in mind, this chapter will
examine the concepts of xin /[, gi % and qging f# focusing on their meanings

within musical discourse.
4.1 The relationship between music and xin in the “Yinchu”

The “Yinchu” consists of two main parts; the first part offers four stories
about the origins of tunes, and the second part discusses the relationship of music
to xin. This latter part, on the one hand, describes how music is achieved from xin,
which accords with the viewpoint reflected in the four stories, and, on the other
hand, it describes the influence of music on xin, which seems to be less relevant
to the other parts of the “Yinchu”. Section 4.1 will provide translation of the four
stories and then analyse the two viewpoints of the “Yinchu”. In this process,
parallel texts of the “Yinchu” occurring in the “Yuelun” and “Yueji” will also be

discussed.
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4.1.1 Music as an expression of feeling: the diagnostic function of music?®

The “Yinchu” begins with four stories about the origins of tunes in eastern,

southern, western and northern areas.?®’

When Kongjia, a sovereign of Xia, was hunting at Mount Fu in Dongyang,
there was a great wind and it became dim and dark. Kongjia, lost and
confused, entered a house of a commoner. The owner of the house was about
to give birth. Someone said, “[Since] the sovereign comes, it is a lucky day.
This son is fairly certain to enjoy extraordinarily good fortune”. Another
person said, “[He] will not be able to manage [this fortune]. This son is
certain to meet with a misfortune”. The sovereign thereupon brought the baby
[with him] when he returned home and said, “[Since 1] have made [the baby]
my son, who will dare harm him?” The boy grew up to be a man. [One day], a
tent jolted and its supporting posts were split [causing] a [falling] ax to chop
off his foot. [The son] ended up becoming a gatekeeper. Kongjia sighed,
“Alas! Tragedy has befallen [him]. [This] is destiny!” [Kongjia] then
composed a song entitled, “Damaging Ax”, which actually became the

beginning of the eastern tune.

BIn AP TRB&E L, KKRIgE. LTS, ATR=. EAJ
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206 Kenneth DeWoskin suggests that music can be used for diagnostic purposes because
music is “a spontaneous expression of public sentiment or barometer of the spiritual
condition of the people”. In addition, DeWoskin distinguishes between music as “a
spontaneous expression of public sentiment” and music as “an instrument of moral
education”. DeWoskin, A Song for One or Two, 29. I use “diagnostic” with a similar
meaning to that suggested by DeWoskin, and two perceptions of music I will discuss in
chapter 4 coincide with the two types of music DeWoskin suggests.

27 The following four passages are from Liishi chungiu, 48-49.
28 Interpreting ru %L aschan P (to give birth) in accordance with Gao You.

% Kongjia is the fourteenth generation descendant of Yu . According to the Zhushu
jinian 71 EfC 4 (Bamboo Annals), Kongjia went hunting to Mount Fu in the third year
of his reign, and composed the eastern tune in the fifth year. Wang Guowei, Jinben
zhushu jinian shuzheng, 314. Since a newborn baby cannot be an adult person in two
years, the “Yinchu” and Zhushu jinian do not correspond to each other regarding the time
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When Yu went on [a tour of inspection of] his achievement, he saw a girl of
Mount Tu. Without [a ceremony to take her as] wife, Yu [left] for a tour of
inspection to the southern area. The girl of Mount Tu thereupon ordered a
female servant to wait for Yu at the southern place of Mount Tu. The girl then
composed a song that went, “Waiting for a man, ah!” It actually became the
beginning of the southern tune. The Dukes of Zhou and of Shao adopted this
tune and made “Zhou nan” JFd (South of Zhou) and “Shao nan” #Fj

(South of Shao).

BTy, Haih 2 @k ZEm s LY Bz 25 s
RTEIZ. ok, ), e Nomr BIERrYE. MR M A
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King Zhao of Zhou led an attack against Chu in person. Xin Yumi, who was
tall and very strong, was on the king’s right. On the way back, when they
were crossing the Han River, the bridge collapsed. Both the king and duke of
Cai fell into the Han River. Xin Yumi helped the king cross the river to the
north. Again, he went back and saved the duke of Cai. Duke of Zhou then
enfeoffed Xin Yumi as marquis of Xidi and bestowed a senior dukedom upon
him as a reward. When Zhengjia of Yin moved to the western river he still
missed his old place, and he actually composed the western tune. The senior
duke inherited this tune and resided in the western mountain. Duke Mu of Qin

adopted this style and it actually became the beginning of the tune of Qin.

IS EBUSAER. FEREER H2 ), REL ERWERK. ERERIR
REES. CEERBER TS, RIREER. MA T2 TR, HEBE
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when these events occurred.

20 Tushan #:1l1 indicates either the name of a mountain according to Du Yu’s
annotation on the Zuo zhuan in Chungiu Zuo zhuan zhengyi, 730 and 1009 or the name of
a country according to Kong Anguo’s annotation on the Shangshu in Shangshu zhengyi,
69. | follow Du Yu’s annotation because of the phrase Tushan zhi yang #:1L.2F5; yang
indicates the southern side of a mountain.

' Gao You interprets yu # as li i (ritual). Lishi chungiu, 48. Chen Qiyou
understands this as a ceremony to take a wife while understanding yu as an alternative
form for ou {8 (partner). Lushi chungiu xin jiaoshi, 342.

?12 Chen Qiyou reads shang & (reward) for shi £f based on Gao You’s annotation:
“Therefore, [Duke of Zhou] bestowed a senior dukedom on him as a reward.” #'H .~ £
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Yousong had two beautiful women. [He] built a terrace of nine tiers for them,
and food and drinks were always served with music. The [Supreme]
Sovereign ordered a swallow to go and observe them. Its cry sounded like “yi-
ai”. The two women loved the swallow and competed to catch it. They
covered [the swallow] with a jade canister. A little later, [they] opened [the
canister] and looked inside it. The swallow, leaving two eggs, flew off to the
north, never to return. The two women wrote a song that went, “Swallow,

swallow flew away”. It actually became the beginning of the northern tune.

A k. B2 Iulz s, B i TaeEml.2. AT k.
TEmA L. LR Ak, BEimls. #eE 0N, R, B
SRR, B e R, EA (RIS

In each story, a certain occurrence happens; this occurrence is related to a
certain feeling, and music is supposed to reflect this feeling. For example, the
misfortune of the adopted son made Kongjia grief-stricken and the music
composed by broken-hearted Kongjia probably sounded sorrowful. In this way,
these four stories imply the viewpoint that regards music as an expression of
feeling aroused by external situations. If we extend the range of external
situations more broadly, it could support the diagnostic function of music. That is,
people are affected by social, cultural and political circumstances where they live,
and if feelings evoked by these circumstances are reflected in music one can
diagnose theses circumstances through music, as suggested in the following

passage of the “Yinchu”.

[1] In general, musical sound is produced from human xin. Once xin is

stimulated, [this stimulation] moves to musical sound.”** Musical sound is

2%, Lishi chungiu xin jiaoshi, 345. I follow this amendment.

283 According to the Zhushu jinian, Yinjia JLH' of Xia % settled in the western river
when ascending the throne, and he composed the western tune in the fourth year of his
reign. Wang Guowei, Jinben zhushu jinian shuzheng, 313. Based on this record, Xu
Wenjing 15 % (1667-c.1757) argues that Zhengjia of Yin is a mistake for Yinjia of
Xia whereas Xu Weiyu suspects a mistake of the Zhushu jinian. Xu Wenjing, Zhushu
tongjian, 4: 3; Xu Weiyu, Lushi chungiu jishi, 141.

2 Interpreting dang % as dong % (to move) in accordance with Gao You.
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achieved from the outside but it is [a result of] transformation inside [xin]. [2]
Therefore, when listening to [people’s] singing one comes to know their
customs; when watching customs one comes to know the will [of the ruler];
when observing the will one comes to know his virtue. Prosperity and decline,
the worthy and the unworthy, a virtuous man and a petty man, all of these are
revealed in music and cannot be hidden. Therefore, it is said that “what is

observed from music is profound”.

[1] JLF&2E T D&M, BN OIS T¥. FEUR s e A, [2] &
g R LA T A R, 2R AN UG, BRI, R EEAE A
TN, BEAGE, NATBRRE, S H, <92 Bl 20

The above passage is divided into two parts: the first part describes how
musical sound is achieved from xin, and the second part describes various
characteristics that are discernable from music. According to the first part, music
is an expression of what is felt in xin. Xin is stimulated by certain experiences one
may undergo, which results in feeling being aroused. Since sound is made
through an expression of feeling, it is said that “sound is achieved from the
outside”. However, this expression originates from an internal reaction to an
external situation; therefore, it is said that “sound is a result of transformation
inside xin”. If music is an expression of one’s feeling evoked by external
situations, music can provide information about these situations as described in

the Zuo zhuan.

The Zuo zhuan records Jizha’s Z=fL (Prince Zha of Wu %, trad. 576-484
BCE) visit to Lu 45 where Jizha listened to music of the various states under the
Zhou Jf (1045-256 BCE). After listening to music of each state, Jizha predicts
the destiny of each state and imagines the circumstances of its people. For
example, after Jizha listened to the music of Zheng i, he says “Beautiful! [But]

it is too intricate. The people cannot endure. [Zheng] will probably be the first

[state] to vanish!”?!" Cai Zhongde understands this comment as that Jizha

2> Interpreting feng /& assu {4+ (custom) in accordance with Gao You.
218 | iishi chungiu, 49.

17 Chungiu Zuo zhuan zhengyi, 669 (Xiang 29, i.e. 542 BCE): E#k! A, Kb
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recognised the cruel political situation of Zheng through its intricate melody.?*®

Intricate melody can reveal the cruel political situation as it represents a bitter
feeling of the people resulting from their harsh circumstances. If a ruler makes his
people unhappy, his rulership will not last long. In this way, music is believed to

expose circumstances of the people.?*®

A similar idea can be found in the “Zhiyue” /%% (Making Music) chapter
of the Lishi chungiu. The “Zhiyue” emphasises the ruler’s ability to improve bad
situations which are forewarned by inauspicious signs. In this context, its first
passage can be considered to present music as one of the signs that reveal the

current situation of a country.”%

If one wants to observe perfect music, one must go where perfect governance
exists. If it is well governed its music is well-made; if it is poorly governed its

music is poorly-made. In a disordered age, music becomes slack.

N B S 3 Hy 2 - U5 VLN T -gg s 221
B, LW EG. R, HRRIE, HihilE, LRnE Al

Hith, 2 H T

It sounds unconvincing that an exclamation of praise is followed by negative evaluation.
Yang Bojun #r1l% (1909-1992) resolves this problem by suggesting that what is
beautiful is musical sound and “too intricate” describes lyrics of the song. Yang Bojun,
Chungiu Zuo zhuan zhu, 1162. On the other hand, Cai Zhongde suggests that beautiful
sound can be either positively or negatively evaluated according to its value determined
by what is imagined from the sound. Cai Zhongde, Zhongguo yinyue meixueshi, 44.
Among these two suggestions, the latter seems to correspond to the main argument of
this passage: music directly reflects feeling, so feeling can be imagined from music.

28 Cai Zhongde, Zhongguo yinyue meixueshi, 44.

29 Jizha’s story is also interpreted in relation to Jizha’s “hermeneutic brilliance” that
enables him to “discern historical origins and moral potential” in music which “has the
power to represent qualities of the distant past”. For example, see Schaberg, A Patterned
Past, 86-95.

20 Chen Qiyou interprets %% as pleasure and understands this passage as meaning that
the sage-like rulers find greatest happiness in their well-governing while the poor rulers
indulge in reckless pleasure. Lushi chungiu xin jiaoshi, 353. This can be another possible
reading of this passage.

22 Based on Li Shan’s annotation to the Wenxuan where zhi ¥ in qi yue zhi hou H:4%
{H)5 and qgi yue zhi bo J:%%¥57kE are removed, Bi Yuan suggests the possibility of
interpolation of zhi. Xiao Tong, Wen xuan, 267. Although zhi makes the sentence
structure less clear, not sure about the interpolation | read it as it is while interpreting zhi
G aszuo F (make).
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Whether a country is well governed or not can be recognised by its music as
it reflects people’s feeling towards governance. Therefore, music can serve as an
indicator for governance and the ruler should pay careful attention to this
indicator since “inauspicious signs precede disasters. On seeing such signs, if one

behaves in a good way, disaster will not happen.”??

Similar to Jizha’s story and the “Zhiyue”, the “Yinchu” supports the
diagnostic function of music by stating that “one comes to know customs when
listening to singing”. The “Yinchu” then says that through watching customs one
comes to know the will and virtue. The “Yinchu” does not clarify whose will and
virtue are under discussion here. One possibility is that they belong to the
people.??* However, if it is the case, the argument becomes problematic because
it may suggest that music is expressed differently depending on each person’s will
and virtue even under the same situation. If musical style depends on each
individual person’s will and virtue, the diagnostic function of music for the
destiny of the country as a whole cannot be expected. Therefore, it might be
better to regard the will and virtue as those of the ruler in the context of the
“Yinchu” because the ruler assumes an important role in governance. This

reading finds support in a passage from the “Shiyin”.

Therefore, the musical sound of an orderly age is peaceful and pleasant
because its governance is stable. The musical sound of a chaotic age is
resentful and angry because its governance is perverse. The musical sound of
a doomed country is sad and sorrowful because its governance is dangerous.
In general, music is connected with governance and it undergoes changes
following the customs. Once customs are arranged, music follows them.
Therefore, in an age [well governed] by dao, once observing musical sound

one realises the customs and once observing governance one realises [how]

222 uishi chungiu, 49.
#23 Lushi chunqiu, 49 (ch. “Zhiyue): k¥, 2o th., WK, HIAZE.

24 For example, Knoblock and Riegel translate this passage as that “This explains how
one knows the customs of a people from hearing their music. By examining their
customs, one knows their intentions. By observing their intentions, one knows their
Powers”. Knoblock and Riegel, The Annals of LU Buwei, 162.
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the ruler [is]. Therefore, the former kings discussed their teaching surely by

relying on music.

Wbt 2 i 2 DLE, e, ALt 2 i R DU, Hlleth, CEIZ &R

Phgg, Hpbath, JLEF9Gm-TB, miks B e 502 w2,

oA a2, B I R 22,20 BB L R R, e ERTR
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According to the “Yuelun”, music and governance are closely related in that
music contributes to successful governance by exerting its edifying effect on the
people. Here, their relationship is explained in a different way; they are closely
related because music expresses people’s feeling which is under the influence of
governance. For example, if a country is well governed its people feel peaceful
and pleasant and these feelings are accordingly expressed in their music. In this
way, music can expose a political situation, and the “Shiyin” argues that this
political situation reveals what the ruler is like. Therefore, music can be said to
have a function to evaluate the ruler. Since music reveals whether the ruler

governs his country well or not, the former kings could examine the result of their

% Reading feng hu su JEF{4 for yifeng pingsu &4, According to Sun
Shucheng, yi % was interpolated following the “Yueji” and ping “* is a misreading
resulting from graphic similarity to the particle hu F-. He argues that tong hu zheng i
F and feng hu su -4 make a parallel, and feng J& which was interpreted as
hua 1t (transform) by Gao You cannot be paralleled wth su f#+. Sun Shucheng, “Lushi
chungiu juzheng”, 411.

Without amendment, this phrase hinders a smooth flow of argument. That is, right before
this phrase, the “Shiyin” argues that “music is connected with governance” and the
ground for this argument lies in that “the music of an orderly age is peaceful and pleasant
because its governance is stable”. In addition, right after this phrase, the “Shiyin”
advocates the diagnostic function of music. Therefore, yifeng pingsu which describes an
edifying effect of music makes the argument of the “Shiyin™ less consistent. If Sun
Shucheng’s amendment is correct, the misreading of feng hu su as yifeng pingsu can
show the emphasis on the edifying effect of music in later period probably influenced by
the “Yujei”.

% \Wang Shumin IR (1914-2008) reads ting 4% (to listen) for guan #l. Wang
Shumin, Lishi chungiu jiaobu, 13. In the Junshu zhiyao #fZ{5%E (Important Passages
Excerpted from Various Texts), guan qi su er zhi qi zheng yi LA 21 LE 2 (once
observing the customs one realises governance) is added after this sentence. Wei Zheng

et al., Junshu zhiyao, 510. Although I do not reflect these amendment and addition in my
translation, | think they can make the passage more coherent.

227 Liishi chungiu, 42.
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governance relying on music and consequently they could elucidate their teaching

effectively.

As the “Shiyin” demonstrates, what the ruler is like is one of the aspects that
can be identified through music. From this perspective, the will and virtue in the
“Yinchu” can be understood as those of the ruler. Once the ruler’s will and virtue
are recognised, prosperity or decline of his country is predictable. In addition, the
ruler’s will and virtue serve as a criterion for determining whether he is worthy or
unworthy and whether he is virtuous or not. In this way, music reveals various
aspects from the customs to the ruler; therefore, the “Yinchu” argues that “what is

observed from music is profound”.

In sum, music can perform the diagnostic function when it is regarded as a
direct expression of feeling. Since feeling is susceptible to political circumstances,
music can reveal the personality of the ruler who exerts a substantial influence on
governance. This aspect shows another function of music as a governing tool,
while the “Yuelun” expects music to edify the people aiming at successful
governance, the “Yinchu” expects music to reveal the result of governance for the

ruler to examine his own personal conduct.

4.1.2 A shifted viewpoint in the last part of the “Yinchu”: music as an

external stimulus

Up to this point, the main viewpoint of the “Yinchu” is to see music as an
expression of feeling. However, the last part of the “Yinchu” cannot be
understood properly if viewed from this perspective. In this last part, music is
regarded as an external stimulus whose final influence aims at human behviour,

akin to the viewpoint expressed in the “Yuelun”.

If soil is poor, grasses and trees will not grow tall; if water is stirred up, fish
and turtles will not grow large; if the age is corrupt, its li is unnecessarily
complicated and its music is overly sensuous. The sounds of Zheng and Wei
and the sounds from mulberry fields are what chaotic countries prefer and
what [a ruler whose] virtue is in decline finds pleasant. If unrestrained,
deviant, shallow, excessive, uncontrolled and dissolute sounds arise, wildly-
moving qi and depraved and haughty xin are stimulated. [Once they] are

stimulated, hundreds of wicked deeds and a host of biased deeds are produced
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following them. Therefore, a virtuous person reverts to dao to cultivate his
virtue; corrects his virtue thereby producing music; makes [his] music
harmonious thereby achieving compliance [of the people]. When music is

harmonious, the people face towards dao 4.7

S BRI ARNE, AR A2 e A A TS e, A 2, 5
M2, WAL Z Py, 2820, WArskiaiE 2 o, RS 2R
e 2 &z, I 2R R E M pE 22, OB - SGE DMESE, 1EFELLH4E,
TN LU RONE. ST B 7 7.2

This passage suggests that li and music are influenced by circumstances of a
country, just like the growth of trees and fish is influenced by soil and water. The
statement that music is under the influence of social circumstances can be
interpreted in two ways. First, it is because music is a reflection of feeling which
is susceptible to circumstances where people live as discussed in 4.1.1. For
instance, if people become dissolute under chaotic circumstances, their music also
degenerates following this change. However, this interpretation seems unsuited to
the context where music is mentioned along with li. Unlike music in this
interpretation, li might not allow the people’s involvement; li is what is
promulgated by the ruler. If we similarly put an emphasis on the ruler in relation
to music, the above statement can be understood as that music cannot be properly
fostered in a corrupt and chaotic country because the ruler likes to enjoy sensuous
music. Virtue cannot be expected from the ruler whose taste lies in sensuous

music such as the sounds of Zheng and Wei and the sounds from mulberry

8 Interpreting fang /i as dao ¥ in accordance with Gao You who might follow
Zheng Xuan’s reading fang in the “Yueji” as dao. However, neither of these two exegetes
provides further explanation about dao. Lishi chungiu, 49; Liji zhengyi, 680. The “Dayue”
chapter perceives dao mainly as the holistic principle of the natural world. Based on this
meaning, it can be construed that all creatures have their destined way assigned by dao.
For this reason, here | understand dao as “the right way to follow”. The meaning of dao
in the “Dayue” will be discussed below.

% Gao You glosses rao # as hun Jiii (muddy), and based on this annotation, Bi Yuan
argues that the original text was shui rao /K## but it was amended to shui fan K4
following the “Yueji”. Lushi chungiu, 49.

20 iishi chungiu, 49.
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The last sentence that goes “when music is harmonious, the people will face
toward dao” can be understood from this perspective; harmonious music
promoted by a virtuous person exerts a positive influence on the people. This
sentence sees music as a tool for edification. In this case, music serves as an
external stimulus that influences the people with an aim to bring about positive
changes in society, as advocated in the “Yuelun”. This shared viewpoint is
supported by the fact that the last passage of the “Yinchu” has parallels with the
“Yuelun” and “Yueji”. As these parallels are scattered in the “Yuelun” and “Yueji”,
| have divided the last passage of the “Yinchu” into four parts for comparison of
those parallels.

[1] “Yinchu” -8RI EARE, GRSl ASK, (g HImS L i 48
“Yuelun” No parallel.

“Yueji”  If soil is poor, grasses and trees will not grow tall; if water is stirred
up, fish and turtles will not grow large; if qgi is weak, living

creatures cannot grow; if the age is chaotic, its li goes amiss and its

B According to the Lunyu, Confucius criticized the sound of Zheng for the reason that it
is overly sensuous and it hurts the beauty of elegant music. Lunyu zhushu, 137 (LY15.11):
“Reject the sound of Zheng and stay away from those who have a silver tongue. The
sound of Zheng is overly sensuous and those who have a silver tongue are dangerous.”
TR, Swife N BREEVE, {2 A4A. Lunyu zhushu, 156 (LY17.18): “I detest purple for
displacing vermillion. | detest the sound of Zheng for corrupting refined music. | detest
clever talkers for overturning states and families.” #5527 %4, R 7 BLHESE D,

A 2 KA.

The “Bensheng” A (Making Life the Foundation) chapter of the Lishi chungiu
criticizes the sound of Zheng from a different perspective. The “Bensheng” regards the
sounds of Zheng and Wei as an object of desire like a beautiful woman, and its criticism
is more focused on overindulgence in music rather than music itself. This viewpoint is
akin to those of the “Shiyin” and “Chiyue”. Lushi chungiu, 12: “Regarding sounds,
feminine charms and rich tastes, the sages took them if they benefited their life and they
rejected them if they harmed their life. This is the way to keep our life intact. The great
majority of noble and wealthy people of today are deluded by sounds, feminine charms
and rich tastes. They seek out these things every day and night. If by good fortune they
obtain these things, they abandon themselves. If they abandon themselves, how can their
life not be damaged? ... Beautiful figure and gleaming teeth and the sounds of Zheng and
Wei, one devotes oneself to enjoying them. They are called “axes that hack at one’s life”.
BN Z R OB, FIRPERINCZ, F EIJ4>Z et a2 A,
m%@ﬁxm%e K, HEOK. S 2 WHES. B, MEESAEG? ... BESS
B, B, BLHSE. a2 Bk 2 E
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music is overly sensuous. F-HTHIFORAE, KEREEEASK, 5

A AR, LS E L.

[2] “Yinchu™ ffir. 2 i, Z.2 85, HALBLZPrf, 218 2P,

“Yuelun” Bewitching and seductive look and the sounds of Zheng and Wei
make human xin lascivious. Bkit 2%, @2, A 2052

“Yueji” The sounds of Zheng and Wei are the sounds of a disordered age. It
is comparable to slackness. The sounds from mulberry fields along
the Pu River are the sounds of a doomed country. Its governance
was disorganized and its people dispersed. Superiors were
slandered and private ends were pursued with no possible means of
ceasing them. @8y~ w7, AL 2. WRig2. sEE 20,
Uz th, s, JLRUE. o BT RATR ] 0k 2

[3] “Yinchu” JhERBIRlE.2 ¥, AR 2% 2 0. OAE kbt

TEIEPEZ.

“Yuelun” JLZEERE IS RIE 2, WEBRINALVELS. AR
M2 SR S v A 05 2

“Yueji” In general, when evil sound stimulates a person, gi going against
[dao] responds to it. When gi going against [dao] takes a form,
overly sensuous music prevails. When refined sound stimulates a
person, gi going with [dao] responds to it. When gi going with [dao]
takes a form, harmonious music prevails. JL7Zx & & A i1 5 S8 E 2.
WO SIS, RS 2., ISR S 1T A4
@%.236

[4] “Yinchu™ 1 S DMEGE, 1EFEDUHZE, FZELUSNA. SR L 522

“Yuelun” <Therefore, it is said that music is what is enjoyed. The virtuous

person enjoys obtaining dao while the petty person enjoys

232

233

234

235

236

Liji zhengyi, 679.

Liji zhengyi, 679.
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satisfying his desire. If desire is regulated by dao, [one feels]
pleasure without disorder; if dao is forgotten because of desire, one
becomes confused without pleasure.> Therefore, music is the means
of guiding pleasure. [Instruments made of] metal, stone, string,
bamboo are the means of guiding virtue. If music is performed the
people face towards dao. <t H, 43, b, 7144 , /I
NEELGHER. DUESIRR, AEEmAEL DIasoE, QI g >
WK, PTLGESED,  afieT, PrhGEfE. TR )
?.237

“Yueji” <Same as the “Yuelun”> Therefore, a virtuous person harmonises
his will by reflecting on his circumstances, and completes his
teaching by performing music widely. If music is performed the

people face towards dao; [therefore], virtue can be recognised. <
H, 25, g, 4945 , ANABERHAR. Dhadlek, HY
SEMAEL. AR E, BRI ANEE.> e 1 B ARG &, 28
RS DB, AT RS ), mT LAl 2 2

ik

Except one sentence about qi being added in the “Yueji”, Part [1] is almost
the same between the “Yinchu” and “Yueji”. This part suggests that li and music
go amiss in a corrupt age and the reason for this is the lack of virtue of the ruler
who is in charge of governance, as suggested in part [2] of the “Yinchu”. The
parallels of part [2] in the “Yuelun” and “Yueji” do not show clear similarity
except for the reference to “the sounds of Zheng and Wei”. However, they at least
have shared concern about vulgar music; the “Yinchu” and “Yueji” describe
corrupted circumstances of a country where vulgar music prevails and the
“Yuelun” describes the negative influence of vulgar music. This negative
influence is more clearly suggested in part [3].2*° Part [4] discusses the

responsibility of a virtuous person for promoting proper music in order to guide

27 Xunzi jijie, 382.
%% The meaning of fanging )< 1i will be discussed in 4.2.2.
29 Liji zhengyi, 680.

0 The way music exerts an influence will be discussed at the end of this section and it is
also discussed in 4.2.2 where the concepts of xin and gi are examined.
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the people.?** These parallels can support the dissimilarity of the last part of the
“Yinchu” not only within the “Yinchu” but also within the whole six musical
chapters since no other part advocates the edifying effect of music more clearly

than this part while sharing many parallels with the “Yuelun” and “Yueji”.**

As examined in chapter 3, from the viewpoint of the “Yuelun”, the ruler’s
virtue is of importance for the ideal type of music because his virtue is believed to
be reflected in music. This idea is also expressed in the “Yinchu” where a
virtuous person is expected to assume the responsibility for establishing music.
As the requirements to be an establisher of proper music, the “Yinchu” demands
that “a virtuous person reverts to dao & to cultivate his virtue (de #&)”. In order
to explore this sentence, the meaning of dao and its relation to de need to be
identified. The most detailed explanation about dao among the six musical
chapters is offered in the “Dayue” chapter.

Dao is such that [when we] look for it, it is invisible, and [when we] listen for
it, it is inaudible, and it cannot be given a form. Those who understand the
visible in the invisible, the audible in the inaudible, and the form of the
formless are close to understanding it. Dao is extremely profound, for it
cannot be given a shape or name. Forced to be given a name, it is called taiyi
AK— (Great One).

B, 2R, BEZAE], AR ARz, NEZE,
ok, MRz 2R ElE, Shth, RaRl, ARk, &
B2z k—

%1 As suggested in 2.1 (page 37), although part [4] of the “Yuelun” seemingly sees
music as an object of desire, its main focus still lies in the positive function of music, and
this suggestion finds support from its parallels in the “Yinchu” and “Yueji” that insist
music be rectified or promoted by a virtuous person in order to guide the people.

%2 The “Chiyue” and “Yueji” also share parallel sentences; however, their viewpoints
are not the same. See pages 64-67. The “Shiyin” shares parallels with the “Yuelun” and
“Yueji”; however, in these parallels, music is not regarded as an edifying tool. See
footnote 154.

#3 \Wang Shumin reads zhidao %138 for zhizhi %.2. Lishi chungiu jiaobu, 12.
Although | am not sure whether zhi is a mistake for dao, | understand that what zhi
indicates is dao.

24 Luishi chungiu, 40.
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Dao cannot be grasped by sensory organs and can neither be defined as a
particular name nor be described as a particular shape because these name and
shape are already restricted to a certain concept. The inconceivable and

undefinable characteristic of dao is also described in the “Tianyun” K
(Movement of the Heaven) chapter of the Zhuangzi -+ (Master Zhuang) and
the 25™ chapter of the Laozi ¥ |~ (Master Lao).

You wish to think about it, but you cannot understand it. [You] look it over

but you cannot see it. [You] chase it but you cannot reach it.
TG 2 M ASRE A, 2 MANGE b, 38 ZIfiT/NHE J Al

There was something undifferentiated. It came into existence before Heaven
and Earth. Being silent and formless, it stands alone and undergoes no change.
It reaches everywhere without danger [of being exhausted]. It may be
regarded as the mother of all-under-Heaven. | do not know its name.
Compelled to designate it, 1 would call it dao. Compelled to name it, | would

call it “the great”.
HYPRI. Je KA. B2 5, BNIASd. AT, W LA R T R
VI E v A S PN Ve wa = b NG

In the “Tianyun”, Beimen Cheng -JL['J1¥, after listening to the music of
“Xianchi”, expresses his feeling to Huangdi %7, and the above passage, which

is regarding the limitation of human faculty, is a response of Huangdi to Beimen
Cheng. On the surface, they seem to converse about musical sound but in fact
their conversation is regarding dao which is compared to musical sound.?*’

According to the Laozi, what is called “the great” is the mother of all creatures; it

5 \Wang Shumin, Zhuangzi jiaoquan, 513-514.
% Chen Guying, Laozi jinzhu jinyi, 145.

247 At the very end of his remark, Huangdi says music enables people to reach dao.
Wang Shumin, Zhuangzi jiaoquan, 516: “Music begins with fear. Being fearful, [one
comes to] admire. | again [play music with a view to making people] slack. Being slack,
one comes to retreat and finally becomes perplexed. Being perplexed, one becomes
foolish. Being foolish, one is [able to adjust oneself] to dao. Dao is what [l can] ride on
and [go] together.” %&b &, LAAIE. MEMCEE. B U R ZLIE. BEOE, 2R &
MR, BooE. SE AT B2 (b, This remark implies dao is likened to music in the
“Tianyun”.
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came into being earlier than anything else and pervades everywhere keeping itself
intact. In short, putting together the three similar passages from the “Dayue”,
Zhuangzi and Laozi, dao can be perceived as the unseen principle that governs
every phenomenon in the natural world; it cannot be fathomed, nor be defined by

human intelligence.

As Sarah Allen suggests, when dao is discussed along with de, dao often
indicates the natural course where the myriad things are “so of themselves” and
de indicates the capacity to act according to dao.**® Although the “Yinchu” does
not emphasise being so of themselves, the relationship between dao and de that
Sarah Allen suggests can be similarly applied to the “Yinchu” where dao appears
to be suggested as the principle on which every individual de is based.**® That is,
dao is the principle applied to the whole creatures, and de represents an individual
characteristic which can be acquired by following dao.?*

Based on the above interpretations of dao and de, the sentence “a virtuous
person reverts to dao to cultivate his de” can be interpreted as meaning that one
should practise one’s virtue by following the holistic principle namely dao. From
this perspective, it can be suggested that a virtuous person, as an establisher of
music, is required to enhance his virtue by making his way of behaviour in
conformity with dao. Music promoted by this accomplished person sounds
harmonious, reflecting his personality, and this harmony leads to the compliance

of the people, which is a similar argument to the “Yuelun”.

8 Allan, The Way of Water and Sprouts of Virtue, 102. Allen quotes the definition de
from Graham, Disputers of the Tao, 13.

9 Nivison indicates the influence of the Jixia % F scholars in Qi 75 in proposing the
particular meaning of de which is similar to “being so of themselves”: de originating
from dao makes something “what it is and enables it to function as it ideally should”.
Nivison, “De (Te): Virtue or Power”, 236. | think de in the “Yinchu” has a similarity to
this particular meaning in that it is a personal character acquired by following dao.

20 In this sense, | read de in the “Yinchu” as one’s virtue or one’s moral character that is
achieved by following dao. Another interpretation of de which was more dominant in its
earlier usage focuses on the power to orient others to oneself by conducting virtuous
behaviour to them. This meaning is adopted in Arthur Waley’s (1889-1966) translation of
Dao de jing 3E7E#% as The Way and Its Power. In addition, Nivison investigates the
meaning of de as moral force and discusses several problems in the concept of de. For
details, see Nivison, The Ways of Confucianism, 17-43.
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As with the “Yuelun” where former kings’ music is believed to stimulate
virtuous xin with no interaction with depraved qi, the “Yinchu” mentions wildly-
moving gi and depraved haughty xin when explaining how music exerts negative
effects. From the adjectives of gi and xin in the “Yinchu”, it can be suggested that
gi is movable material and xin is a concept carrying ethical implications. Among
the six musical chapters, the last passage of the “Yinchu” is the only passage that
advocates the edifying effect of music.?®* The fact that gi and xin are mentioned
in this passage reaffirms the importance of these two concepts in explaining the
edifying effect of music. These concepts will be examined in more detail in 4.2.2.

4.2 The way of music influencing feeling and behaviour

In the previous discussions, as an external stimulus, music served either as
an object of desire that provides pleasure or as a means for edifying the people.
The way music evokes pleasure can be portrayed from the “Shiyin” where
appropriate sound is belived to induce harmony to xin. To achieve harmony, not
only sound but also xin needs to be appropriate because harmony is created
through the interaction between sound and xin. In other words, their interaction
guarantees a positive result only when both sound and xin are appropriate. In this
way, the “Shiyin” presents appropriateness as a determining factor in evoking
pleasure. Then, how can we explain the way music acts as a means for edification?
This section will examine this question by exploring the concepts of xin, gi and
ging. Before investigating these three concepts, it will show how the “Yueji”
addresses a need for external standards in creating music as this may be related to

the viewpoint that emphasises the edifying effect of music.
4.2.1 Emphasis on external standards in creating music

The “former kings” (xianwang 7t F) is one of the frequently encountered

terms in the “Yuelun”.?*®?> The former kings are presented as the establishers of

music, which shows that the ““Yuelun” mainly regards music as what is externally

#1 As discussed above, this last passage does not correspond to the main viewpoint of
the “Yinchu”. Because of this inconsistency within the “Yinchu” as well as the
uniqueness within the six musical chapters, | cautiously doubt the authenticity of this
passage.

#2 The term xianwang appears in the “Yuelun” twelve times.
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provided rather than what is internally produced. In fact, no discussion about
music as an expression of feeling is found in the “Yuelun”; its argument is chiefly
made regarding the positive effects of the former kings’ music or it discusses
music as an object of desire. The “Yueji” offers a similar perspective about the
former kings’ music to the “Yuelun” but it does not exclude the viewpoint which

sees music as an expression of feeling.?*®

Among the coexisting two viewpoints, the “Yueji” seems to assign priority
to externally provided music by emphasising external standards for music. That is,
just as in the “Yinchu”, the “Yueji” describes the process of feeling being
expressed in musical sound, but its argument might not aim to advocate music as
an expression of feeling because it distinguishes musical sound from sound in

general.

In general, musical sound arises from human xin. Feeling (qing i) moves
inside [xin] and thus takes shape in sound. [When] sound forms a pattern, this
is called musical sound. Therefore, musical sound of an orderly age is
peaceful and pleasant because its governance is harmonious. Musical sound
of a disordered age is resentful and angry because its governance is perverse.
Musical sound of a doomed country is sorrowful and apprehensive because its

people are fatigued. The principle of music is connected with governance.

JLEEENOE M. BT, 8OPREE. B, 2. eith itz
TR, FER B B R LA, Gk, B2 R DUE, KR

%3 One of the examples where music is perceived as an expression of feeling is as
follows. Liji zhengyi, 661: “Music is achieved from musical sounds. Its root lies in
human xin being stimulated by external things. For this reason, if the sorrowful xin is
stimulated, [one’s] sound becomes hasty and weakening; if the pleasant xin is stimulated,
[one’s] sound becomes relaxed and leisurely.” 445, & Z A0, HAALE AD 2

Rt eSS, SRR DU, RO RCE, AR DR,

24 According to Lu Deming FE7£ 1] (c.550-630), this sentence can be read in three
ways. The first reading is suggested in the above translation. The second reading is
“Therefore, musical sound of an orderly age is peaceful, and through pleasure its
governance is harmonised.” Jef G 2 H4e, LIS, JLECRI. The third reading is
“Therefore, musical sound of an orderly age is peaceful because [one] feels happy about
the harmonious governance.” &G .2 5%, LIS FBOM. These three ways of
reading are also applicable to the following two sentences. Lu Deming, Jingdian shiwen,
769. Since | think this passage regards music as an expression of feeling, | do not follow
the second reading. The third reading is also acceptable but | follow the more widely
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. R 2 8 B 5.

In general, musical sound is what arises from human xin. ... Thus, those who

understand sound but cannot understand musical sound are beasts.
LB DB, . BB R %, ST, P

The “Yueji” uses the term qing i with the meaning of feeling, different

from its dominant meaning in pre-Han literature, namely “essential quality”.?*’

The “Yueji” seems to emphasise the importance of feeling in making musical
sound by conceptualizing feeling with the term ging, but this does not necessarily
mean that feeling is directly reflected in musical sound because the “Yueji”
believes that sound needs to make a pattern before it can be accounted as music.

To form a pattern, each sound needs to be arranged following a certain rule.

The emphasis on an orderly form is corroborated by a clear distinction
between musical sound (yin i) and sound (sheng #%).%® If one makes sound
without regulation, this sound is not considered musical; it is nothing but mere
noise that even animals can make. The necessity for external standards makes it
difficult to regard music as a direct expression of feeling, and consequently, the
diagnostic function of music is difficult to expect although the above quotation
advocates this function while offering parallel lines with the “Shiyin” which was
quoted in 4.1.1.%°

Emphasis on external standards of the “Yueji” is also revealed through a
comparison of similar sentences between the “Yueji” and “Yinchu”. After

suggesting the diagnostic function of music, the “Yinchu” concluded that “what is

accepted one.
%5 Liji zhengyi, 661.
%6 | iji zhengyi, 663.

%7 In the “Yueji”, ging is mainly used with this dominant meaning: for example, “the
essential quality of li and music are the same”. fis % 2175 [F]. Liji zhengyi, 666. However,
another more specific meaning of ging namely “feeling” is raised in the “Yueji”. These

two meanings of ging will be discussed in more detail in 4.2.2.

8 These two terms are not clearly distinguished before the “Yueji”. This aspect will be
discussed in 6.1.

9 See pages 92-93.
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observed from music is profound” (yue zhi wei guan ye shen yi %% .2 BBl

%)% A similar sentence occurs in the “Yueji” yet from a different viewpoint.

The principles [regarding] intimate and distant, noble and humble, young and
old, male and female are all made to take shape and appear in music.
Therefore, it is said that music observes profoundly.

(BB S RS T e 2 B, I BRI e 5 2

According to this passage, what is reflected in music is not feeling but the
principles that apply to various social relationships. Therefore, in this case, music
is regarded as an artificial manifestation of principles rather than a spontaneous
expression of feeling. To manifest principles, one needs to make a careful
observation about various social phenomena and to deliberate on the principles.
This might explain why the “Yueji” argues that “music observes profoundly”
instead of saying that “what is observed from music is profound”. In brief,
although the “Yueji” mentions feeling as a vital element in producing music, its
argument puts more emphasis on externally provided music than internally
produced music as it underlines the importance of external standards applied to
music by distinguishing musical sound (yin) from sound (sheng) and by

mentioning the principles music should embody.
4.2.2 The concepts of xin 0>, gi 5& and ging &

Regarding the way music is produced from xin, the “Yinchu” said that “once
xin is stimulated, [this stimulation] moves to musical sound”.?®? In this case, xin
is under the influence of external situations, and thus music can perform a
diagnostic function because it reveals these external situations. In this argument,
music is the final outcome produced by external situations. In other words,
external situations influence xin while evoking feeling and this feeling is finally

expressed in music. However, when the effect of music is discussed, music

%0 See page 90.

%L Liji zhengyi, 678. It was the former kings who made those principles appearing in
music according to its previous passage, which makes the connotation of intentionally
established music stronger.

%2 See page 89.
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occupies a different role: an external stimulus.

As an external stimulus, music is believed to influence xin while evoking
feeling or influencing behaviour. With its susceptibility to music, xin bears a close
relation to music and becomes one of the important concepts in the discussion
about the effect of music. Similarly, the concept of qi is considered crucial
because gi can be claimed to resonate with musical sound efficiently owing to
their similar movements. In addition, as anticipated in the “Yueji”, ging is
recognised differently depending on whether music is regarded as an expression
of feeling or as an external stimulus; direct expression of ging is assumed in the
former case while the expression of ging is supposed to be regulated in the latter

case.

In order to support this section’s supposition that the meanings of xin, gi and
ging are adjusted in a way conducive to more convincing explanation about the
edifying effect of music, | will examine how these three concepts are perceived in
pre-Han literature and then narrow down its focus to their meanings in musical

discourse.?®®
Xin .0 (heart/mind)

According to the “Yuelun”, music easily improves customs by making the

people’s xin virtuous.

Music is what the sages enjoyed. [Music] can make xin of the people good; it

deeply stimulates human beings; it easily alters manners and changes customs.
G, BN TR, AT LLRERD, LA, RS 1 5 2

In this case, xin undergoes moral transformation under the influence of music. In

%3 Regarding the term xin, | have examined its usages in the Xunzi, Guanzi, Guoyu and
Zuozhuan outside musical discourse, and obtained two main meanings that will be
discussed below. Regarding the term qi, the Lunyu, Zuozhuan, Guoyu, Guanzi, Xunzi,
Lushi chungiu and Zhuangzi have been examined outside musical discourse in order to
survey how qi is used in relation to the natural world and the body. Among various
passages on xin and qgi, those that | think clearly show relevant meanings to the ongoing
discussions of this dissertation will be quoted. The usages of xin and gi in musical
discourse will be examined under consideration of this overall survey based on the
“Yuelun”, “Yueji” and “Xing zi ming chu”. Regarding the term ging, changes in its
meaning and connotation will be mainly discussed.

24 Xunzi jijie, 381.
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this way, xin is endowed with ethical properties in the “Yuelun”, and it is also
associated with feeling.

On the whole, the people have a general attitude towards likes and dislikes;**
if there is no [proper] response of [feelings such as] joy and anger [to a
certain situation because of this general attitude], disorder is created. The
former kings hated such disorder; they thus cultivated their behaviour and
rectified their music, so all-under-Heaven became obedient. Therefore,
garments for fasting and mourning and the sounds of lamenting and weeping
make human xin sad; with armour and helmets on, singing in the ranks makes
human xin excited. Bewitching and seductive looks and the sounds of Zheng
and Wei make human xin lascivious. With a sash, neat dress and Zhangfu cap
on, dancing the “Shao” and singing the “Wu” make human xin dignified.
Therefore, a virtuous person would not listen to overly sensuous sound;
would not see feminine charm; would not utter vicious remarks. As to these

three matters, a virtuous person takes a cautious attitude.
FICH 2N, MEERZIENEL Jo L, &l AT, 1E S,
MR MRS, A2 Ik, R, (EAZOAR RS, R1Th,
20 5.7 Wkt 2 2%, B2, (A0, Mms i, SRk,
AN Z O BoB THAERRE, HAmlt, DAHES. =%, A
TR 2

The above passage emphasises a proper form which helps people develop an

appropriate feeling in a certain situation.”®® For example, people are expected to

express sadness at a funeral. However, if the chief mourner wears a showy dress

% In this sentence “likes and dislikes” are distinguished from “joy and anger”.
Therefore, ging might not indicate “feeling” which is more appropriate for “joy and
anger”. However, another meaning of ging namely “essential quality” is not readily
applicable here. With this difficulty, | translate ging as “a general attitude™ that everyone
essentially has.

%6 Reading ti 1%, which is semantically close to dang 7% (excite), for shang  based
on Yu Yue, Zhuzi pingyi, 41.

27 Xunzi jijie, 381.

%8 From this viewpoint, the crucial factor to yield a certain result lies not in individual
moral capacity but in external stimuli; even a virtuous man can be badly affected by
external stimuli. This might suggest why the “Yuelun” emphasises the edifying effect of
music. However, being listed with other outer regulatory forms, music in this passage is
not expected to exert an edifying effect.
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with heavy make-up, it hinders callers who come to express condolence from
feeling sad.”® The “Yuelun” uses the term xin when enumerating several
emotional changes; in this case, xin is believed to experience various feelings. In
brief, the “Yuelun” perceives xin as the seat of ethical properties or of feeling.?”
Not only the “Yuelun” but also a variety of other pre-Han texts including the Zuo

zhuan, Guoyu and Guanzi use the term xin in a similar way.*"*

Xin can also be read as the faculty for cognitive activities; this meaning is
not discussed in the “Yuelun” but the Guanzi and Zuo zhuan suggest this meaning.

When born, the eye sees, the ear listens and xin contemplates.
AT H i 0 .7

If the ear cannot listen to the harmony of the five sounds, it is [the same as]
deafness. If the eye cannot discern the beauty of the five colours, it is [the
same as] blindness. If xin cannot follow virtue and righteousness, it is

obstinacy. If the mouth cannot say sincere and faithful words, it is deceit.

B RBErig 2 Mfsit, A Az sk, DRSS 2R, OR

HERUYEIRA=d ol

%9 Based on this passage, it can be assumed that one of the ways of achieving order from
the viewpoint of the ““Yuelun” is to make people express appropriate feeling to a certain
situation.

20 Janghee Lee argues that xin has two meanings in Xunzi’s philosophy: the faculty of
self-governance and a bodily organ as the seat of desires and emotions. According to Lee,
the former meaning is employed “in a technical, philosophical sense” only in the
“Tianlun”, “Lilun”, “Zhengming” and “Jiebi” chapters where Xunzi’s crucial arguments
are developed while the latter is used in other chapters “in nontechnical, ordinary ways
that had currency in the late Warring States period”. Lee, Xunzi and Early Chinese
Naturalism, 36-37.

Xin as “the seat of ethical properties or of feeling” that | suggest as the meaning of xin in
the “Yuelun” is akin to Janghee Lee’s second definition of xin. Apart from this meaning,
the ““Yueji” seems to understand xin as the faculty for cognitive activities which enables
xin to perceive external stimuli. This faculty differs from what Janghee Lee suggests in
that xin perceives rather mecahnically. Xin as the faculty for cognitive activities will be
discussed later in this section.

L For example, tan xin 0> (greedy xin), yin xin 2.0 (lascivious xin), zhamou zhi
xin #FaE. 20 (deceitful and conspiring xin), hao xin C» (favouring xin) and yuyuan
zhi xin #%%.2.0» (disgruntled and resentful xin).

22 Fang Xuanling (annotation), Guanzi, 135 (ch. “Shuidi” /K (Water and Earth)).
"% Chungiu Zuo zhuan zhengyi, 258 (Xi 24, i.e. 636 BCE).
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While the eye takes charge of seeing and the ear takes charge of listening, xin
takes charge of contemplating. In addition, just as the sensory organs discern
aesthetic value, xin is supposed to recognise virtue and righteousness. Although
the function of xin is often described along with those of sensory organs, xin is
distinguished from them as described in the Guanzi and Xunzi.

Xin occupies the status of the ruler in the body. The tasks of the nine apertures

correspond to the divided [duties] of officials. If xin is in its right way the

nine apertures follow the principle.
O AERS, Foioth, B AR, B2 oth, DUEHGE, Susine

Do not disturb the bodily organs because of external things; do not disturb xin
because of the bodily organs.

MELVALE, U LD 2P

The ear, eye, nose, mouth, body, each [operates by] contacting [external
things], but [their functions] are not interchangeable; they are called “the
organs [given by] Heaven”. Xin is located in the central space and governs the

five organs; it is called “the ruler [entitled by] Heaven”.

HH i NEHE,7 S A mteth, SOt 2R, OFE S A 7,
Kotz lRE

When xin is not employed, then although black and white are in front of [the

eye] the eye cannot see them. Although the drums are sounding loudly like

thunder by the side of [the ear], the ear cannot hear them.
O, RIS SBAET, M H A, M, i A .

The successful functions of the sensory organs depend on xin since xin
governs them just like the ruler supervises ministers. The function of xin is not

restricted to governing physical senses; as implied in the ethical properties of xin,

2

By}

* Guanzi, 125 (ch. “Xinshu shang” -0fii |- (The Function of Xin, part 1)).
Guanzi, 128 (ch. “Xinshu xia” /0 li & (The Function of Xin, part 2)).

Reading neng #E astai f& (appearance) in accordance with Wang Xiangian.
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it is also involved in self-cultivation which is particularly supported in the Xunzi.

Human xin is compared to water in a basin. If [the basin] is placed upright
without movement, the muddy sediment is on the bottom, and [the water] on
top is clear and bright enough to see sideburns and eyebrows and to examine
the lines on the face. [However], if a slight wind passes over it, the muddy
sediment is stirred up from the bottom and the clarity and brightness at the top
is disturbed; then, it is impossible to obtain the correct impression of the
general appearance. Xin is just the same. Therefore, if it is led by the principle
and nurtured with clarity without external things making it tilt, then it is
adequate to determine right and wrong and to resolve dubiety and doubt.
[However], if a small thing attracts it, then its correctness is altered from the
outside and xin is tilted inside; then, it is inadequate to decide various
principles.

NOEQAOK, EgEmysy, REE N, mds Ve L, We LU SR
SBR. MEGR., BTN, SEURLA L, AASET DGR Z I .
OINEZR. BeE 2D, 2D, Wi 2, AelEsedr, ke
% NELE, WIBLESN S, HLO MM, RIS LAk B 22 270

Xin takes charge of determining right and wrong and resolving doubts; however,
this function cannot be performed without an effort to nurture xin. In this way, xin

is suggested as an object to which self-cultivation is oriented.

In brief, as the faculty for cognitive activities, xin takes charge of governing
sensory organs, or it is involved in moral cultivation especially in the Xunzi.
However, as far as the “Yuelun” chapter is concerned, xin does not have this

meaning. It is the “Yueji” that mentions xin in relation to cognitive activity.

On the whole, people inherently possess blood, qi and perceptiveness of xin;
however, there is no constancy of sorrow, pleasure, delight and anger. Their
response and stimulation are triggered by external things and [then] they
move. After [this move], the function of xin is recognised.?® For this reason,

if the will [of the ruler] is weak, then hasty and weakening sound is produced,

% Xunzi jijie, 401 (ch. “Jiebi™).

%0 T understand “move” as the arousal of feeling which is caused by music. Since feeling
is evoked by music, we can recognise the function of music when feeling is aroused. For
this reason, | translate xing /2 as “being recognised”.
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and [as a result] people become pensive and worried.

R BAT I S D A e P TR e I . RERGES A T B, AR TR O
5. MR MR 2, IR 2

[A virtuous person] does not let negligent, indolent, depraved and deviant gi
occupy his body, thereby letting all his ears, eyes, nose, mouth,

perceptiveness of xin and various parts of the body follow what is upright and
[thus letting him] practice the righteousness.

VMR RE 2 S AT A S B, (5 H S 00 P B B R IRLE DA 7 362

According to the above quotations, xinzhi /01 (perceptiveness of xin) is
regarded as a natural capacity or inherent quality (xing 1) and it is susceptible to
external stimuli including qi.?** Various emotional phenomena can occur because
xin has an ability to perceive external things. Music is regarded as one of the
external stimuli that are perceived by xin, and as a result of this perception,
feeling is evoked. Being a natural capacity, the function of xin appears to proceed
spontaneously, and considering the same response of the people to musical sound,

the response of xin seems to be the same regardless of individual differences as

long as the same stimulus is given.

The function of contemplating does not seem to be considered as xin’s
faculty in the “Yueji”; xin simply responds to external stimuli mechanically. For
this reason, instead of emphasising the cultivation of xin, the “Yueji” argues that

negligent and depraved qgi should be prevented from affecting the body. It is not

%L With Zheng Xuan’s reading zhi %I (know/be aware of) as zhi %
(wisdom/intelligence), xinzhi .C»#1 is usually regarded as the same as xinzhi /0%.
However, my understanding of xinzhi [»%1 in this passage focuses more on xin’s ability
to perceive (%) things rather than its wisdom or intelligence (£1').

%82 | jji zhengyi, 677.
8 | iji zhengyi, 679.

%4 Xing 1 is often translated as “human nature”. Opposing the static implication of
human nature, Roger Ames argues that “Xing denotes a human capacity for radical
changeability that is qualitatively productive” especially in the context of the Mengzi.
Ames, “The Mencian Conception of Ren xing”, 152-153. However, Ames’s Mencian
concept of xing does not seem to be applicable to the “Yueji”. 1 read xing as natural
capacity or inherent quality neither with implication of dynamic changes nor with moral
value.
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xin but external stimuli that determine the outcome of xin’s response. A similar
argument to the “Yueji” regarding xin’s response to an external stimulus is

observable in the “Xing zi ming chu” #: H @rtt! (Xing is decreed by fate), one of
the bamboo slip texts from the Guodian Z[ii tomb which dates back to around

mid fourth to early third century BCE.*® However, unlike the “Yueji”, the “Xing

zi ming chu” seems to suggest the cultivation of xin.

Although people possess the inherent quality, xin does not have a fixed
direction. After waiting for an external thing it becomes active; after feeling

joyous it moves;*® after practising it has a fixed [direction].

JUNBEAE, DOCEEST ReImeels, feiimieets, 52 Mtk e

According to the “Xing zi ming chu”, the function of xin seems to depend
more on practice than an external stimulus. From the viewpoint of the “Xing zi
ming chu”, the direction of Xin’s reaction is not fixed originally. The unfixed
direction of xin suggests that this reaction proceeds spontaneously depending on
external stimuli, similar to the viewpoint of the “Yueji”. However, the “Xing zi

ming chu” seems to suggest that this spontaneous reaction can be cultivated since

it says xin comes to have a fixed direction through practice.

Now, the direction depends on the condition of xin. This implies that self-
cultivation is more emphasised in the “Xing zi ming chu” compared to the “Yueji”
since the ““Yueji” highlights the necessity for the former kings’ music to be
performed in order to guide people who are subject to external stimuli. In brief, it
can be suggested that the “Yueji” emphasises a decent external stimulus while the
“Xing zi ming chu” emphasises a decent state of xin; this difference can be

interpreted as meaning that the “Yueji” puts more emphasis on the proper type of

%5 \Wang Chuanfu and Tang Xuefeng, “Jingmen Guodian yi hao Chu mu”, 47.

%6 This sentence can be understood as that if one does not feel happy the inherent
capacity of humans cannot be activated. This viewpoint is reminiscent of the “Shiyin”
that argues if xin does not feel happy one does not want to enjoy objects of desire even
though they are right around him.

%7 Interpreting dian #& as ding i (fixed) in accordance with Qiu Xigui X8 E.
Jingmenshi bowuguan, Guodian Chu mu zhujian, 182.

%8 Guodian Chu mu zhujian, 179.
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music while the “Xing zi ming chu” on self-cultivation.”®

In sum, xin has two main meanings in pre-Han texts: on the one hand, it
represents the seat of ethical properties or of feeling, and on the other hand it is
the faculty for governing sensory organs or for self-cultivation. In musical
discourse, xin usually indicates the first meaning; in the “Yinchu”, “Yuelun” and
“Yueji”, xin reacts to musical sound, which results in arousing feeling or affecting
behaviour. However, this meaning is also carried by the concept of gi as
suggested by shun gi % (submissive qi), ni qi ;%% (resistant qi), xiewu zhi
qi #F.2 % (depraved and corrupt gi) in the “Yuelun”. Moreover, gi has a more
advantageous property than xin in resonating with music since gi and musical

sound make similar physical movement.

The latter meaning of xin in pre-Han texts is hardly discussed in musical
discourse. Instead, the faculty of xin seems restricted to the ability to perceive
external stimuli, and this function of xin appears to be a later perception since the
six musical chapters and “Yuelun” do not use xin with this meaning. Considering
the shared semantic area between xin and qi, it can be suggested that the concept
of qgi contributes to this latter meaning of xin, namely the faculty of perceiving

external stimuli, gaining currency in musical discourse.
Qi & (vital force, ether)

In chapter 3, gi was suggested as one of the factors that enabled music to
claim its exclusive functions. For example, only music could resonate with gi and
this ability distinguished music from all other objects of desire; through the
resonance with i, only music could enhance the operation of the natural world.
In addition, only music was believed to have specific correspondences with g,
which made it easier to explain how order or disorder results from music;
according to the “Yuelun”, order is achieved because refined sound stimulates qi
which is in accordance with dao. In short, gi was involved in two main functions
of music: enhancing the operation of the natural world and edifying human

behaviour. An investigation into the concept of gi in pre-Han texts will elucidate

%9 Regarding the emphasis on self-cultivation of the “Xing zi ming chu”, see footnote
322.
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how this concept is discussed in relation to these two functions of music.

According to the Shuowen jiezi &t /%> (Explaining the Graphs and

Analysing the Characters), the meaning of gi 5 was “to present grains and rice

—

to guests and this character was derived from mi >k (rice) with gi = as a
phonetic determinative”.?® This meaning can suggest a relation to the usage of qi
as “the breath and other energies of the body” if rice is understood as a source for
bodily function.?®* However, as qi %. was borrowed for gi = (clouds), shi £

(food) was added to gi % forming xi # (to present food) to denote its earlier

= =

meaning.?*> Qi % as an alternate form for gqi = suggests a relation to another

usage of gi, namely cloudy ether spreading over the natural world.?*®

The former meaning of qi, vital force of the body, is observable in the Guoyu
where sound and taste are believed to generate qi, and five tastes are believed to
strengthen @i.** In addition, qi is considered essential in sustaining life.”*® In
this case, gi is regarded as a substance related to the body. The term xueqi Ifil 5

(blood and qi) suggests this meaning since qi is supposed to be a physical
material inherently preserved in the body just like blood. This term occurs in a
variety of texts including the Zuo zhuan, Guoyu, Guanzi, Zhuangzi, Lushi
chungiu, as well as the Xunzi and “Yueji”. In particular, the Xunzi mentions this
term more than any other texts. In the Xunzi, qi as a physical substance is
contrasted with mental aspects, but its influence seems extended to the mental

area.

%0 Shuowen jiezi, 148: &, B%& 51k, MK,

#L A, C. Graham indicates that gi mainly has this meaning outside cosmology. Graham,
Yin-Yang and the Nature of Correlative Thinking, 71.

%2 Qiju Xigui, Chinese Writing, 330.

23 According to Qiu Xigui, qi % has been consistently borrowed for gi = from the
Han onwards. Chinese Writing, 330.

#* Guoyu, 3: 125: #EE: 5 Guoyu, 2: 65 TLIRTT .

% For example, the Guanzi says “If there is qi one lives; if there is no gi one dies”. 4
SAAE, #5058, Guanzi, 44 (ch. “Shuyan” # 5 (Cardinal Sayings)). In addition,
the Zhuangzi says “Human life is the accumulation of qgi. If gi is accumulated one lives;
if qi is scattered one dies”. A4, F.2%th, BAIGAHAILSE. Wang Shumin,
Zhuangzi jiaoquan, 807 (ch. “Zhi bei you” #1]tif# (Knowledge Travels North)).
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Blood, gi and muscular power are subject to decay; as for wisdom,
contemplative power and [the ability to decide whether to] take or reject, they

are not.
LSR5 0 A 5, 4 D8 g s R e 2 20

Blood and gi are harmonious and balanced; will and intention are broad and
wide; righteous conduct fills up every space between Heaven and Earth.

IMSRFIT, R, 1T3REEN A 2 H.2

The essence of blood and qi, and the flowering of will and intention, only
after obtaining them do the people live in comfort and only after obtaining
them do all-under-Heaven become peaceful.

ISR R, GRS, Ek e e th, KNI F h. 2

In general, when using blood and qi, will and intention, wisdom and
contemplative power, if one follows li they are well governed; if one does not

follow li they become chaotic, disorderly, dilatory and negligent.
JL)EHJIH/%\/LN\_‘ %I—])—f“, 7%)“ IJ{EI TEE “‘9 EU?)]HL&E’{” 2%

As a bodily substance, gi belongs to the same category with muscular power
while being distinguished from wisdom and contemplative power. However, it
seems that the condition of qi directly affects one’s will and intention on which
one’s righteous conduct depends. In addition, not only will and intention but also
blood and qi are considered crucial in achieving tranquility of all-under-Heaven.
For this reason, along with wisdom and contemplative power, gi is supposed to be
regulated on the basis of li. In this way, although qi is regarded as a physical
substance of the body, its connotation is not only restricted to the physical aspect;
by creating favourable conditions for stabilizing one’s mental state which is

essential to virtuous behaviour, gi also carries an ethical implication.®®

26 Xunzi jijie, 333 (ch. “Zhenglun” 1F:fi (Rectifying Theses)).
297 Xun2|jijie 234 (ch. “Jundao” 713 (On the Way of a Lord)).

shuhuan ﬁf&i (dllatory) in accordance Wlth Wang Xlanqlan.

% The Zuo zhuan also shows this ethical implication; for example, it says “qi is
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This aspect is supported by ethical properties attached to the concept of qi.

For example, the Guanzi describes as follows.
If depraved qgi comes into [the body], the original complexion fades away.
HRAN, ezt

When good gi moves towards people, they feel intimate like brothers. When

evil gi moves towards people it is more detrimental than arms.
FROWA, BAULE. RSODA, EH it 3

The “Yueji” more clearly suggest the ethical implication of gi by using the terms
such as tiaochang zhi gi %15 .2 % (hasty and indocile gi) and duoman xiepi zhi

qi TEIEEHIRE.Z % (negligent, indolent, depraved and deviant gi).*%

The latter meaning of qi, namely cloudy ether spreading over the natural
world, is expressed in various words such as tiangi K% (qi of the sky), digi b
%. (qgi of the earth), fengqi J& & (qi of wind), tugi + 3 (gi of soil) and wugi
%, (qi of fog). In addition, warmth and cold, dryness and wetness are called gi:
nuangi #2%, hangi #£%, zaoqi 5%, shiqi #&%. Since gi permeates the
natural world forming the sky, earth, wind as well as diverse physical properties,

musical sound transmitting through the vibration of the air might be readily

believed to affect the operation of the natural world through its resonance with
- 304

qi.

activated by taste, and the will is strengthened by qi”. BRLLTT5, REAE L. Chungiu
Zuo zhuan zhengyi, 781 (Zhao 9, i.e. 533 BCE). In addition, the close relation between qi
and will (zhi &) is suggested in the Mengzi; for example, the Mengzi says “If the will is
unified it moves qi and if gi is unified it moves the will. Now what stumbles or runs is qi
and it on the contrary moves xin”. &5 HSa ), S Mmh i, 4 s s, JER
th, 1fii < B>, Mengzi zhengyi, 197 (2A.2).

%1 Guanzi, 12 (ch. “Xingshi” % (Situations)).
%02 Guanzi, 129 (ch. “Xinshu xia™).

%3 Regarding the adjectives of gi in musical discourse, negative meanings outnumber
positive ones, which might suggest that warning against the negative consequences of
music was widely recognised before the positive effect of music moved into the main
subject of musical discourse.

% This aspect is illustrated in the “Guyue” and Guoyu as examined in chapters 2 and 3.
See pages 39-41 and 75-76. The “Dayue” also suggests resonance between musical
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Apart from the individual kinds of qi such as tiangi and diqgi, qi is also
involved in a diverse range of phenomena according to the Zuo zhuan; six qi
consist of yin, yang, wind, rain, darkness and brightness, and they are the cause of
flavours, colours, sounds, disease and the four seasons.®®> Moreover, qi is
believed to form feelings; for example, the Zuo zhuan says “The people have
likes and dislikes, joy and anger, sorrow and pleasure which are generated from

:95 306

six gi”,”” and similarly the Guanzi says “Likes and dislikes, joy and anger,

sorrow and pleasure are the changes in life. ... [Therefore, the sage] controlled

the changes of six gi to be proper”.>”’

The “Xing zi ming chu” also supports the idea that feeling consists of gi and

it suggests a reason why a certain kind of music arouses a certain kind of feeling.

Qi of delight, anger, sorrow and sadness are inherent [to humans]. The
exposure [of gi] on the outside results from external things taking them out.

The inherent quality [of humans] is decreed by fate and fate is sent down

=4

from Heaven. The way [of humans] originates from ging 1% and ging is

produced from the inherent quality.*®

EREANZR, M. KA T, Ac b, YEE T, dr EORRE.

sound and gi in the natural world, which will be discussed in chapter 5.

%5 Chungiu Zuo zhuan zhengyi, 708-709 (Zhao 1, i.e. 541 BCE): “Heaven has six gji.
When they descend they become five flavours; when they are expressed they become
five colours; when they are manifested they become five sounds; when they are
excessive six diseases occur. Six gi are yin, yang, wind, rain, dark and bright. When they
are divided they become the four seasons; when they are ordered they become five
distinctions; when they are immoderate, disaster happens. Excessive yin [causes] a chill;
excessive yang [causes] a fever.” KA /RH, BT, S0, ERIE, AN
ve. AEE, BRI, S, TR, BRISE. BIEeR, B s
As examined in chapter 2, yin and yang were separated from six gi and came to represent
two main gi. Regarding this aspect, see footnote 93.

%% Chungiu Zuo zhuan zhengyi, 891 (Zhao 25, i.e. 515 BCE): A5l e ALy 7k
TRAE.

%7 Guanzi, 94 (ch. “Jie” & (Admonitions)): B E A& g4 A s, L BIE S
pd -}

%% The meaning of ging in this sentence will be discussed below.
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SRR, A5

In general, only when sound emanates from feeling is it faithful, its entering
and influencing human xin is profound. When one hears sound of laughter,
[one feels] fresh; this is delight. When one hears singing and chanting, [one
feels] rejoiced; this is excitement.

JUBH ARG AE, REILAPA L Othag. 0 B%es, NS ibs.
I, e e S

When discussing the concept of xin in the “Xing zi ming chu”, we have examined
that xin becomes active when an external thing arrives.*® The first quotation can
suggest the way xin becomes active in more detail. For example, if sound is given
as an external stimulus, sound interacts with gi which according to the above
quotation constitutes each feeling such as delight, anger, sadness and sorrow.**?
In this case, xin can be regarded as a place where gi and sound interact.®**
Therefore, a more direct relation to feeling lies in gi than xin. This gi can be
called “potential feeling” in that it has yet to be expressed. The expression of
potential feeling depends on an external thing. Similar to a musical instrument
that cannot make a sound without being touched, people cannot activate potential

feeling without a stimulus from the outside. "

%9 Guodian Chu mu zhujian, 179.

9 Interpreting gou 4 as hou /5 (profound) in accordance with Qiu Xigui. Guodian
Chu mu zhujian, 182.

%11 Guodian Chu mu zhujian, 180.
312 See page 112.

3 Qi interacts with sound according to the “Xing zi ming chu” while xin interacts with

sound according to the “Yuelun”.

4 It seems that the location of qi is narrowed down from the body according to the
“Yuelun” to Xin according to the “Xing zi ming chu” as the distinction between the
functions of gi and xin becomes clear in the “Xing zi ming chu”.

%5 Guodian Chu mu zhujian, 179: “Instruments made of metal and stone have [their own]
sound, [but] if they are not struck they cannot make a sound. Although humans have the
inherent quality and xin, if [external things] do not take [qi of feeling], [feeling] cannot

be expressed.” <A1 2 AT [, IBEGAIGA]. HEAPEC IR RO

The six characters in parenthesis are unidentifiable. | follow Pu Maozuo’s 7572
suggestion which is based on the parallel in the “Xing ging lun” 41w (Discourse on
xing and qging), one of the bamboo slip texts possessed by the Shanghai Museum. Ma
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Music serves as one of the external stimuli, and its effectiveness in evoking a
particular feeling can be suggested as follows. In the second quotation, music
from xin and music to xin are closely related because it says when sound
faithfully reflects feeling its influence on xin is profound. According to this
sentence, people’s feeling is transmitted through the medium of sound, and this
role of sound seems to be based on the resonance between sound and qi of feeling.
In other words, acting as an external stimulus, sound selects the same qi from
which it originated; sound emanating from a certain kind of feeling and the
feeling evoked by this sound share the same kind of gi. This particular selection
can explain the specific correspondences between sound and feeling; a hasty and

weakening sound makes people pensive and worried because they share the same
- 316

qi.

If the “Xing zi ming chu” connects music and feeling on the basis of qi of
feeling, the “Yuelun” and “Yueji” connect music and behaviour on the basis of
ethical value of gi. That is, according to the “Yuelun”, the former kings’ music,
beyond the function to evoke feeling, guides the people to the right way, and this
function can be more convincingly explained if both music and qi retain ethical
value. As examined in chapter 3, the “Yuelun” and “Yueji” describe musical
sound with adjectives which suggest personality, and as examined above, qi is
also understood from an ethical viewpoint. If music and gi have the same ethical
value, it might be easier to claim that they resonate. For example, it is argued that
depraved and corrupt gi cannot be activated by the former kings’ music; similarly,

only refined music resonates with gi which is in accordance with dao.*!’

In brief, the concept of gi is not discussed only as a physical substance; this
concept is often discussed from an ethical perspective and it is also closely related
to feeling. Ethical implications and the meaning of feeling are also delivered by

the concept of xin. Because of this shared semantic area, it is supposed that xin

Chengyuan, Shanghai bowuguan cang Zhanguo Chu zhushu vol. 1, 225.

316 External stimuli for evoking feeling are not only restricted to musical sound. As
shown in the second quotation, sound of laughter can also evoke feeling. As long as they
reflect feeling faithfully, they seem to be believed to act as a conveyor of gi.

S T 2 e RS, IE AR IO I SEUE 2. For translation, see page 34 and
page 79.
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came to be used with a different meaning in musical discourse. For example, in
the ““Yueji” where qi carries ethical implications, xin is presented as a perceiving
organ, and in the “Xing zi ming chu” where qi is believed to form feeling, xin is
presented as a perceiving organ and also as a place where music and gi of feeling

interact.
Qing f# (essential quality, feeling)

A. C. Graham (1919-1991) suggests that in pre-Han literature, ging denotes
“the facts” when it comes to situations, or it denotes “genuine” or “genuinely”
when it comes to things. After indicating that ging is mainly used in relation to
things in philosophical contexts, Graham interprets “ging of X” as “what X
genuinely is”.3® In addition, he suggests that instead of this conventional
meaning, the Xunzi and Liji raise a slightly different meaning of ging that denotes
“the genuine in man” or more specifically feelings.'® Graham’s observation
coincides with the two meanings of ging in the ““Yueji” namely “essential quality”
and “feeling”, which was mentioned in 4.2.1.3%° However, insofar as the “Yuelun”
is concerned, it seems that this new meaning of ging has yet to be developed; the
“Yuelun” mentions ging only in the examples of renging Af#, haowu zhi ging
If 20 and yue zhi ging %¢.21#%, and, in these examples, ging does not
necessarily mean feeling.*?! In addition, no example where ging indicates feeling

is found in the six musical chapters.

Similar to the “Yueji”, both the meanings of ging seem to be valid in the
“Xing zi ming chu”. For example, when it is said that “the way of humans
originates from qing” (dao shi yu ging &45 1~ 1), ging can be interpreted as
essential qualities of humans or what is commonly applied to humans. With this
meaning, this sentence may read that the way people should follow is based on

what is commonly accepted by humans as the right way. On the other hand, when

%18 Graham, “The Background of the Mencian Theory of Human Nature”, 259-260.
%19 Graham, “The Background of the Mencian Theory of Human Nature”, 263.

%20 See page 104. What | mean by the term “essential quality” is similar to Graham’s
definition of ging: what something genuinely is.

%21 Renqing, haowu zhi ging and yue zhi ging can be interpreted as “what is essential to
humans”, “a general attitude to likes and dislikes” and “the essential quality of music”.
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ging is discussed in relation to xin, it has a strong emotional connotation as to be
interpreted as feeling.®** For example, when it is said that if sound reflects ging
faithfully (sheng qi chu yu ging ye xin IR H15) it influences xin
profoundly, ging can be interpreted as feeling or an emotional state.

In the “Yueji” and “Xing zi ming chu”, ging as an inherent quality is barely
supposed to result in any negative consequences. However, the emphasis of the
“Yueji” on the external standard when qing is expressed may suggest a negative
connotation of qing. The changes in the meaning of ging as well as in its
connotation can be traced through a comparison of different ways the term
fanging )i is interpreted. In regard to the way of harmonising one’s will, the
“Yueji” mentions fanging.

There is a correspondence between chorus and response; [similarly],

abnormality, depravity, wrongness and honesty yield their [destined] results.

[For this reason], the principles of myriad things operate together by the same

kind. Therefore, a virtuous person harmonises his will by fanging, and

accomplishes his behaviour by comparing the kinds.

BRI IE, [BIBihTE, % &R L. iy 2 B4 DS B . i

S AR R, AL 7.3

Kong Yingda interprets ging as an excessive and shrinking feeling (yinruo
zhi qging ¥£55.2 1) while glossing the verbal fan < as “to eliminate” (fanqu
X Z). Quite the opposite, Chen Hao Pfifi (1260-1341) suggests “the integrity

of one’s nature and feeling” (xing ging zhi zheng 1% .~ 1) and reads fan as “to

%22 Regarding ging in the “Xing zi ming chu”, Michael Puett argues that ging indicates
one’s emotional disposition to respond in certain ways while drawing a contrast between
a spontaneous response of ging and the conscious internalization of yi . Based on this
contrast, Puett argues that one of the central issues of the “Xing zi ming chu” is “to
explain how humans can move from ging to yi”. According to Puett, the root of self-
cultivation lies in the “basic emotional dispositions of man” since ging is believed to
advance towards yi. This explanation can support the emphasis on moral cultivation
regarding xin in the “Xing zi ming chu”. Puett, “The Ethics of Responding Properly”, 46-
51.

%23 Interpreting hui [1] as guaiwei [Ei& (abnormal) in accordance with Kong Yingda.
%4 Liji zhengyi, 679.
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recover” (fu 12).3% It seems that both interpretations understand ging as feeling
and recognise its negative aspect; Kong Yingda directly attaches negative
meanings to ging and Chen Hao assumes a possibility of ging going astray.

However, Zheng Xuan’s glossing fan ) as ben ‘A (to be rooted in) challenges

the interpretation of ging as feeling. An example of fanging 521 in the “Wuben”
¥ K (Devotion to the Fundamentals) chapter of the Liishi chungiu could clarify

the meaning of ging.

Those who served a ruler in the past obtained the task only when they were

capable of the task. [They] received [their duty] only after fanging.

W WA, DAIRAEREAT. 02 3

Gao You interprets fanging 15 as self-reflection (neixing M %). With
ample evidence of ging denoting “actual circumstances” (shiging E17), self-
reflection can be understood as the reflection on one’s circumstances. **'
Following this interpretation of fanging, the above quotation from the “Yueji” can
be understood as meaning that since every situation has its destined way, a
virtuous person should reflect on his circumstances, particularly his emotional

circumstances in this context, and then make his will in harmony with this

destined way.

In the example of fanging, ging seems to mean one’s circumstances that
should be examined before undertaking a certain task, and this meaning is in
accordance with Zheng Xuan’s interpreting fan as ben. Although these
circumstances seem to imply an emotional state in the “Yueji”, this implication is
not strong enough to interpret ging as feeling. However, Kong Yingda and Chen
Hao understand ging as feeling while suggesting its negative aspects. In this way;,
interpretations of fanging demonstrate that feeling became more widely

recognised as the meaning of ging and more attention came to be paid to the

%5 uishi chungiu, 99.

%7 | understand “essential quality” and “actual circumstances” as the similar usages of
ging; in Graham’s term, essential quality of something means what something genuinely
is. Similarly, actual circumstances can be interpreted as genuine circumstances.
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negative consequences of ging.

In sum, following its conventional meaning in pre-Han literature, ging
mainly denotes essential quality or actual circumstances in the “Yuelun” and six
musical chapters. However, the “Yueji” and “Xing zi ming chu” occasionally use
ging to indicate feeling; in their usages, ging is not considered to have a negative
impact. However, as the “Yueji” suggests, ging is viewed as something that
should be regulated and consequently ging could be potentially considered to give
rise to negative consequences. As anticipated in the “Yueji”, ging seems to have
been widely recognised as feeling in later period while carrying negative
connotations, and the emphasis on the edifying effect of music can be suggested

as a possible reason for this change.

4.3 Little recognition of the edifying effect of music in the Lishi chungiu and

emphasis on the edifying effect in the “Yuelun” and “Yueji”

The “Yuelun” strongly advocates the positive effects of the former kings’
music; however, this idea hardly appears in the six musical chapters of the Lushi
chungiu. The only part that supports the edifying effect of music is the last
passage of the “Yinchu”, most of which has parallels with the “Yuelun” and
“Yueji”. Presenting a similar viewpoint to the “Yuelun”, this last part deviates
from the main argument of the “Yinchu” that advocates the diagnostic function of
music. When music is believed to perform a diagnostic function, music is
regarded as a direct expression of feeling which is evoked by various
circumstances. However, the last part of the “Yinchu” discusses the positive
influence of harmonious music provided by a virtuous person, which reminds us

of the function of former kings’ music advocated in the “Yuelun”.

Considering the encyclopaedic characteristic of the Lushi chungiu, it can be
suggested that the edifying effect of music has yet to earn wide recognition until
around the time of compilation of the Lushi chungiu; otherwise, this subject
would be explored in more detail. As examined in chapter 3, the argument of the
“Yuelun” about the edifying effect of music is unconventional in that it supports
the exclusive and powerful influence of music on the people. This unconventional

idea is supported by the “Yueji” where more than half the lines of the “Yuelun”
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appear almost identically, and this idea seems to have gained more currency in

later period as supposed by the changes in the meanings of xin, gi and ging.

In the ““Yuelun”, xin indicates a bodily organ where feeling or ethical
properties are seated. This meaning is also valid for many examples of xin in the
“Yueji”. However, xin has another meaning in the “Yueji”: the faculty for
perceiving. Considering that some chapters of the Xunzi such as “Jiebi” and
“Tianlun” as well as other pre-Han texts regard xin as the faculty for mental
activities, it can be suggested that this meaning appears in musical discourse after
it has been widely explored in other contexts. However, the “Yueji” does not fully
reflect these discussions since it considers xin to respond to external stimuli
mechanically without contemplative power. A more active meaning of xin is
observable in the “Xing zi ming chu” where its reaction is believed to have a

fixed direction through practice.

Another layer of meaning in the term xin could suggest that the dominant
meaning of xin in musical discourse loses its own semantic area, which brings us
to the concept of gi. According to the “Yinchu”, “wildly-moving gi” and
“depraved and haughty xin” are stimulated by low-quality sounds. Both gi and xin
are suggested as an object that is under the influence of music but the adjective of
gi is more oriented to its physical movement. This difference becomes subtle in
the ““Yuelun” where “virtuous xin” and “depraved and corrupt gi”’ are mentioned.
It can be suggested that gi comes to replace xin based on this shared meaning.
This replacement might be facilitated by the similarity in the movements of qi
and musical sound because this similarity is conducive to a convincing
explanation of the effect of music. This suggestion can find support in the “Xing
zi ming chu” where xin is presented as a perceiving organ and qi is believed to

constitute feeling.

While each specific feeling is related to qi, a more general term for feeling is
given in the “Yueji” and “Xing zi ming chu”. Qing is mainly interpreted as
essential quality or actual circumstance in pre-Han literature, and the six musical
chapters and the “Yuelun” also use ging in this meaning. Although the “Yueji”
expresses a deepened understanding of feeling by conceptualizing it with the term

ging, this view does not contribute to an advanced argument about the viewpoint
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that sees music as an expression of feeling. On the contrary, the “Yueji”
anticipates a negative connotation of qing by emphasising the external standards
for music to serve as an edifying tool.

In short, interpreting xin as a perceiving organ, gi as a physical substance
with ethical value and qging as feeling with negative connotations could make the
explanation about the effect of music more plausible; musical sound perceived by
xin can affect feeling and behaviour by resonating with gi retaining the same

ethical value as musical sound.
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5. The harmony of music: different interpretations of its cosmic significance

between the “Dayue” and “Yueji”

Among the six musical chapters, the “Dayue” and “Shiyin” discuss the
concept of harmony (he H) though focusing on different aspects. The central
argument of the “Shiyin” is that appropriate sound brings harmony to xin which
results in pleasure. Therefore, harmony is more related to the concept of xin than
music in the “Shiyin”. It is in the “Dayue” that harmony is discussed in close
relation to music. Harmony is also discussed in relation to human relationships,
and the “Yuelun” largely discusses the concept of harmony in this context as it
advocates the function of music to achieve harmony among the people. The
“Yueji” also supports the function of music to create harmony while comparing
music to the harmony of Heaven and Earth. This comparison is also given in the
“Dayue”; however, since the “Dayue” and “Yueji” discuss music and harmony
from different perspectives this identical comparison might carry dissimilar
implications. With an aim to suggest different readings of the same statement,
chapter 5 will examine several contexts where musical harmony is discussed

mainly focusing on the “Dayue”, “Yuelun” and “Yueji”.

The first part of chapter 5 will explore the meanings of five key terms of the
“Dayue”, namely taiyi K—, duliang £, shi j#, ping I~ and gong 2%, and
then discuss musical harmony from the viewpoint of the “Dayue”. The second
part will propose another interpretation of musical harmony based on the “Yuelun”
and “Yueji”, and discuss how this meaning of musical harmony is related to the
concept of “li and music” advanced in the “Yuelun” and “Yueji”. For a broader
perspective from which music is discussed, the Guoyu and Zuo zhuan will also be
examined. In addition, the Lunyu will be discussed mainly concerning its view of

the concept of “li and music”.
5.1 Musical harmony in the “Dayue”

In the “Dayue”, taiyi is regarded as the main cause of emergence of myriad
creatures, and music is also said to be rooted in taiyi. Since music, just like the

myriad creatures in the natural world, is claimed to come from taiyi, it is
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suggested that music should be seen as a product of the natural world.?®

However, another aspect of taiyi raises a doubt about this suggestion. That is,
besides the relation to music, taiyi is also understood as the principle that the ruler
should follow for the successful governance. Regarding this latter aspect, no
detailed explanation as to why the importance of taiyi as the principle for the
successful ruler is discussed under the title of “great music”. Through an
investigation into the five key terms of the “Dayue”, this section will discuss the
cosmic harmony of music as well as the ruler’s role in achieving musical harmony,
aiming at interpreting music as more than a product of the natural world.*® If the
importance of the ruler’s role in achieving musical harmony is properly explained,

this will suggest the reason for relating taiyi both to the ruler and to music.
5.1.1 Taiyi X— or dao 3&: the origin of music

As examined in 4.1.2, the “Dayue” states that taiyi designates dao, the
unseen principle that governs every phenomenon in the natural world.** The
involvement of taiyi in various natural phenomena is explained on the basis of the
concepts of liangyi Wit (two forms) and yin-yang FZF% which are derived

from taiyi. These two concepts are presented as the causes for changes in the

natural world.

Taiyi gives rise to liangyi, and liangyi give rise to yin and yang. Yin and yang
change and transform with one rising and the other descending, and they
combine to form a pattern. Confusedly moving around, once they separated
they recombine, and once they combined they separate again. This is called
“the invariable principle of Heaven”. Heaven and Earth [are like] the wheels
of a chariot; when they reach an end they start again; when they reach the
extreme they return again. There is nothing that does not accord with [this
principle]. The sun, moon, planets and stars [move] with some fast and others
slow. In different [movements], the sun and the moon complete their paths.

[As] the four seasons arise alternately, some are hot and some are cold. Some

%8 Li and Liu, Zhongguo meixueshi, 416-418.

%9 The term “cosmic harmony” will be used when harmony is compared to harmony of
Heaven and Earth or harmony in the natural world.

%0 See pages 99-101.
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are short and some are long; some are soft and some are firm. The emergence

of myriad creatures is caused by taiyi and [they] are transformed by yin and

yang.

KR, W&, B, — E—F, Gl i,

BERNTE &, & AR EE JEaE R 32 K, KAIEes, SR K. 5
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Although dao cannot be perceived directly, its existence is proved by the
results of its function such as the movements of the heavenly bodies, the
emergence of myriad creatures and the rotation of the four seasons. The myriad
creatures generated from taiyi undergo transformation through the interaction
between yin and yang which is derived from liangyi. Regarding liangyi, Gao You
interprets it as Heaven and Earth (tiandi Kb),%** whereas Chen Qiyou
understands it as two opposing properties such as firm and soft, movement and

stillness.3*®

Since liangyi is presented as the first state of existence derived from dao,
“Heaven and Earth” can be regarded as a possible interpretation of liangyi.

However, Chen Qiyou’s reading seems debatable in that his interpretation is

81 According to the Guangya J% fit (Expanded Erya), hunhun dundun J# i i is a
mimetic word expressing movement (zhuan #%). Wang Niansun quotes the “Dayue” to

explain the Guangya’s definition of hunhun dundun. Wang Niansun, Guangya shuzheng,
188.

%32 Interpreting tianchang Kf as “the invariable principle of Heaven” (tian zhi
changdao K.z 3#) in accordance with Gao You. Lishi chungiu, 40. Du Yu also
glosses tianchang as the same. Chungiu Zuo zhuan zhengyi, 1007.

%3 Liishi chungiu, 40.

34 The “Xici” %% (Appended Phrases) commentary, the “Liyun” 7i%3# (Operation of
Ritual) chapter of the Liji, and the “Taiyi sheng shui” A —/EJK (Taiyi gives rise to
water) have parallel lines to the above quotation from the “Dayue”, and they also suggest
that liangyi indicates tiandi as follows. Kong Yingda makes the same interpretation in his
annotation on the “Xici” where liangyi is said to come from taiji Afit (great ultimate).
Kong Yingda et al., Zhouyi zhengyi, 158-159. The “Liyun” says tiandi A are
generated when dayi A is split. Liji zhengyi, 437. According to the “Taiyi sheng
shui”, tiandi KM are generated after shui 7K (water) is generated from taiyi A —.
Guodian Chu mu zhujian, 125.

%> Lushi chungiu xin jiaoshi, 260-261.
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premised on the yin-yang relationship between two correlative opposing aspects.
In other words, Chen Qiyou classifies certain properties based on the yin-yang
relationship and understands each pair of properties as liangyi. Since the “Dayue”
presents liangyi prior to yin-yang, Chen’s interpretation may be questioned.

In the above quotation, yin and yang are believed to be the two forces that
cause various changes. However, yin and yang are defined less philosophically in

the Shuowen jiezi where yin is defined as “dark” (an [4]) and yang as “high and

bright” (gaoming =5 1).3*® This meaning is also observable in the Liishi chungiu.

If a house is large it is too shady; if a tower is high it is too sunny. Deep shade
causes numbness; intense sunlight causes paralysis. These are the harmful

results of not moderating shade and light.
SR, sl LR, 20500, e 2 E 0%

Heaven produced the dark and bright, cold and heat, wet and dry. [They
caused] the changes of the four seasons and changes of the myriad things. [In
these changes], there was nothing that was not beneficial; there was nothing
that was not harmful. The sages observed the moderation of darkness and
brightness and distinguished what was beneficial to the myriad things in order
to enhance [their] life. Therefore, the refined spirit kept secure within the

body, [and as a result] the lifespan was extended.

KA RZ R, Wy 2 b, |z, SRR, EARE. AL

Wb 2w, WEE 2 FIME AL, ORGSR SRR IS 5

According to the above, yin and yang express weather conditions along with
cold, heat, wet and dry. In addition, it is suggested that yin and yang should be

controlled in balance for the sake of life. Therefore, yin and yang might indicate

dark and bright in the above contexts.*** However, the Liishi chungiu advances

%36 Shuowen jiezi, 304.

%7 Liishi chunqiu, 14 (ch. “Zhongji”).
%% Lushi chunqiu, 26 (ch. “Jinshu” 4 (Fulfill the Natural Span of Life)).

%9 Similarly, yin and yang belong to the six qgi (liu gi 7<%), namely yin, yang, feng J&

(wind), yu N (rain), hui I (dark) and ming HJ (bright) according to the Zuo zhuan.
However, instead of “dark and bright”, yin and yang indicate “cold and heat” in the
context of the Zuo zhuan. For the full description of this passage, see footnote 305. In
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another meaning of yin-yang that suggests their interaction.>*

In the month of yingzhong, yin and yang are obstructed, [so they] are blocked

up; [as a result], winter [arrives].
Mg 2 A, b, PR

In general, humans and things are [the results of] the transformation of yin
and yang. Yin and yang arise from Heaven and [then] they are completed.

SN, gz b, Babyd, P K th.>?

In the above context, “dark and bright” does not fit to yin-yang in the literal
sense. According to the above quotations, the poor flow of yin and yang causes
winter to come and myriad creatures arise as a result of the interaction between
yin and yang. In this way, yin and yang are believed to trigger various natural
phenomena, and this belief also appears in the “Dayue” where yin and yang are
portrayed as the complementary forces represented by Heaven and Earth namely
liangyi. It can be suggested that from the specific concept of Heaven and Earth
the abstract concept of yin and yang is derived; therefore, it is said that yin and
yang come from liangyi. The interaction between yin and yang puts the natural
world under constant transformation and taiyi or dao is suggested as the

fundamental cause of all the phenomena in the natural world.**?

addition, the “Sishi” PUIRF (Four Seasons) chapter of the Guanzi matches the four gi
namely feng J& (wind), yang, yin and han % (cold) to spring, summer, autumn and
winter. Guanzi, 136-138.

¥ vuri Pines suggests that the concept of yin-yang as “basic cosmic forces” was
assimilated into general philosophical discourse in the third century BCE when
correlative thinking developed. This concept of yin-yang can be traced back earlier;
however, according to Yuri Pines, these earlier examples were primarily related to
particular fields such as cosmology, divination and other proto-sciences. Therefore, it is
difficult to argue that yin-yang were discussed as cosmic forces in general philosophical
discourse earlier than the third century BCE based on these examples. Pines, “Lexical
Changes in Zhanguo Texts”, 700-701.

¥ Lushi chungiu, 48 (ch. “Yinlii”).
2 Lushi chungiu, 180 (ch. “Zhifen” %17 (Knowing Distinctions)).

¥3 1t is suggested that initially taiyi did not indicate dao. For example, Ge Zhaoguang
argues that taiyi originally meant the polar star. Owing to the polar star’s constant image,
taiyi was adopted as the name of God, and later it came to indicate dao. Ge Zhaoguang,
“Zhongmiao zhi men”, 47-58. For more articles about the term taiyi as the name of the
God, see Huang, Guodian No.1 Chu Tomb and the Earliest Bamboo Slip Versions of the

130



Since dao is beyond human perception it cannot be described by a specific
name; nonetheless, dao is called taiyi if it unavoidably has to be given a name.**
Although taiyi is not the perfect name of dao, it could exhibit the most
representative characteristics of dao. According to the 25" chapter of the Laozi,
dao as the mother of all-under-Heaven gives rise to all the creatures, and it is
called da X, an alternate form for tai A (great).>*® Considering the extremely
wide sphere of its activity, da or tai can be interpreted as “extensiveness”. The
Laozi also defines dao as something undifferentiated that has existed before
Heaven and Earth. This definition, which is suggestive of Kong Yingda’s

explanation, can clarify the meaning of yi — (one). That is, annotating the term
dayi ‘K— in the “Liyun” g (Operation of Ritual) chapter of the Liji, Kong
Yingda explains that since the primordial gi (yuangi JG3) of the universe has

not been differentiated into various beings, it is called one.>*® In brief, two
prominent features of dao can be indicated by the term taiyi: “extensiveness” in
terms of the sphere its function reaches and “undifferentiated oneness” as the

potential power to generate myriad creatures.

If taiyi is extensively involved in every phenomenon in the natural world,

the root of music likewise can be said to lie in taiyi.

The origin of music lies in the distant [past]. It is generated from duliang and

rooted in taiyi.

T TR R M RN, R R— 3

Laozi & the Taiyi sheng shui, 422.

%4 For this description in the “Dayue”, see page 99.

5 Regarding the 25" chapter of the Laozi, see page 100.

8 Liji zhengyi, 437.

%7 With reference to the Beitang shuchao b4 (Excerpts from Books in the
Northern Hall) where yin is replaced by fu t, Chen Qiyou argues that yin # should be
removed to be parallel with the sentence of yue suo you lai zhe shang ye 24T 2k 3 14
. in the “Guyue” chapter. Liishi chungiu xin jiaoshi, 260. The rare usage of yinyue
4% in pre-Han literature could support the interpolation of yin. However, this cannot be

claimed with certainty since the term yinyue occurs in the “Shiyin” three times. For the
description in the Beitang shuchao, see Yu Shinan, Beitang shuchao, 487.

¥8 Lushi chungiu, 40.
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A more detailed explanation as to why music is rooted in taiyi can be advanced
from the passage below.

When budding sprouts first arise, they are given a shape through coagulation.
[If necessary] arrangements are made to [their] physical form, it makes sound
without fail. Musical sound emanates from harmony, and harmony emanates
from appropriateness. When the former kings established music, music was
achieved based on them.

WIFIARZ, B S SELULS® BRI SRR BRI, R,
R g™ i 2

Any physical substance can make sound; therefore, the argument that music is
rooted in taiyi is more specifically interpreted as meaning that anything that

makes sound whether it is animate or inanimate came into being through taiyi.

Although, taiyi is suggested as the origin of music, the main focus of the
above quotation does not seem to lie in musical sound originating from the
natural world since it presents appropriateness and harmony as the two principles

considered when the former kings established music.**® This suggests the need of

¥ Interpreting ninghan %t 3% as ningdong %&4i (coagulate) in accordance with
Zhang Binglin /iK% (1869-1936). The “Shuidi” chapter of the Guanzi says “Human
beings come into being by coagulation”. #¢%: /% A. Regarding this sentence, Zhang
Binglin explains that jian %£ is a loan for han %% which is semantically close to dong
i (to freeze) according to the Shuowen jiezi. By this account, ningjian %¢%£ in the
“Shuidi” indicates ningdong &4 and so does ninghan #%¢ }3€ in the “Dayue”. Zhang
Taiyan quanji vol. 1, 44; Shuowen jiezi, 151.

%0 Chen Qiyou amends chu to xu )i (aperture) assuming that chu is an editorial
mistake resulting from its similar shape and pronunciation to xu. Lushi chungiu xin
jiaoshi, 264. Following Chen Qiyou’s amendment, Erica Brindley suggests that “the
musical principles of the cosmos derive from the hollows of the world”. Brindley,
“Music, Cosmos, and the Development of Psychology in Early China”, 14-15. However,
if music is inherent in the cosmos, it does not require artificial arrangements. In my
opinion, the ruler’s role in achieving musical harmony is another important subject of the
“Dayue”; for this reason, | do not follow this amendment.

%1 Removing heshi Fl15# in accordance with Bi Yuan.
%2 Lishi chungiu, 40.

%3 Regarding sheng chu yu he he chu yu shi %% H FAFIRTH A58, Xiu Hailin suggests
that harmonious melody is created on the basis of appropriateness; therefore, this
sentence is not about natural sound but about artificial sound. Xiu Hailin, Zhongguo
gudai yinyue meixue, 200-201. My interpretation of this sentence is the same as what Xiu
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artificial arrangements to achieve appropriateness and harmony in music, which

brings us to the concepts of duliang and shi.
5.1.2 Duliang E® and shi i#&: appropriateness in music

As quoted earlier, the term duliang J&in is presented as another crucial
concept besides taiyi in explaining the origin of music; music originates
ultimately from taiyi, but the direct source of music is duliang. According to
Zheng Xuan’s annotations on the Zhouli and Liji, du & means “units of length”
such as zhang s and chi KX while liang = means “units of volume” such as
dou %, ou I and hu f§.*** Based on these annotations, duliang can be
interpreted as “linear and capacity measures”. Duliang are required to produce an
instrument from which sound emanates; therefore, duliang imply the need of
artificial arrangements for the standard forms of instruments which might be

sanctified by its association with the former kings and more fundamentally

Heaven as normative guidelines.**®

In brief, the argument that appropriateness and harmony should be
considered when music is established can be understood as meaning that the
standard measure for musical instruments should be adopted to make appropriate
sounds which are a prerequisite for harmonious sounds. Appropriate sound could
indicate an appropriate stimulus to the ear, and to regard music as a sensory
stimulus is to see music as an object of desire. Therefore, from the viewpoint of
the “Dayue”, the value of music lies in its function to evoke pleasure; throughout

the “Dayue”, “great music” is mentioned only once while being defined as what

Hailin suggests, and | will extend my discussion by examining how this artificially
achieved musical harmony participates in harmony in the natural world.

%4 Zhouli zhushu, 111; Liji zhengyi, 299.

1 zhang L is equal to 10 chi KX which was equivalent to 2.31m during the Warring
States period. 1 hu 5 is equal to 10 dou =} or 100 sheng JI; 1 dou *Z is equal to 5
sheng; 1 ou [% is equal to 5 dou 2. The volume of 1 hu was not the same among states

during the Warring States period. It approximately amounted to 20L. Hanyu da cidian
(appendix and index volume), 3.

%5 This implication finds supports in the “Shiyin” where appropriateness is defined in
regard to size and weight of instruments. See pages 59-60.
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brings delight.®*** For music to evoke pleasure, the intensity of sound needs to
remain at an appropriate level because too strong sound only hurts life without
pleasure, as described in the “Chiyue”.**’ For this reason, duliang or measures
are required in order to define the proper standard for musical instruments. Only
when sound emanates from a musical instrument in standard form can it serve as
an appropriate stimulus which evokes pleasure and thus be regarded as music.
This is one of the possible readings of the argument, “[music] is generated from

duliang”.

The “Dayue” suggests regulation of appetite and desire as the prior task
before engaging in music. The reason for this suggestion can be discussed in
relation to appropriateness.

There is a way to accomplish music. Appetite and desire must be regulated. It
is only when appetite and desire are not depraved and aberrant that [one] can
devote an effort to music.

B . DTG RK. BERRANKE S S5y n 5%
Excessive desire for music makes it difficult to keep appropriateness when
establishing music; therefore, desire needs to be controlled in order to accept the

restrictions imposed on music.**® Only then does music sound harmonious and

makes people happy.
5.1.3 Ping 4*: a necessary condition for enjoying music

Although a standard form is essential to produce a pleasing sound, it is not
the only condition for a positive feeling. No matter how beautiful music is, it

might not be fully appreciated by the people in a dire situation and thus of little

%% For the passage describing “great music”, see page 27.

%7 For this aspect, see 3.1.1.

%8 Interpreting pi k¥ as xiepi JIifi (depraved and aberrant) based on Yu Yue, Zhuzi
pingyi, 135.

%9 Lushi chungiu, 40.

%0 The need for regulating desire appears to be contradictory to the concept of an
inherent desire for music. As an establisher of music, the sage ruler seems to be
particularly expected to regulate desire even in the “Dayue”. However, ordinary people
are not required to regulate desire; their desire remains at a decent level by being
provided with appropriate stimuli.
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value.

It is not that a doomed country and oppressed people have no music, but that
their music does not sound pleasing. It is not that a drowning man does not
laugh, a condemned man does not sing, or a crazy man does not dance. The
music of a disordered age is similar to these. If ruler and subject lose their
positions, father and son lose their places, husband and wife lose their
propriety, and the people groan, what is to be done about playing music?

CEIZER, JEfmagth, HEgRgs BEdE %, JEAIEA W, JEH

JERNEARL S Bl 248, HRR L. BRAN, Q7K Kk, I

NG DR, 2 (] 7%

A drowning person can be seen to laugh, but this laugh might not be
regarded as a true laugh because it does not express his amusement. Similarly, a

doomed country can have music but this music is not considered real music

because it does not sound pleasing to the people under adverse circumstances.

A similar idea is proposed in the “Mingli” W]¥{ (Elucidating the Principles)
chapter of the Lushi chungiu.

The people [suffer] sexual disinclination and miscarriages. Wild birds and

beasts are barren and infertile. Grasses and trees are stunted and not exuberant.

The five crops wither and do not ripen. What is to be done about playing

music?

AN, SR AN, FORM NN, WO, H AR

W, A2 o 5P

The “Mingli” mainly describes bizarre incidents which can be understood as

inauspicious signs that reveal the devastating circumstances of a country. Under

%L Gao You annotates this sentence quoting the Zuo zhuan: “A drowning man is sure to
laugh.” {35 A 4%, Regarding this sentence, Du Yu explains that “a drowning man
cannot but laugh in spite of himself”. Chungiu Zuo zhuan zhengyi, 1048. Although it
does not sound very plausible, a drowning man might look as if he laughed as Chen
Qiyou guesses. Lishi chungiu xin jiaoshi, 265.

%2 Wu & is interpreted as a loan for wu #£ (to dance) based on Jiang Weigiao et al.,
Lushi chungiu huijiao, 111.

%3 Luishi chungiu, 40.
%4 Lushi chungiu, 51.
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such devastating circumstances, music might not be fully enjoyed; therefore,
producing music is considered pointless. Sage-like rulers can understand this
aspect and achieve perfect music but many mediocre rulers cannot undertake this
task.

The Five Sovereigns and the Three Kings devoted greatest effort into music.
Rulers of chaotic countries have never understood music because they are
mediocre rulers.

i = B2, 2R BB Y, KRG, ST

How can the rulers of a disordered age have heard perfect music? [As] they
never have heard perfect music, their music is not pleasing.

BLIEZE, BHIRE R, Hgqgs e
In a disordered age, people find it difficult to feel happy about music, and for this

reason, perfect music cannot be accomplished.

With regard to a necessary condition for music to evoke pleasure, the
“Dayue” presents the concept of ping .
All-under-Heaven are in great ping, the myriad things are secure and peaceful,

and all [the people] follow their superior; only then can music be
accomplished.

KRR, s, S B3 g ml.

Delight and glee arise from ping, and ping arises from dao.

BomA A, A A%

Ping “I* in the second quotation is interpreted as harmony by Gao You.

Harmonious circumstances can be one of the features of a society where ping is
maintained but it seems insufficient to fully describe the meaning of ping. On the

other hand, Scott Cook understands ping as Confucian ‘“hierarchical balance

%> Lushi chungiu, 50 (ch. “Mingli”).
%5 | uishi chungiu, 52 (ch. “Mingli”).

%7 Interpreting hua 1t as sui B (follow) in accordance with Gao You. Liishi chungiu,
40.

%8 Lishi chungiu, 40.
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among diverse and unequal parameters”.**® However, although ping could imply
a hierarchical balance in a certain context, whether this implication is applicable
to the “Dayue” where ping is believed to arise from dao needs further

examination.

Considering that the circumstances of the people are under great influence of
the ruler, the statement of “ping arises from dao” might be interpreted as meaning
that ping is achieved by ruler’s following dao. The last passage of the “Dayue”
describes the achievements of the ruler who follows dao. Therefore, these
achievements can be interpreted as the features of the state where dao prevails,
and they thus can be regarded as the state where ping is achieved.

Therefore, the one [results in] established order and the dual [results in]
disordered following. The former sages discarded the dual and emulated the
one; on this account, they [could] understand the actual situations of the
myriad things. Therefore, if [a man] is able to engage in politics based on the
one, [he] brings joy to ruler and subject; harmony to people in distant and
near areas; pleasure to the black-headed people; unity to clan relatives. If [a
man] is able to cultivate himself based on the one, [he] stays clear of calamity;
lives out his full span of life; preserves his life intact. If [a man] is able to
govern his country based on the one, the dishonest and treacherous disappear,
the wise arrive, and great transformation is achieved. If [a man] is able to
govern all-under-Heaven based on the one, cold and hot [weather] is well-
suited, wind and rain come timely, and he becomes a sage. Therefore, if
understanding the one [they] become perspicacious; if illuminating the dual

[they] become demented.

e — R, Wt RS SRk R s 2 e

%9 Cook, “The Liishi chungiu and the Resolution of Philosophical Dissonance”, 332.

0 Chen Qiyou interprets yi — as dao or the ruler, and liang i as myriad things or
subjects. Lushi chungiu xin jiaoshi, 267. Regarding Chen Qiyou’s interpretation, Scott
Cook argues that “this is basically the right idea, as we now move from the cosmic order
to reflections of its principles as they operate in the human sphere”. Cook, “The Lishi
chungiu and the Resolution of Philosophical Dissonance”, 328. Although this passage
suggests the political application of dao, it might be difficult to regard yi and liang as the
ruler and subjects or myriad things because this interpretation prevents a consistent
rendering of yi and liang within a short passage. Instead of following Chen Qiyou’s
reading, | interpret yi and liang as the one holistic principle namely dao and two
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The above quotation appears right after the passage regarding dao whose
tentative name is presented as taiyi. Therefore, yi — (the one) in the above
quotation can be said to indicate taiyi or dao. This passage first enumerates the
positive effects of dao when it is applied to politics; they are portrayed as delight
and harmony among people. After this description, more examples of the positive
effects of dao from three perspectives are described. At an individual level, if a
person adopts dao as his guiding principle he prolongs his life, and then he
achieves great transformation in his country. Finally, at a cosmic level, his
governance leads to smooth functioning of the natural world.*"* At this final level,
one becomes a sage and his achievement is on a par with that of dao.

According to the above quotation, harmony is one of the effects of the

implementation of dao into governance. In other words, harmony is expected

principles throughout this passage. The “Buer” 4~ (No Duality) and “Zhiyi” #{—
(Upholding Unity) chapters of the Lushi chungiu also contrast the advantages of one
principle and disadvantages of two principles.

In order to contrast the opposing meanings of yi and liang, | read zongting i
(disordered following) for congting 7 based on Xu Weiyu, Lishi chungiu jishi, 111.

¥ Interpreting ze £ as qi Z (to discard) in accordance with Gao You. Yu Yue
suggests ze % is a mistake for shi £ (to release) while Wang Shumin suggests ze %
is interchangeable with shi . Yu Yue, Zhuzi pingyi, 135; Wang Shumin, Lushi chungiu
jiaobu, 12.

%2 The benefits of zhiyi %1— are discussed in more detail in the “Lunren” i A
(Assessing Others) chapter of the Lishi chungiu.

3 Liishi chungiu, 40-41.

%74 James Sellmann interprets this last achievement as meaning that the ruler “becomes a
sage ruler by developing the efficacious abilities to influence the climatic weather
condition.” Sellmann, Timing and Rulership in Master Li's Spring and Autumn Annals,
124. However, these efficacious abilities might not mean a ruler’s direct influence on the
natural world. Considering that every opening chapter of the “Shier ji” part describes
natural calamities that occur when the ruler violates monthly ordinances, the focus still
seems to lie in the ruler’s role in governing society in accordance with changes in the
natural world. The ruler can be considered to have an efficacious ability in the sense that
his governing the human relam can trigger a response from the natural world. This
subject will be discussed in more detail in 5.1.5.
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when ping is maintained by following dao. Although some of the effects such as
“pleasure between ruler and subject” suggest a Confucian viewpoint where
hierarchical social relationship is emphasised, other achievements such as
preservation of life and timely occurrences of natural phenomena make it difficult
to interpret ping as Confucian hierarchical balance. Balance without the
implication of hierarchy might be closer to the meaning of ping.®” In a country
where balance is maintained, people are secure and peaceful while forming
harmonious social and family relationships. Only under these secure and peaceful
circumstances can great music be accomplished because people are provided with
favourable conditions for enjoying music; if music is not to be enjoyed it is not

considered “real” music and thus the accomplishment of music is unfeasible.
5.1.4 Gong 4 : statecraft of a successful ruler

In the “Dayue”, music is supposed to bring pleasure; however, this function
of music cannot be expected unless security and peace are ensured. Therefore, it
is a ruler’s responsibility to achieve ping or balance in his country before
promoting music, and the concept of gong 7% is discussed in relation to a
requirement of the ruler for achieving balance.

There are tactics in devoting efforts to music. It must come from balance.

Balance comes from gong, and gong comes from dao. Therefore, one can

discuss music only with a man who has attained dao!

BRAM. Ll PHIRA, AHROE. BHEREZ A, HaT B
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Gao You interprets gong 2% as zheng 1= (righteousness). However, this

¥ In order to define “balance”, the meaning of gong needs to be identified because the
“Dayue” argues that “ping comes from gong”. The meaning of gong is close to
impartiality, which will be discussed in the following section. Judging from the meaning
of gong, it can be suggested that balance is achieved by no one being unfairly treated
better or worse out of personal preference.

Emphasising self-cultivation as the means to make one’s xin in balance, Erica Brindley
interprets ping as “the equilibrium of the human heart-mind”. Brindley, “Music, Cosmos,
and the Development of Psychology in Early China”, 45. However, | think gong is
related to an attitude towards others, and thus ping which comes from gong is more
associated with others than oneself.

%76 Luishi chungiu, 40.
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explanation does not provide much information about the meaning of gong
because the term zheng requires another concept to define its meaning; in other
words, a criterion for righteousness is needed. Scott Cook defines gong as “the
absence of hierarchical or value distinctions” from a Laoist viewpoint. Cook
draws a contrast between ping ‘I~ (balance) and gong which according to him
represent Confucian and Laoist ideas respectively.*’" As a result, the term gong is
largely interpreted as an antithesis of Confucian balance that Cook believes the

term ping implies.

According to the above quotation, a person possessing dao can discuss
music. Therefore, gong, which is directly related to dao, can be discussed in
connection with a person who assumes a responsibility for the establishment of
music, namely the ruler. The term gong is discussed as the fundamental
requirements for the perfect ruler in the “Guigong” # 2% (Honouring gong) and
“Renshu” T8 (Entrusting to the Principle) chapters of the Lushi chungiu.
Therefore, the meaning of gong derived from these two chapters can help
elucidate how to understand this term in the context of the “Dayue”. In the

“Guigong”, gong is suggested as the key to successful rulership.

In the past, when the former sage kings governed all-under-Heaven, they
always gave priority to gong. [If the ruler governs based on] gong, all-under-
Heaven should be in balance; [therefore], balance is attained by gong. Once
we examine the records of the past, there were a multitude of people who won
all-under-Heaven. Those who won did so through gong, and those who lost

did so through partiality (pian fi#). In general, the ruler’s status is gained by
gong.

HRELZHRK ML, Bn. AR MR, PRRA. Gl LK,
AR FERE, HAZUA, R Z0nDR. LE2rth, ERa e

77 While contrasting Confucian implication of ping and Laoist implication of gong,
Cook argues that the Lishi chungiu intends to efface the divergence between Laoist lack
of distinctions and the Confucian hierarchical balance by linking gong and ping. Cook,
“The Lushi chungiu and the Resolution of Philosophical Dissonance”, 331-332. However,
it is doubtful that these two closely related concepts imply conflicting ideas.

%78 Luishi chungiu, 14.
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The above passage reveals a similarity to the “Dayue” by arguing that “ping
is attained by gong”. Similar to the “Dayue”, the “Guigong” uses the term ping to
express the circumstances of all-under-Heaven. In this passage, pian fki
(partiality) is presented as an antonym for gong; therefore, gong can be perceived
in the sense of “impartiality”. Once the ruler maintains impartiality, he can bring
about balance in the whole country. An impartial ruler does not support a
particular person or group, and thus balance in terms of no favouritism is

achieved, as suggested in the quotation given below.

All-under-Heaven does not belong to one person; it belongs to all-under-
Heaven. The harmony of yin and yang does not bring up [only] one species,
sweet dew and seasonable rain are not partial to one thing, and the ruler of the

myriad people is not partial to a single person.

KEFFE—=AZK I, KFZRK ML B2, SR, Hikliym,
ARy, BRZE, FP— A5

The “Guigong” takes natural phenomena as an example of the way of gong.
Just like the natural world that nurtures all the myriad creatures equally, a ruler
should not express special affection towards a particular person. Not only
personal feeling but also any information acquired from sensory organs should be

rejected in order to be impartial, as described in the “Renshu”.

Furthermore, the ear, eye, wisdom and skill are indeed not sufficient to be
trusted. Only enforcing the rule and implementing the principle can be

considered [reliable].
HORH By, EASEN. MM, 173 mg %

If [a sense of] hearing is removed and [thus] there is no means of hearing,
acute hearing is gained. If eyesight is removed and [thus] there is no means of
seeing, clear seeing is gained. If [the capacity to] know is removed and [thus]

there is no means of knowing, impartiality is gained.

FHBAE AR N, Rl ALl FLAW]. 2 DL il %

9 Lushi chungiu, 14.
%0 | iishi chungiu, 144.
%1 Lushi chungiu, 144.
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Information received in sensory organs is not trustworthy. When there is no
information from these organs, clear perception is gained. With this clear
perception, a ruler should follow the rules and principles.®® As a specific
example of following the rules and principles, the “Renshu” explains the way of

responding in accordance with a given situation.

Perfect wisdom discards wisdom, the perfect humaneness forgets humaneness,
and the perfect virtue is not virtuous. Without speaking and thinking, wait for
a [favourable] time in quiescence and make a response when the time comes.
Those who keep serenity of xin win. In general, the principle of response [is
based on] being clear, pure, gong and unadorned, and [it] keeps its beginning
and end rightly. Thereupon, [the ruler] masters the rule, brings out singing in
chorus without singing first, and causes [others] to follow without taking the
lead. The ancient kings seldom acted, but mostly accorded with [a given
situation]. Accordance is the skill of the ruler; acting is the way of subjects.

Acting entails troubles; accordance entails quiescence.

BEER, BB, TENE S, mRLURRE, REEmE DR
Hls. UIEZH, WiFAEK, MIERZAE. SHmK, AR, Mo hh.
w2 B, WA, K%, N3, Ao, B3, FEt. BHEZR,
PR )i 42 %2

In a paradoxical argument, wisdom, humaneness and virtue, which are
bound by values of the human realm, are rejected. Forswearing personal thinking
and intervention, the ruler should respond to the demands of the occasion. Gong
is mentioned as one of the requirements necessary for prompt response. In
responding to the demands of the occasion, the ruler does not make a personal

intervention while allowing subjects to take action.®®* In short, gong can be

%2 The contrast between information from the sensory organs and the rules and
principles is similar to the contrast between the concepts of subjective and objective in
Huang-Lao 5% thought suggested by Peerenboom. According to Peerenboom,
“subjective” is related to “what one perceives, experiences, knows based on one’s limited,
biased perspective” while “objective” is related to “what corresponds to “the world out
there”, to reality”. Huang-Lao thought also argues that one can perceive objective reality
by overcoming subjective bias. Peerenboom, Law and Morality in Ancient China, 38-39.

%3 Lushi chungiu, 145.

%4 Two main interpretations about the non-acting ruler and acting subject are suggested;
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interpreted as “impartiality” achieved by eliminating personal feeling and

judgement; one is able to make the best decision by maintaining impartiality.
5.1.5 Cosmic harmony of music in the “Dayue”

Up to this point, five key terms of the “Dayue” have been examined, and one
possible reading of the “Dayue” based on these five terms can be suggested as
follows. Music whose origin lies in taiyi — is regarded as an object of desire;
therefore, music is considered of value when it brings pleasure. For music to
evoke pleasure, two conditions need to be satisfied: one is regarding musical
instruments and the other is regarding the circumstances of the people. As for
musical instruments, they should be produced adopting right measures (duliang
Ji& 1) to maintain appropriateness (shi i#4). Without appropriateness, their sounds
are not harmonious and as a result pleasure cannot be expected. To satisfy this
condition, the establisher of music or the ruler is required to regulate his desire. If
the ruler has a strong desire for music he seeks for a more and more powerful
stimulus and consequently the appropriateness of music is ignored. Another
condition for great music is secure and peaceful circumstances of the people
because the people find it difficult to enjoy music when in a desperate situation.

To foster favourable conditions for enjoying music, the ruler should achieve

one is regarding its political implication and the other is regarding its philosophical
background. Hu Shi ;i (1891-1962) understands this scheme as a political system for
preventing problems caused by incompetent hereditary rulers. In this system, it is the
subject and not the ruler who takes charge of governance. Even though the ruler is said to
assume major significance, there is nothing he can do in practical matters under this
system. Hu Shi, “Du Lushi chungiu”, 188-192.

On the other hand, Michael Puett understands a quiescent ruler and an acting subject as
one of the strategies that advocate the link between man-made culture and the natural
world during the Warring States period. That is, although conscious acting is not the way
of the ruler, the ruler is still involved in acting by allowing a subject to act through his
quiescence which accords with the way of the natural world. In this way, the ruler
contributes to man-made culture while being linked to the natural world. Puett, “Nature
and Artifice”, 506-511.

Considering that the Lishi chungiu was compiled under the supervision of Li Buwei, Hu
Shi’s viewpoint that emphasises constraint of sovereign power can be one of the possible
readings of non-acting ruler and acting subject. In-depth discussion about non-acting
ruler could suggest an increased philosophical concern about the principle governing the
natural world. However, whether the ruler’s quiescence and subject’s act can be
contrasted representing the natural world and man-made culture needs further
examination.
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balance (ping “I*) in his country by maintaining impartiality (gong 7). Besides
its role as the origin of music, taiyi is suggested as the principle that the ruler
should follow for this goal. In short, musical harmony and peaceful circumstances,
for which the ruler is responsible, are the necessary conditions for the

accomplishment of great music.

According to the above interpretation of great music, music is more of a
result of artificial arrangements than a product intrinsic to the natural world.
However, regarding musical harmony the “Dayue” advances an argument that

seemingly runs counter to the above interpretation.

In general, music is the harmony of Heaven and Earth, and the blend of yin

and yang.
JLEE, K2 F, bz i %

If we put emphasis on music as a product of the natural world, this statement
can read as follows; since music is achieved by the interaction between yin and
yang, music is compared to harmony in the natural world where various
phenomena resulting from the interaction between yin and yang occur in
harmony. *® However, considering the importance of artificial regulation in
achieving musical harmony, it seems more reasonable to suggest that this
statement shows two aspects of music, as in the first statement of the “Dayue”
where duliang or measure and taiyi are mentioned. In other words, “the blend of
yin and yang” (yinyang zhi tiao ye [z[%.~ i) suggests that an interaction
between yin and yang is necessary to achieve music since materials for musical
instruments are acquired by this interaction, whereas “the harmony of Heaven and
Earth” (tiandi zhi he KM, 2 1) suggests that harmonious music achieved by

ruler’s commitment contributes to harmony in the natural world.

This contribution can be understood on the basis of the concept of resonance.

%> Lushi chungiu, 40.

%8 Similar to this reading, musical harmony in the “Dayue” is often interpreted as an
expression or imitation of harmony in the natural world. For example, see Li and Liu,
Zhongguo meixueshi, 418; Cai Zhongde, Zhongguo yinyue meixueshi, 226; Brindley,
“Music, Cosmos, and the Development of Psychology in Early China”, 14-15; Puett, To
Become a God, 175.
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As the sound of Shida’s zither attracts yin qgi, musical sound is believed to
resonate with gi pervading the natural world.**’ In order to cause harmonious
resonance, sound needs to be harmonious and this is where the ruler’s
commitment is required; the ruler should consider harmony and appropriateness
when establishing music. The ruler’s commitment can be understood in a
different way if we follow Michael Puett’s argument: humans who follow taiyi
bring harmony to the natural world by means of music.*® From Puett’s
viewpoint, the sages’ creation of music is understood as the fulfillment of natural
processes and music serves as a means for humans to regulate the natural world.
From a similar perspective, Puett discusses the “Lunren” i A (Assessing
Others) and “Wugong” 7J%; (Not to be Done in Person) chapters focusing on

the divine ruler.°

However, the main subject of the “Lunren” is the way of judging people and
the “Wugong” mainly argues that the ruler should not engage in the duties of his

subjects, and these chapters suggest following taiyi or yi — as the way to

succeed in these tasks. Therefore, these chapters can be said to focus more on the
application of taiyi in the human realm than divine achievements manifested in
the natural world. Similarly, if the cosmic harmony of music in the “Dayue” is
understood as the result of the ruler’s divine intervention in natural processes, it
might not go well with one of the main subjects of the “Dayue”, namely the

application of taiyi in the human realm.

According to the “Dayue”, the sage does contribute to the smooth operation

%7 For similar viewpoints, see pages 39-41, 75-76 and 116.
%8 pyett, To Become a God, 175.

%9 Michael Puett understands correlative cosmology emerging in the late Warring States
period as an attempt to establish genealogical continuity between spiritual and human
worlds which was formerly created by the sacrificial system. That is, the sacrificial
system anthropomorphized the divine to ensure continuity between the two worlds
whereas correlative cosmology undertakes this task by making the divine human. From
this perspective, Puett suggests that the sage is endowed with a profound ability even as
to affect the operation of the natural world. For various examples of anthropomorphizing
the divine based on correlative cosmology, see Puett, To Become a God, 160-196.

However, Puett’s anthropological approach to the emergence of correlative cosmology
might not be readily applicable to the “Dayue” as well as the “Lunren” and “Wugong”
where the application of dao is discussed mainly in the context of statecraft.
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of the natural world, such as well-suited weather and timely wind and rain, by
following dao. If the divine achievement is not a proper understanding, what can
be an alternative reading of these achievements? One possible answer can be
formulated based on the descriptions of natural calamities resulting from violating
monthly ordinances, which are provided in each opening chapter of the “Shier ji”
part. For example, the “Mengchun” 7% (The First Month of Spring) chapter

describes as follows.

If in the first month of spring the ordinances for summer are put into effect,
wind and rain will be unseasonable, grasses and trees will wither early, and

the country will thereupon become frightened.
wARATE S, MR, SRS, B

Each month exhibits different natural phenomena, which suggests that dao
operates differently in each month. Similar to the way of dao, the ruler should
enforce different ordinances in accordance with monthly changes. If the ruler
adopts monthly ordinances, he achieves successful governance in harmony with
the smooth functioning of the natural world. However, if he deviates from dao by
violating monthly ordinances, the natural world responds to this deviation by
bringing natural calamities. This response or resonance could be explained on the
basis of “correlative thinking” that underpins early Han cosmology where all

391

parts of the cosmos are connected like an organic body.”*> As an organic entity,

%0 | iishi chungiu, 11.

%1 Correlative thinking, which was developed not only in ancient China but also in most
other civilisations, “draws systematic correspondence among aspects of various order of
reality or realms of cosmos”. Henderson, The Development and Decline of Chinese
Cosmology, 1. Angus Graham explains that in ancient China, correlative thinking shaped
a vast system where the human realm is related to the cosmic world being grouped into
numerical categories based on the concepts of Yin and Yang, Five Phases, Eight Trigrams
and Sixty four Hexagrams. Graham, Yin-Yang and the Nature of Correlative Thinking, 1.

Joseph Needham characterizes the correlative system in ancient China by using the term
“organism”; each correspondence in the system forms one colossal pattern, and every
constituent participating in this pattern is expected to behave in a particular way in
accordance with its relational position in the whole world of organism. Needham,
Science and Civilisation in China vol. 2, 281.

This organic system functions on the basis of resonant interaction between constituents.
However, as John Henderson indicates, the concept of resonance is not intrinsic to
correlative thinking; correlative system can be static numerological one. For example,
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“a disturbance in one part of the system reverberates throughout the whole” %

Under this system, the ruler’s failure to behave correctly can bring about

abnormality in the natural world.

Resonance between the human and natural worlds which is suggested in
every opening chapter can be supported by the “Zhaolei” %1 (Attraction

between the Same Kind) chapter.

Things belonging to the same kind attract each other; things sharing the same
gi join together; the same sounds respond to [each other]. Therefore, if [one]
strikes gong [on one instrument] then gong [on the other instrument] will
respond; if [one] strikes jue [on one instrument] then jue [on the other
instrument] will vibrate. ... The sage could not foster the [right] time, but he
was able to match his activities to a [given] situation. When [a person’s]
activities are in accordance with a [given] situation, his accomplishments

become great.
JAAH A, SRS, B, S M i, Soaimms). ... AR
BERSIE, MRS My, i A JL oy K 5
The “Zhaolei” does not discuss resonance between the human and cosmic realms
as its description is mainly centred on human activities. However, the concept of
resonance or response (ying M) bears a resemblance to resonant interaction
between the human and cosmic realms that forms the basis of Han cosmology.**
Since the Lishi chungiu warns that natural calamities result from violating

monthly ordinances, it can be suggested that the Lushi chungiu assumes

resonance between the human and natural realms although this assumption has

four seasons are related to four limbs of the body but it does not necessarily assume their
interaction at a distance. The concept of resonance was mainly explored by Han
cosmologists and it became an important concept in explaining correspondence between
the human and cosmic realms. Henderson, The Development and Decline of Chinese
Cosmology, 22; Henderson, “Cosmology”, 189.

%2 Major, Heaven and Earth in Early Han Thought, 31.
%3 Lushi chungiu, 181-182.

¥4 Musical resonance is believed to contribute to formulating Han cosmology by
providing empirical evidence of resonance between similar elements. For this argument,
see DeWoskin, A Song for One or Two, 70-83; Henderson, The Development and Decline
of Chinese Cosmology, 22-24.
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yet to be clearly formulated in an organized argument. Based on this assumption,
the smooth operation of the natural world which is described as the divine
achievement of the ruler might be more properly understood as the response of
the natural world to the ruler’s following dao. From this perspective, the cosmic
harmony of music can be understood as one of the results produced by a

favourable response of the natural world to the ruler’s following dao.

5.2 Musical harmony and the concept of “li and music” in the “Yuelun” and

“Yueji”

Music is also portrayed as the harmony of Heaven and Earth in the “Yueji”.
However, unlike the “Dayue” where only musical harmony is discussed, the

“Yueji” juxtaposes musical harmony with order of Ii.

Music is the harmony of Heaven and Earth; li is the order of Heaven and
Earth.

Ge, Kb ZFith, i, K27 >

Music is perceived differently between the Lushi chungiu and “Yuelun”. For
example, music is mainly regarded as an object of desire in the Lishi chungiu
whereas music is largely perceived as a governing tool in the “Yuelun”, and the
“Yueji” shares the same viewpoint. If their perceptions of music are different,
their interpretation of musical harmony might not be the same. Therefore, the
same statement: “music is the harmony of Heaven and Earth” in the “Dayue” and

“Yueji” can have different implications. *® Section 5.2 will examine the

%% Liji zhengyi, 667.

% i Zehou and Liu Gangji suggest that the Liishi chungiu and “Yueji” present different
viewpoints although these two texts equally advocate the cosmic harmony of music. Li
and Liu, Zhongguo meixueshi, 423-425. However, instead of focusing on how these two
texts differently interpret cosmic harmony, their comparison is mainly based on the
contrast between Daoist and Confucian viewpoints. For example, they argue that the
“Yueji” emphasises harmonious relationships among people in different social strata as
the effect produced by music. According to them, although the Lishi chungiu also
supports this aspect, it puts emphasis on dao as a crucial factor to enable this function.

I agree that musical harmony is interpreted in close relation to social harmony in the
“Yueji” but it is not clearly explained how this social harmony is extended to a cosmic
level. In addition, | do not agree that the Lishi chungiu advances a similar viewpoint on
harmony to the “Yueji”. | will discuss how the concept of harmony is differently
interpreted between the “Dayue” and “Yueji” and suggest different implications of their
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implication of musical harmony in the “Yuelun” both from social and cosmic
perspectives, followed by the same examination focusing on the “Yueji”. If a
different perception of musical harmony is addressed based on the “Yuelun and
“Yueji”, this will suggest another understanding of the concept of “li and
music”.>®" Apart from these two texts, the Lunyu, Guoyu and Zuo zhuan will be
examined focusing on musical harmony and the concept of “li and music”, with
an aim to demonstrate the particular role of the “Yuelun” and “Yueji” in

advancing the concept of “li and music”.
5.2.1 Musical harmony in the “Yuelun”

The term he A1 (harmony) occurs in the “Yuelun” sixteen times. The high

frequency of the term shows that harmony is one of the key concepts in the
“Yuelun”; however, harmony seems to be more closely related to harmonious
human relationship than musical harmony. Among sixteen occurrences, only four

examples mention harmony in relation to music as shown below.

Music is the great uniformity of all-under-Heaven and the fundamental

principles of the mean and of harmony.
Yek, K2 KPH, Rz iid.®

Music is harmony that can never be altered; li is regulation that can never be
changed.

Geth e, RZ AT RS, i, B2 ASA] ) %

The large mouth organ and middle mouth organ sound solemn and
harmonious.

S

cosmic harmony of music.

%7 As discussed in 3.1.3, music is perceived as one of the elements regulated by li in the
“Shiyin”. Another relationship between li and music based on their complementary
functions will be discussed in this section.

%8 Xunzi jijie, 380.

li B asshi . I understand shi is semantically close to zhi 75 (govern) based on Kong
Yingda’s annotation: “once li is manifested in appearance and is practised then politeness
and respectfulness are regulated.” 7 WA %172, MIASHLEE 5., Liji zhengyi, 682.
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Make music harmonious, without being unrestrained.
FOEET AR

From the viewpoint of the “Yuelun”, music is expected to edify the people;
therefore, it is supposed that musical harmony is closely related to social harmony
resulting from the edifying effect of music. This supposition gains support by
examining the contexts where the above sentences are mentioned. Apart from the
third sentence that describes sounds of musical instruments, the other three
sentences understand harmony beyond musical harmony. That is, as examined in
chapter 3, the first sentence appears in the third attack on Mozi.** In this first
attack, after enumerating the beneficial effects of music, the “Yuelun” finally
states that music is “the fundamental principles of the mean and of harmony”.
Therefore, this harmony is more related to harmony achieved by music than
musical harmony. The second sentence is followed by the passage below.

Music unites what is common while li distinguishes what is different. The

fundamentals of li and music govern human xin. Seeking out the root [of

things] and carrying out transformation to the limit are the essential quality of
music. Exhibiting the sincere and eliminating the artificial are the invariable

principle of li.

SR, TS TR, BT AL BN, 9N, F ok

KA, A,

The pairing of li and music was mentioned in the “Shiyin”, but it did not

0 Xunzi jijie, 383.

harmonious) and hele (harmonious and pleasant). Both interpretations seem acceptable in
this context but | choose the former since the same phrase occurs after the description of

02 See page 78.

Jaran

“S3 The meanings of tong #% and guan ‘& are uncertain. The “Yueji” has a similar
sentence where tong is replaced by shuo & (theory) and renxin A.C» is replaced by
renging A% (human feeling). Regarding this sentence, Zheng Xuan glosses guan
as bao fJ (embrace). Liji zhengyi, 682. From a viewpoint that emphasises the effects of
music and li on xin, | translate guan as “govern” while understanding bao as “embracing
human xin as the area where the effects of music and li reach”. In addition, among
various meanings of tong, | choose a meaning close to shuo.

04 Xunzi jijie, 382.
150



discuss the complementary functions of li and music. In the “Shiyin”, music is
regarded as an object of desire, and as an object whose form needs to be regulated
by li, music does not occupy an equal status with li. However, in the “Yuelun”,
music seems to assume the same significance as li; li and music serve as the
complementary tools for unity and distinction. Music and li are believed to
influence xin; that being so, unity and distinction can be said to be the result of
music and li influencing xin. Similarly, when it is said that “music is harmony that
can never be altered” this harmony may indicate harmony achieved by music

influencing xin.

The fourth sentence is presented as one of the five conditions that are
required to succeed in cultivating oneself and stabilizing the country and all-
under-Heaven as well.*® Therefore, it can be said that this sentence also assumes
the effect of harmonious music. In this way, even in the cases where harmony is
mentioned in relation to music, harmony has strong implication of social harmony.
In short, the interpretation of musical harmony of the “Yuelun” is different from
that of the “Dayue” in that this concept is more oriented to social harmony than
harmonious sounds. Another difference between the “Yuelun” and “Dayue” can

be found in their viewpoints on the relation between music and the natural world.

Thus, [music’s] clarity and brightness embody the sky; its breadth and

h 406

greatness embody the eart [The dancing movements] of looking up and

down and revolving resemble the four seasons.
WL R OR, FLE K S, AR A B A BLA PUBg 7

The drum is the king of music! Therefore, it resembles the sky. The bell

resembles the earth; the chime stone resembles water; the large mouth organ,

“% Xunzi jijie, 385: “Being clear about [the distinction between] noble and humble;
distinguishing superior and inferior; making music harmonious without being
unrestrained; respecting the elders without leaving anyone out; being peaceful and
comfortable without disorder. These five kinds of conduct are sufficient to rectify oneself
and to make the country tranquil. If the country is tranquil, all-under-Heaven becomes
tranquil.” S, BEREHE, RISV, BRMAE, ZHMARL LAfTH, e
LUE S 228z, 1% 1mR P4,

“% In order to emphasise the physical properties of tian % and di i, | term them as
“the sky and the earth” instead of “Heaven and Earth”.

W07 Xunzi jijie, 381-382.
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middle mouth organ, double pipe and vertical flute resemble planets, stars, the
sun and the moon; the tao, zhu, fu, ge, giang and gia resemble myriad
things.*®

g, HEEZRAEL SR, B, BEUK, AN SE LR IR H
J1,% AR I BAS AR 1L E 4.0

Images of music and musical instruments are compared to the constituents of
the natural world. In addition to their similar images, the comparison between the
drum and the sky is based on their similar positions within their categories. In this
way, the hierarchical order is believed to exist among musical instruments as well
as among the constituents of the natural world. Although music is discussed in
close relation to the natural world, the “Yuelun” does not go so far as to argue that
music is the harmony of Heaven and Earth; the concept of harmony rests in social
harmony and has yet to be extended to a cosmic level.**! Nevertheless, by
making a direct comparison between music and the natural world, the “Yuelun”
opens up the possibility of musical harmony assuming cosmic significance.
However, this cosmic harmony might be closely related to social harmony, as

implied in the equal position of the sky to the king.
5.2.2 The concept of “li and music” in the “Yueji”

It is in the “Yueji” that musical harmony is extended to a cosmic level; in

“% Tao, zhu, fu, ge, giang and gia are perrcussion instruments. According to Zheng
Xuan’s annotations on the Zhouli, tao #k, whose alternative graph is tao %, is a small
drum with a handle, and sound is made by shaking the drum’s ears. Zhouli zhushu, 356.
According to Zheng Xuan’s annotations on the Liji, fu is a small drum made of leather,
the inside of which is filled with chaff; giang is similar to zhu, and gia is similar to yu #%.
Liji zhengyi, 684, 580 and 690. Regarding zhu and yu, see footnote 171.

“®"| have removed the characters xiao 7fi and he F1 in accordance with Wang Yinzhi.
Before this passage, the “Yuelun” says that “yu and sheng sound solemn and harmonious;
guan and yue sound spirited and valiant”. “F*ZE5E A1, S5% %%, Wang Yinzhi reads su
A4 (solemn) for xiao i and based on this sentence he argues xiao and he are not the
names of musical instruments, and for this reason, they should be removed. Wang

Niansun, Dushu zazhi, 11: 83.

“0 Xunzi jijie, 383-384.

1 A similar opinion is voiced by Erica Brindley who suggests that although music is not
claimed to influence cosmic operation, the resemblance between music and cosmic
operation is raised in the “Yuelun”. Brindley, “Music, Cosmos, and the Development of
Psychology in Early China”, 38-39.

152



addition, not only music but also li assumes cosmic significance.

Great music shares harmony with Heaven and Earth and great li shares
division with Heaven and Earth. There is harmony; therefore, hundreds of
things do not lose [their nature]. There is division; therefore, sacrifices are
offered to Heaven and Earth.

RS R R, TS Bl () . R o1 A2 2 i St K 5 2

Music is the harmony of Heaven and Earth; li is the order of Heaven and
Earth. There is harmony; therefore, hundreds of things all grow. There is
order; therefore, numerous things are all differentiated. Music is created from
Heaven and li is established by Earth.*™* If [li] is established unduly it [results
in] chaos; if [music] is created unduly it [results in] violence. Only after
having a clear understanding of Heaven and Earth can [one] promote li and

music.

G, Kbz i, i, Kbz, Floa s e )5 iaE sl
G KMF, TELAbH). SEEIAL O, BT Kb AR AR SIS S . 0

While music and li exert influences within the human realm in the “Yuelun”,
their influences are extended to the natural world in the “Yueji”; music which is
claimed to come from Heaven represents harmony among the myriad creatures
and li which is claimed to have association with Earth represents the different
features of the myriad creatures.”’’ In the “Yuelun”, musical harmony implies

social harmony, especially when it is paired with order of li, and this aspect seems

“2 Interpreting bushi 4<% as bushi gi xing 4~J<#: (not to lose their nature) in
accordance with Zheng Xuan.

B3 Liji zhengyi, 666.

4 According to Kong Yingda, the image of music matches yang and the image of i
matches yin. This is why Heaven is claimed to create music and Earth is claimed to
establish li. Liji zhengyi, 667.

> Interpreting hua 1t as sheng “£ (grow) in accordance with Zheng Xuan.
8 | iji zhengyi, 667.

“7 The emphasis on social harmony in the “Yuelun” and the emphasis on cosmic
harmony in the “Yueji” can be supported by their different words-choices. In other words,
the “Yuelun” does not mention tiandi X#2 which encompasses the natural world as
well as the human realm whereas the “Yueji” mentions this term eighteen times. Tianxia
K F whose meaning is usually restricted to the human realm appears five times in the
“Yuelun” and ten times in the “Yueji”.
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to be still valid when music and li are discussed at a cosmic level in the “Yueji”.
In other words, the cosmic level of li and music might be presented to advocate
the harmony and order in the human realm. The comparison of the similar

passages between the “Xici” %{%f (Appended Phrases) commentary and the

“Yueji” will buttress this aspect.
“Xici”

The sky is high and the earth is low; [therefore], Qian and Kun are
determined.”® Once low and high are arranged, noble and humble are
assigned. The movement [of the sky] and stillness [of the earth] are always
the same, and [thus] the firm and the soft are clearly differentiated. Fang
gathers by kind, and things are differentiated according to species; [as a
result], good fortune and misfortune arise. The heavenly bodies are formed
in the sky and earthly creatures take form on the earth; [as a result], change
and transformation occur. Therefore, the firm and the soft rub each other,
and the eight trigrams mingle with each other. They are aroused by thunder
and lightning, and fertilized by wind and rain. [As] the sun and the moon

move, it is once cold and once hot.

Ke s, ez, R, JEVR. B aw, RIREZR. L.
FRY LR sy, FRIER. RIS, fEpr, ™ BMERAR. ik

“8 Qian is the first hexagram consisting of six solid lines which represent pure yang.

Kun is the second hexagram consisting of six broken lines which represent pure yin.
According to Kong Yingda, the power of Qian is comparable to yang of Heaven and the
adaptability of Kun is comparable to yin of Earth. Zhouyi zhengyi, 145.

“9 Interpretation of fang yi lei ju JjLAHE is debatable. Kong Yingda interprets fang
Jj as “the law, method, nature and behaviour” (fa shu xing xing %:4iii¥4:17) and Zhu Xi
&7 (1130-1200) interprets fang as “the course of matters going” (shiging suo xiang 3+
i ATA]). Zhouyi zhengyi, 145; Zhu Xi, Zhouyi benyi, 285. In line with Zhu Xi’s
interpretation, Jin Jingfang <& 5t /5 (1902-2001) understands this phrase as meaning that
human activities are differentiated by kinds such as reading and farming. Jin Jingfang,
Zhouyi Xicizhuan xinbian xiangjie, 5. On the other hand, Gao Heng = (1900-1986)
argues fang is a mistake for ren A (human beings) resulting from their similar shape in
the seal script. Gao Heng, Zhouyi Dazhuan jinzhu, 381. Not sure about which
interpretation is closer to the original meaning of the “Xici”, | leave fang un-translated.

“2 Interpreting xiang % as the sun, moon, planets and stars (ri yue xing chen [ JJ 4
Ji<) and xing /&2 as mountains, rivers, grass and trees (shan chuan cao mu 111)I[%5°K) in
accordance with Kong Yingda. Zhouyi zhengyi, 145.
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WOZEAHEE, AEMES. B2 AR, MLV, H T, —%— %
“Yueji”

The sky is high and the earth is low; [therefore], ruler and subject are
determined. Once low and high are arranged, noble and humble are assigned.
The movement [of the sky] and stillness [of the earth] are always the same,
and [thus] the small and the large are differentiated. Fang gathers by kind,
and things are differentiated according to species; [for this reason], the
nature and fate [of each creature] are not identical. The heavenly bodies are
formed in the sky and earthly creatures take form on the earth. In this way, li
is the distinction between Heaven and Earth. Qi of the earth rises up and qi
of the sky goes down. Yin and yang rub together and the sky and the earth
mingle with each other. They are aroused by thunder and lightning and
boosted by wind and rain. They move following the four seasons and they are
warmed up by the sun and the moon; as a result, the hundred transformations

are vigorous. In this way, music is the harmony of Heaven and Earth.
R, FBEEZR. SO, SR Biah, DRz L
K, MLEy, W RRZe. (ERBR, (EHEIY. Qi e K
2. MR B, KSR NRE BEPGAHEE, KA. SCZLIRE, B2
LURRY. B2 DAPARE, 22 LAA A, i bBus, ikt 3 K2 F1
m.422

“Qian and Kun” and “the firm and the soft” in the “Xici” are replaced by
“ruler and subject” and “the small and the large” in the “Yueji”, which shows the
emphasis of the “Yueji” on social distinction and different shapes. The “Xici”
claims that good fortune and misfortune arise after arguing that things are
differentiated according to species, which implies that good fortune and
misfortune are the results of interactions between different species. Unlike the
“Xici” focusing on interaction, the “Yueji” emphasises distinctions among species
by indicating their different nature and fate. Occurrences in the sky and on the
earth are depicted as change in the “Xici” while the “Yueji” says “li is the

distinction between Heaven and Earth”, rather out of context. In addition, after

21 Zhouyi zhengyi, 145-146.
“22 Liji zhengyi, 667-670.
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describing various natural phenomena, the “Yueji” states that “music is the

harmony of Heaven and Earth”.

Compared with the “Xici” where interactions between different forces are
focused on, the “Yueji” puts more emphasis on different features in the natural
world. In addition, the “Yueji” reads a social hierarchical order from the features
of the sky and the earth, which expresses the belief that the natural world is
homologous with the human realm. This belief also appears in the sentence where
the heavenly bodies and earthly creatures are considered to be distinguished by li.
In addition, music is compared to various natural phenomena. Since the function
of music to induce harmony becomes crucial when music is paired with li, what is
compared to the harmony of Heaven and Earth might not be harmonious musical
sound but the harmony in society that is achieved by music. By this account, it
can be suggested that the ““Yueji” discusses the cosmic harmony of music from a
different perspective from the “Dayue” where harmonious sounds are believed to

participate in harmony in the natural world.

The “Yuelun” and “Yueji” share a similar viewpoint in that they advocate the
complementary functions of li and music. On the other hand, they express
different viewpoints in that the functions of li and music are valid for the human
realm in the “Yuelun” while their effects are extended to a cosmic level in the
“Yueji”. However, this difference might not mean that the cosmic significance of
li and music is irrelevant to the human realm because the natural world appears to
be viewed as the homologous body of human society where the perfect example
of harmony and order is manifested. Therefore, it seems more reasonable to
regard the viewpoint of the “Yueji” as the intensification of that of the “Yuelun”;
cosmic harmony and order are suggested as an expression that extols the
complementary functions of li and music in the human realm and they do not

express a belief in the actual influences of li and music on the natural world.**

2 Regarding music and li in the “Yueji”, Erica Brindley argues “they both participate in
and enhance the basic operations of the cosmos”, and music can be regarded as an
indicator for the successful functioning of the cosmos. Brindley, “Music, Cosmos, and
the Development of Psychology in Early China”, 40-41. Although the “Yueji” describes
these aspects, | would rather understand it as a rhetorical expression to laud their function
in the human realm.
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If cosmic harmony and order are to support social harmony and order, the
role of the ruler becomes consequential. That is, it is the ruler who is responsible
for creating social harmony and order comparable to cosmic harmony and order
through establishing music and li. Therefore, the ruler should have a clear
understanding of Heaven and Earth before establishing li and music.** If the
ruler understands the principle underlying the operation of Heaven and Earth, he
can adopt this principle when establishing li and music. For this reason, the music
established by the enlightened ruler is said to be a result of profound

observation.*?®

5.2.3 Musical harmony and “li and music” in the Lunyu, Guoyu and Zuo

zhuan

The “Dayue” only mentions the cosmic harmony of music whereas the
“Yueji” mentions it along with the cosmic order of li. In addition, musical
harmony has different implications; harmonious sounds participate in harmony in
the natural world in the “Dayue” while musical harmony is closely related to
social harmony in the “Yuelun” and social harmony achieved by music is
compared to harmony in the natural world in the “Yueji”. In brief, the “Dayue”
discusses musical harmony itself whereas the “Yuelun” and “Yueji” more focus
on the function of music to create social harmony in conjunction with li. In order
to understand their divergent views from a wider perspective, this section will
discuss the Lunyu, Guoyu and Zuo zhuan. In addition, it will discuss whether the
concept of “li and music” advanced in the “Yuelun” and “Yueji” is also discussed

from the same perspective as in these texts.

In the Lunyu, harmony is not discussed in relation to music, let alone the
cosmic harmony of music. Instead, harmony is considered important when
practising i.

Master You said, “In practising li, harmony is highly regarded. The way of the

former kings deemed it beautiful; [therefore], both small and great matters

% Liji zhengyi, 667: “Only after having a clear understanding of Heaven and Earth can
[one] promote li and music.” B A Kb 2k 4 AE BT 44 .,

2 Liji zhengyi, 678: “Music observes profoundly.” 44/l £ %
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depended on it. When things go amiss, one who knows harmony [only]
harmonises them without distinguishing them by li; [then], it will still go
amiss”.

ATH, ‘w2, MR, LEZE, W%, DhRlZ. AP, A
RN, LA A2, IRASH] {720

Ma Rong /Gt (79-166) understands this passage as meaning that people

only apply harmony when practising li without knowing that distinction is

another vital aspect of li, while Xing Bing /i~ (932-1010) reads the contrast

between harmony of music and distinction of li from this passage.*’’ As Liu

Baonan ZIE{f# (1791-1855) indicates, Xing Bing’s relating harmony to music

might not be appropriate in this context.*”® Xing Bing’s reading seems to be

affected by the viewpoint of the “Yueji”’; however, in spite of the pairing of li and

music in the Lunyu, the question still remains whether or not their complementary

functions are advocated as in the “Yueji”. Some passages of the Lunyu express a

seemingly similar viewpoint to the “Yueji”.

Confucius said, “When dao prevails all under Heaven, li, music, punitive
expedition and conguest are issued by the Son of Heaven. When dao does not
exist all under Heaven, li, music, punitive expedition and conquest are issued
by the feudal lords. If they are issued by the feudal lords, few [states] will not

be lost within ten generations”.

LT, FFAHE, RIRAEAE (R E R Tt R F AR, HISSEAELR 1 %
. ETA R, R

If a name is incorrect what is said does not concord with [what is meant]. If
what is said does not concord with [what is meant], what is to be done cannot
be accomplished. If what is to be done cannot be accomplished, li and music
do not arise. If li and music do not arise, heavy or light penalty is [imposed]

improperly. If heavy or light penalty is improper, the people have nowhere to

426

427

428

429

Lunyu zhushu, 8 (LY 1.12).
Lunyu zhushu, 8.

Liu Baonan, Lunyu zhengyi, 16.
Lunyu zhushu, 146 (LY 16.2).
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put their hands and feet.

FAIE, WIS SR, W Rs o, NS, e net,
AR E AN, R AN eh, R R T 6 T 10

The first quotation seems to imply the political application of music; li and
music are mentioned along with punitive military expeditions, and four of them
are considered crucial in holding the political power. This implication finds
support from Kong Anguo’s explanation about music in the second passage which
was quoted by He Yan {2 (c.190-249): the superior are comforted by li while
customs are changed through music.*** In addition, similar to the quartet of li,
music, punitive expedition and conquest given in the Lunyu, the “Yueji” presents

the quartet of li, music, punishment and governance as shown below.

Li is used to direct the will; music is used to harmonise sounds; governance is
used to unify behaviour; punishment is used to prevent illegitimacy. The
ultimate ends of li, music, punishment and governance are the same; they are
used to unify the people’s xin and to put forward the way of ruling [the

country].
e DLE HE, DN, BA—HAT, LR Hzz. megemis, Hopm—
o, BT LA BGO 1T H v 3 .2

The “Yueji” regards music as a governing tool to unify the people
functioning with li, punishment and governance. Then, does the Lunyu also
assume the function of music to create harmony in conjunction with 1i?
Considering that the concept of harmony is hardly discussed in relation to music
in the Lunyu, it might be difficult to expect an affirmative answer to this question.
As discussed in chapter 3, the Lunyu largely perceives music as an object under

the regulation of 1i.*** Considering this perception, it may be suggested that Kong

0 unyu zhushu, 114 (LY 13.3).
1 Lunyu zhushu, 114.

432

Liji zhengyi, 661.

3 See page 63. In addition to this viewpoint, the Lunyu determines the aesthetic value

of music according to its moral implications, as shown in Confucius’s evaluation of the
music of Sovereign Shun and the music of Sovereign Wu. Lunyu zhushu, 31 (LY 3.25):
“The master spoke of the Shao as being perfectly beautiful as well as perfectly good; but
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Anguo’s interpretation and the concept of music in the above passage from the
“Yueji” demonstrate another perception of music different from what the main

text of the Lunyu seems to convey.

If both harmony and distinction are considered essential in practising i,
music could be the perfect example of li with its aesthetic value achieved by
harmony among various musical elements such as sound, tempo and rhythm.
Therefore, when music is mentioned with li in the Lunyu, it might be more
appropriate to understand music as a representative example that manifests the
principle of li rather than the complementary counterpart of 1i.*** For this reason,
even though the Lunyu mentions the pair of li and music, it does not necessarily
mean that their complementary functions are acknowledged as in the “Yueji”.
This might explain why harmony which is emphasised as the effect of music in

the “Yuelun” is hardly discussed in relation to music in the Lunyu.*®

of the Wu as being perfectly beautiful but not perfectly good.” i, FIE%e, Lk
St FHI, SRR, RakEh.

As He Yan suggests, Confucius’s evaluation is largely based on the difference between
Sovereign Shun and Sovereign Wu in their virtue; Sovereign Shun ascended the throne
through his virtue while Sovereign Wu ascended the throne through military punitive
expeditions. Although the Lunyu acknowledges moral implications of music, it does not
seem to believe highly valued music can make the people behave well.

4 Lunyu 17.11 and 17.21 can be interpreted from this perspective. Lunyu zhushu, 155:
“The master said, ‘Li, li! Does it indicate jade and silk? Music, music! Does it indicate
bells and drums?” -H, M xicr, ERaTik? s, Bl TH5%? Lunyu
zhushu, 156: “If a virtuous person suspends the practice of li for three years, li will
certainly decay; if he does not engage in music for three years, music will certainly be
destroyed.” 1 —AF NG, M, SFEARYE, B0

Ma Rong interprets Lunyu 17.11 as suggesting that the importance of music lies not in
bells and drums but in its function to change customs. However, the function to change
customs does not seem to be advocated in the Lunyu. It would be closer to the main idea
of Lunyu 17.11 if we read the importance of the right arrangements of the paraphernalia
for musical performances as specified in li. In the same way, the destruction of music can
be understood as the violation of the rules for musical performances.

My understanding of the relationship between li and music in the Lunyu could be
supported by Masayuki Sato’s interpretation of “li and music” in the Lunyu as a
metaphor of “a proper state institution™. Sato, The Confucian Quest for Order, 192-193.

% As Angus Graham indicates, the “Yuelun” is regarded as the first document that
theorises about the affinity of li and music which had been recognised by Confucians
since Confucius himself. Graham, Disputers of the Tao, 259. Although the “Yuelun” was
probably influenced by Confucius’s emphasis on li and music, their interpretations of
music in relation to li might need to be distinguished.
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Unlike in the Lunyu, the concept of harmony is discussed in relation to
music in the Guoyu and Zuo zhuan. For example, the Guoyu defines harmony and
balance in regard to sound. According to the first quotation below, if sounds that
are played simultaneously match each other while not losing their own timbre this
is defined as harmony. If one of the sounds is muffled because of the other sound,

their balance is disrupted and thus harmony is not maintained.

In general, governance manifests music. Music goes after harmony and
harmony goes after balance. Sounds are used in order to harmonise music and
pitch-standards are used in order to balance sounds. ... [Every] sound is
preserved when responding to each other; it is called harmony. Soft sound and
big sound do not violate each other; it is called balance. ... Soft sound is
suppressed and big sound surpasses, [and, as a result, soft sound] is not
received in the ears; this is not harmony. [When one] listens to sound, it is

scattered and faint; this is not balance.

KBRS, SEAER, RE . LRSS, @M. L REMRE R, A
KAEEZE. ... MR, RARE, JERh, s, JEp b,

Big [sound] is emitted clearly while soft [sound] is ringing; this is the way of
harmony. Being harmonious and balanced it lasts long; if it lasts long stably
then it is in harmony; if it is in harmony with clarity, [one movement] comes
to an end; when [one movement] ends [another movement] starts again then it

is pleasant. This [process symbolizes] how [successful] governance is

achieved. Therefore, the former kings considered it precious.

RBA/NIE, R SEAR, AR, AR RIRE, T REIRRE, w18 gs. pr
LU B, e £ i 2.
Music is a mixture of various pairs of opposing elements such as high and

low pitch, soft and big sounds, and slow and fast tempo. Musical harmony is

achieved when these pairs attain balance. The Guoyu does not discuss music only

% Guoyu, 3: 128.

7 \Wei Zhao quotes Lunyu 3.23 to explain the term chun #fl which is glossed as hexie
ANIE% (harmonious and consonant) by He Yan. Lunyu zhushu, 30: “When [musical notes]
are arranged freely they sound harmonious.” 7.2, #liAt.,

8 Guoyu, 3: 137.
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for the sake of music; it also uses music as an illustrative example for harmony in
society by discussing music in close relation to governance as in the second
quotation above. Harmony among various musical elements might adequately
symbolise successful governance which aims to create harmony among the

people in different social strata.

One of the illustrative examples that imply a close relation between music
and governance is provided by a story where Yanzi ‘z:f- (c.578-500 BCE)
draws a distinction between harmony and sameness (tong [i).**® Explaining
their difference, Yanzi advises Lord Jing of Qi 75 5tZ% (r. 547-490 BCE) on a
ruler’s attitude towards his subjects; the ruler should reject a subject who always
assents to the ruler’s opinion and accept a subject who raises a different opinion

trying to yield the best result by mutual understanding.**°

When contrasting the
difference between harmony and sameness, Yanzi gives an example of music;
their difference is as distinctive as the difference between an attractive

combination of various sounds and an isolated sound.

In this way, although harmony is defined in musical term its implication is
closely related to governance. Musical harmony is not only mentioned as a
metaphor for statecraft; it is also believed to exert a direct influence on the ruler,

which strengthens its connection to governance.

9 Chungiu Zuo zhuan zhengyi, 858-861 (Zhao 20, i.e. 520 BCE).

“0° A similar argument is advanced in the “Zheng yu” #:f (Narratives of Zheng) of the
Guoyu (16: 515-516): “Harmony generates things but sameness cannot continue [to
generate]. Balance between one thing and the other is called harmony. Therefore,
[harmony] makes things grow vigorously and things are directed to harmony. If one thing
is assisted by the same thing, they are all discarded. For this reason, the former kings
produced the hundred things by blending earth, metal, wood, water and fire. Therefore,
[the former kings] enhanced taste by blending five tastes; [they] protected their body by
strengthening the legs and arms; [they] had acute hearing by harmonising five pitch-
standards. ... An isolated sound does not sound [beautiful]; one [colour] does not make a
[beautiful] pattern; one flavour does not taste good; comparison cannot be made [with] a
single thing. Your majesty stays away from the kind of [people who are for harmony] and
only associate with [people who are for] sameness. Heaven has taken perspicacity away
from you. Even though you are to seek for no harm, is it possible?” FAI'E A4, [n]H]]
T, DAt TR R e RS 2. AR, e gse. W ELA L6
SAKKEE, DICEY. JE DA ARG 1, WPy DU, MOSHEDUERE . . &
—AgE V)L, SRR, s DR R B SR, KA ] AR

YT 2
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The former kings blended the five tastes and harmonised the five tones,
thereby making their xin in balance and bringing perfection to their
governance.

JoE 2k, R, DIFHLD, O tE

Harmony among various sounds or tastes is directly connected to successful
governance because it exerts a positive influence on the ruler by inducing a
balanced state of xin.**? The implication of good-governance that musical
harmony has is also drawn in the belief that musical harmony cannot be
determined only by music but it is more importantly determined by the people’s
attitude towards music. For example, when King Jing of Zhou praises harmonious
sound of a huge bell, Zhou Jiu M, an official of music, disapproves of king’s

evaluation saying as follows.

The superior made a [musical] instrument. When all the people are delighted
at it, [its sound] is considered harmonious. Now, money has dried up and the
people have been exhausted. There is no one who does not have grudge and

lamentation. | do not know whether it is harmonious.
FrEes, Rges, RIS S REE. SRR, LR, e

From Zhou Jiu’s viewpoint, if performing music Yyields negative
consequences to the people, no music can be considered harmonious. In short,
musical harmony, which is achieved by perfect combination of opposing qualities
in sound, rhythm and tempo, is evaluated in close relation to governance in the
Guoyu and Zuo zhuan.*** On the one hand, harmonious music exerts a positive
influence on the ruler; on the other hand, the attitude of the people towards ruler’s
enjoying music is regarded as one of the deciding factors to musical harmony.

Therefore, the ruler should consider the circumstances of the people before

“1 Chungiu Zuo zhuan zhengyi, 859 (Zhao 20, i.e. 520 BCE).

“2 This positive effect results from gi according to the Guoyu. For details, see pages 73-
75.

“3 Guoyu, 3: 130-131.

“4 As known from Yanzi’s rejection of sameness, harmony can be achieved on the basis
of different elements, and music might manifest harmony successfully more than
anything else with its various opposing elements.
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promoting or enjoying music. In this way, musical harmony is not only restricted
to harmony in music but it is also related to good-governance according to the
Guoyu and Zuo zhuan.

Despite descriptions that support a close relation of music to governance,
music is hardly recognised as a complementary counterpart of li in the Zuo zhuan

and Guoyu. Furthermore, even the basic term “li and music” (liyue 5%%) does

not appear in these two texts. In addition, the cosmic significance of music is not
discussed in the Zuo zhuan and Guoyu. Instead, li assumes cosmic significance in

the Zuo zhuan.

On the whole, li is the invariable principle of Heaven, the propriety of Earth,
and the conduct that the people [should engage in]. It is the invariable
principle of Heaven and Earth; therefore, the people truly follow it. [Li]
follows the brightness of Heaven and is in accordance with the nature of
Earth. [Heaven] gives rise to the six gi, and makes use of the five elements.
Qi becomes the five tastes; it is expressed in the five colours; it is manifested
in the five tones. If these [tastes, colours and tones] are overly expressed, then
confusion and disorder occur, and the people lose their nature. For this reason,
li was created to nurture their nature. The six domesticated animals, the five
sacrificial animals, and the three oblatory animals were arranged to nurture
the five tastes. The nine patterns, six decorations and five designs were
arranged to nurture the five colours. The nine songs, eight tunes, seven notes
and six pitch-standards were arranged to nurture the five tones. ... Li is the
discipline for the superior and inferior; it is the warp and weft of Heaven and
Earth; it is what the people live by. Therefore, the former kings esteemed it.
Therefore, a man who can curb and straighten himself so as to rush to li is

called an accomplished man. Is the greatness [of li] indeed no wonder!

RIS, RZAH,* 2 g, R2rth, K2R, mRENZ. JER
20, NI 2 A HORSR, MHAT, R TOR, R, TRy,
FEHAPSAL, RIIE. BRI LR, BB A=, DR K
JOSORRTCE, DA, BIURONR S R, DA, o6, B R

“Interpreting jing #¢ as changdao ‘34 (the invariable principle) in accordance with
Du Yu. Chungiu Zuo zhuan zhengyi, 888.
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Li is compared to the invariable principle or the warp and weft of Heaven
and Earth. However, this cosmic significance does not seem to express the belief
in the influence of li on the natural world. Li is established to nurture the nature of
the people and it is regarded as the discipline for superior and inferior; therefore,
the cosmic significance of li seems to be addressed purely in order to laud its role
in the human realm. This aspect can be supported by Kong Yingda’s explanation:
li whose function lies in making intrinsic nature (tianxing X%t) remain at an
appropriate level is modeled on Heaven that nurtures humans without
excessiveness by providing qi, taste, sound and colour.* This explanation
suggests that the cosmic significance of li underlines the value of li as the
fundamental principle of the human realm. However, unlike the “Yueji”, the
above passage does not discuss order achieved by li. In addition, being under the
control of li, music does not have the same status as li. In this way, the above
passage does not make a contrast between harmony of music and order of li. This
might suggest that the cosmic order of li is addressed after the complementary

pair of “li and music” and the cosmic harmony of music gain recognition.

5.3 Harmonious sounds versus social harmony achieved by music: leading to
different interpretations of the cosmic harmony of music and of the concept

of “li and music”

Musical harmony in the “Dayue” indicates harmonious sounds that evoke
pleasure; as an object of desire, music is expected to bring pleasure and only
harmonious sounds can perform this function. In contrast, musical harmony is
discussed in close relation to successful governance in the “Yuelun” and “Yueji”
where the function of music to achieve harmony among the people is considered
crucial. The Guoyu and Zuo zhuan also discuss musical harmony in relation to
successful governance; therefore, the “Yuelun” and “Yueji” can be said to discuss

the concept of harmony from a similar viewpoint to the Zuo zhuan and Guoyu but

% Chungiu Zuo zhuan zhengyi, 888-891 (Zhao 25, i.e. 515 BCE).
“7"Chungiu Zuo zhuan zhengyi, 888.
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distinguish their viewpoints by endowing music with a more powerful function to
achieve social harmony. Compared with the “Yuelun” and “Yueji”, the “Dayue”
pays more attention to music itself by emphasising harmonious sounds.
Considering that musical harmony implies social harmony in various pre-Han
texts, it can be suggested that harmonious sounds and their cosmic significance
are particularly advocated in the “Dayue”.

Not only the “Dayue” but also the “Yueji” supports the cosmic harmony of
music; however, since harmony is perceived differently in the “Dayue” and
“Yueji” it is assumed that cosmic harmony is also interpreted from different
perspectives. In the “Dayue”, the cosmic harmony of music implies resonance
between musical sound and qgi in the natural world; harmonious music makes
harmonious resonance with gi in the natural world contributing to the smooth
operation of the natural world. Alternatively, this can be understood as one of the
examples where the ruler’s following dao causes the well-functioning natural
world. In the “Dayue”, cosmic significance is valid only for music and the
concept of “li and music” is not advanced. However, the “Yueji” discusses the
cosmic harmony of music along with the cosmic order of li. One possible
explanation as to how harmony of music and order of li came to be paired in the

“Yueji” while acquiring cosmic significance can be suggested as follows.

The pairing of “li and music” is addressed in the Lunyu but their
complementary functions have yet to be discussed. Music is mainly perceived as
an object under restriction of li; in this sense, music can be considered a
subordinate concept of li, which is also valid for the “Shiyin” where music is
mainly regarded as an object of desire. In addition, the Guoyu and Zuo zhuan do
not advance the combined term of “li and music”, not to mention their
complementary functions. It is in the “Yuelun” that the functions of li and music
are clearly contrasted. Therefore, the complementary pair of li and music can be
suggested as a new perception that emerged around the third century BCE. The
concept of “li and music” assumes cosmic significance in the “Yueji” and this
significance can be understood as a conjoined viewpoint of the “Dayue” and

“Yuelun”.

That is, the profound effect of music suggested in the “Yuelun” endows
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music with the status comparable to li, which leads to the complementary pair of
li and music. However, the “Yuelun” pays attention to resonance between music
and qi in the body and it does not discuss the cosmic harmony of music.
Therefore, it can be suggested that the recognition of the cosmic harmony of
music described in the “Dayue” might facilitate the effects of li and music
assuming cosmic significance in the “Yueji”. If we understand it this way, the
cosmic significance of music in the “Yueji” owes much to the philosophy
contributing to the viewpoint of the “Dayue”, although they perceive musical

harmony from different perspectives.

The cosmic significance of music in the “Yueji” can be understood from a
similar perspective to the Zuo zhuan where li as the fundamental principle of
human society is compared to the principle of Heaven and Earth. That is, the
“Yueji” compares harmony achieved by means of music to the harmony of
Heaven and Earth. By this account, it can be suggested that the “Yueji” compares
harmony of music and order of li to the well-functioning natural world in order to

extol the ruler’s successful governance by means of music and li.

Lastly, in response to the question posed in 5.1, the reason for discussing
taiyi as the principle for the successful ruler under the title of “great music” can
be suggested as follows; if we regard musical harmony as one of the
achievements of the successful ruler, the concept of taiyi assumes importance in
discussing great music since it is the core principle that the ruler should follow to

be the successful ruler.
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6. Twelve pitch-standards: generated by the Sanfen sunyi fa and assigned to

the twelve months

Chapter 6 will discuss the main subject of the “Yinli” chapter namely “the
twelve pitch-standards™ (shier 10 +—ff), focusing on the Sanfen sunyi fa —7»
fH4x1% (Method of subtracting or adding a third) or the method of generating the
twelve pitch-standards and monthly ordiances, as the “Yinli” can be divided into
two parts according to these two topics. In the previous chapters, the perspectives
of the Lishi chungiu were contrasted with those of the “Yuelun” and “Yueji”.
However, in chapter 6, no contrast with the “Yuelun” and “Yueji” will be made
since these two texts do not discuss the twelve pitch-standards.**® Instead, the
“Yinli” will be analysed in comparison with the Guanzi, Huainanzi, Shiji and
Han shu where the method of achieving the twelve pitch-standards or the five
notes is discussed.”® In addition, the Guoyu will be discussed given its focus on

the twelve pitch-standards.

Chapter 6 consists of three main parts that discuss the meaning of the

“8 The “Yuelun” does not mention any of the pitch-standards. In the “Yueji”, only two
are mentioned. Unlike the twelve pitch-standards, all five notes are mentioned in the
“Yueji” while representing ruler, subjects, people, work and things. This description
mainly suggests ethical implication of musical notes. The passages of the “Yueji” where
pitch-standards and five notes are mentioned are as follows.

Liji zhengyi, 668: “What music [indicates] is not huangzhong and dall or string
instruments and singing or shields and axes.” %3, JFaf s A H oLk T840,

Liji zhengyi, 662: “Gong represents the ruler; shang represents subjects; jue represents
the people; zhi represents work; yu represents things. If these five [notes] are not chaotic,
there is no discordant sound. If gong is chaotic, [music] is disorganized [suggesting that]
the ruler is arrogant. If shang is chaotic, [music] is slanted [suggesting that] the subjects
are corrupt. If jue is chaotic, [music] sounds depressing [suggesting that] the people are
resentful. If zhi is chaotic, [music] sounds sorrowful [suggesting that] work load is
overburdensome. If yu is chaotic, [music] sounds dangerous [suggesting that] the wealth
[of the country] is depleted. If these five are all chaotic transgressing each other in turn,
this is called insolent [music]. If it is like this, the ruin and collapse of the country do not
take [even] a single day.” B 5H, pAfeh, MK, #dy, M. A BN
Mgz EZ. wEllE, SR raaliipe, JUREL maElile, R, Bl A,
Hgeg), Palllfe, JLHEE. 758 al, A, 5520, e A2 pc e 1 22

“% Here my analysis is extended to the Han texts. | will argue the Sanfen sunyi fa was
theoretically applied to the twelve pitch-standards with lack of practical consideration,
and this argument will be supported by the way this method becomes more schematized
up to the Han shu. For this reason, the Huainanzi, Shiji and Han shu will be analysed in
this chapter.
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chapter title yinlu, the Sanfen sunyi fa and monthly ordinances. While exploring
the meaning of the term yinld, 1 will discuss the key term of this chapter namely
shier 10 as well as its related terms such as wu yin 7. (five notes) and liu li
JRAE (six pitch-standards). | will then analyse the first part of the “Yinli”, where
the formation of the twelve pitch-standards by the Sanfen sunyi fa is described, in
comparison with the above mentioned texts. In addition, | will discuss the
classification of the twelve pitch-standards into two groups while examining how
the Sanfen sunyi fa was affected by this classification. The second part of the
“Yinlii” describes monthly ordinances while calling each month using the name
of each pitch-standard. | will examine how the twelve pitch-standards are
associated with monthly ordinances.

6.1 Translation of the chapter title “Yinli” £

In classical texts, the term yinli is of low frequency;*®

apart from an
example as a chapter title in the Lishi chungiu, yinli appears only in the
Heguanzi #577- (Pheasant Cap Master) one time as two monosyllabic words
yin and li, and in the Zhuangzi one time as a compound.

Occupy entirely and defend stoutly. Stop and move swiftly. Change [the way

of doing] as the occasion demands. Once ahead and once behind. Yin and i

are played at one another. Once right and once left. Nothing is impossible for

dao.

PPEEESE. WP BERS, BRIG RS, —Jo—fk. EAUHZE. G —A. K

ANn] S

0" In modern Chinese, yinlii is defined as lilii £t} (pitch-pipes or pitch-standards) or
gongdiao % i (mode). Zhongguo Shehui Kexueyuan, Xiandai Hanyu cidian, 1623.
However, this definition is not sufficient to clarify the meaning of yinli since lUlt £ =
is suggested as a synonym for yinll. Xiandai Hanyu cidian, 892. In this way, 10lu and
yinlu define each other without further explanation. The ambiguity of the term yinli can
also be supported by its various synonyms such as shenglii # £, yuelt 224t and l0l
it presented in Zhongguo Yishu Yanjiuyuan Yinyue Yanjiusuo, Zhongguo yinyue

cidian, 464. Considering the low frequency of the term yinli, the semantic area of this
term seems to have been extended in later period.

1 Lu Tian (explanation), Heguanzi, 86-87 (ch. “Shibing” {1t (War of the World)).

Graham argues that the Heguanzi was written “during the last decades before the victory
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If [one] strikes gong [on one instrument] then gong [on the other instrument]
will respond; if [one] strikes jue [on one instrument] then jue [on the other
instrument] will respond. [It is because] their yinlG are the same.

SCEEED, S AED. W AR

In the Heguanzi, yin and Ii seem to be differentiated in the same way front
and rear, right and left are differentiated. However, in the Zhuangzi, what is
common among gong or among jue is called yinlii.**® Since the “Yinli” chapter
discusses the twelve pitch-standards only, it seems that the chapter title yinli

indicates one concept as in the Zhuangzi. Examination of each single word yin
and I might suggest how this compound represents one single concept.

In contrast to the rare usage of the compound yinli, the monosyllabic words
yin and I frequently appear in various classical texts, usually being combined

with numerals that limit their range: for example, wu yin 7.5 (five yin), liu 10

A (six 10) and, in a few cases, shier 10 7t (twelve I). In music theory,

of Han in 202 B.C.” based on a taboo on the name of the first emperor of Qin, parallel
parts with other texts, and the philosophical ideas of the Heguanzi. However, Graham
does not believe all the chapters were written before the Han. For example, he argues that
chapters 16 and 19 were added after the other chapters had been arranged. For details,
see Graham, “A Neglected Pre-Han Philosophical Text”, 500-509.

Although the date of each chapter needs further examination, it is a general consensus
that the Heguanzi dates from the third and second century BCE. For more discussions
about the date of the Heguanzi, see Defoort, The Pheasant Cap Master, 21-24.

As for the “Shibing” chapter, because of its parallel lines with the “Funiao fu” [ 5/
(Owl Rhapsody) written in 174 BCE by Jia Yi &;ii (200-168 BCE), the authenticity of
the Heguanzi has been impugned. For example, Liu Zongyuan #l%<7c (773-819) claims
that the Heguanzi is a forgery which took lines from the “Funiao fu”. Liu Zongyuan, Liu
Hedong ji, 4: 57-58. Regarding the borrowing between these two texts, see Defoort, The
Pheasant Cap Master, 60-70.

%2 \Wang Shumin, Zhuangzi jiaoquan, 940 (ch. “Xu Wugui” i 5).

3 Two sentences parallel to the above quotation from the Zhuangzi are found in the
Huainanzi where sheng % or yin & is used in place of yinli. For the parallel lines in
the Huainanzi, see Liu Wendian, Huainan honglie jijie, 200 and 365. Similarly, the
“Yingtong” fE[] (Responding to the Same) chapter of the Liishi chungiu states that
“Similar sounds respond to [each other]. If [one] strikes gong [on one instrument] then
gong [on the other instrument] will respond; if [one] strikes jue [on one instrument] then
jue [on the other instrument] will vibrate.” % FCHIE. ST B HE, S 1A 8. Lushi
chungiu, 94. In addition, the same sentence appears in the “Zhaolei” as quoted in page
147. These examples support the contention that yinli represents one concept in the
Zhuangzi.
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wu yin represent the five notes, namely gong ‘%, shang 7%, jue 4, zhi £ and
yu 41 that constitute a pentatonic scale. No absolute pitch is assigned to these

five notes; in order words, these notes are movable and only the interval between

each note in a certain mode is fixed.***

With the same meaning as wu yin, wu sheng 7% is more frequently used

in classical texts. The frequencies of wu sheng and wu yin in several texts are as

follows:*>°
. Zuo . . . Lushi .
Shujing shuan Guoyu | Zhouli | Guanzi | Zhuangzi chungiu Heguanzi
sf\:ltrjlg 1 7 1 5 4 4 5 2
wu yin 0 0 0 0 4(3)*° 1 4 7

Except for the Heguanzi, wu sheng is in higher frequency than wu yin. In
particular, the Zuo zhuan and Zhouli do not use the term wu yin in contrast to a
relatively high frequency of wu sheng. Despite no occurrence of wu yin, the Zuo

zhuan and Zhouli use the term yin with modifiers: for example, ba yin /\i%

(eight kinds of sound) and de yin {7 (virtuous sound or good reputation). Ba

yin indicates the sounds from the eight categories of musical instruments made of
metal, stone, string, bamboo, gourd, clay, leather and wood.*’ In this case, yin

implies musical sound. The example of de yin also reveals the implication of yin

4 Zhongguo yinyue cidian, 330. This explanation is supported by research about ancient
scales based on excavated bells. For the different functions of yin and 1 based on ancient
bell inscriptions, see Falkenhausen, Suspended Music, 280-309.

> The order of texts presented in this table does not necessarily follow chronological
order. Since the exact date of each text cannot be claimed for sure, this dissertation will
roughly surmise their chronological order based on their records on certain topics. For
example, in this table, wu yin does not appear from Shujing to Zhouli. From this
observation, it can be supposed that these four texts are ealier than the others.

% In the Guanzi, the term wu yin appears four times: three are in the “Zhouhe” 1fi {5
(All-Embracing Unity) chapter and one is in the “Diyuan” i 5 (Categories of Land)
chapter. However, among three in the “Zhouhe”, the second one is a repetition of the first.
Therefore, the second occurrence is difficult to count as another example. For the
passages where the term wu yin appears, see Guanzi, 39 and 173.

7 Zhouli zhushu, 353: “All are spread by eight kinds of sound [emanating from] metal,
stone, clay, leather, string, wood, gourd and bamboo.” &% .2 LI /\ & 57 4§k A5t
1.
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having a beautiful sound.*® In contrast, sheng often indicates sound with
negative connotation or animal sounds: for example, chi sheng %7% (showy

sound), yin sheng &% (lascivious sound), xiong sheng X% (inauspicious

sound) and chai lang zhi sheng %452 % (sounds of jackals and wolves).**®

However, this contrast is not always valid; yin and sheng are often not
clearly distinguished. For example, as known from the term wu sheng, the
meaning of sheng is not restricted purely to negative sound or non-musical sound;
it can also indicates musical sound. In addition, although yin mostly indicates
musical sound, it does occasionally indicate non-musical sound such as animal
sound: “Hearing the call of cattle, Ge Lu of Jie says ‘They are three living
sacrifices. All of them will be used [for this purpose. | know it from] their sounds

(yin 5).”*° The unclear distinction between sheng and yin might explain why

u

the Zhouli uses the terms such as yinsheng 7% and shengyin % when

either yin or sheng is sufficient to convey the meaning.*®® It might be because
sheng and yin were supposed to have a similar meaning.*®> The unclear boundary

between yin and sheng can also be found in the Lishi chungiu.

When Lord Huan did not speak about something that he would conceal,

8 In addition to these two terms, the Zuo zhuan uses terms such as gu yin %735 (sound
of the drum), nan yin F# (sound of the south or sound of Chu) and gi yin £
(seven kinds of sound). It also says that “Yin is a carriage of music and the bell is the
instrument of yin”. 42 Bl M 2 25, Chungiu Zuo zhuan zhengyi, 867
(Zhao 21, i.e. 519 BCE). These examples also support yin’s connotation of musical sound.
In addition, according to the Zuo zhuan, wu sheng is achieved by six gi which come from
Heaven, and qi yin i are arranged to regulate the expression of wu sheng. This
description suggests that yin is closer to arranged sound than sheng. For this description,
see page 164.

%% 7houli zhushu, 344 and 358; Chungiu Zuo zhuan zhengyi, 708 and 912.

%0 Chungiu Zuo zhuan zhengyi, 285 (Xi 29, i.e. 631 BCE): /™M EHI4-EH, Jirk =
. Bz HER.

% In the Zhouli, shengyin appears two times and yinsheng appears once. Zhouli zhushu,
188, 357 and 564.

%2 Regarding yinsheng in the Zhouli, Jia Gongyan describes the difference between
sheng and yin. Zhouli zhushu, 188: “Individually emitted sound is called sheng and
harmoniously matched sounds are called yin.” Fi{iHE, FILH . However, as a
Tang commentator, Jia Gongyan was possibly being affected by later interpretations of
yin and sheng.
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Master Guan [recognised it] through Lord Huan’s appearance and voice, and
Lord Huan’s wife [recognised it] by his walk, gi and intention. Even though
Lord Huan did not speak, he was like a bright beacon in the dark of night.

R ZPTLIESE NS W, 58 7T UEREE, KATIDITA5GE HA
BEANE, A5G A I .

You do not resemble my husband. How is it that your voice is very much

similar to his?

R LT e, A DT R 2 et 2

The ruler must pay heed to [the ways of others] speaking and responding.
N EHIREHESS, R[5

In the above three passages, yinsheng, yin and sheng all mean “voice”,
which reveals the shared semantic area between yin and sheng. In the six musical
chapters, sheng occurs nine times and yin occurs thirty-three times. The much
higher frequency of yin may indicate that yin had already become a more
dominant term in musical discourse at the time of the compilation of the Lushi
chungiu although the difference in meaning between yin and sheng has yet to be
clearly distinguished.“®® In short, yin has a stronger connotation of musical sound
than sheng, but their contrast is not clearly perceived in the Zuo zhuan, Zhouli and
Lushi chungiu. However, the Heguanzi emphasises a contrast between yin and

sheng.
Wu yin are arranged; wu sheng are intrinsic.
TLAF AR, TR AR

Yin corresponds to strategies and sheng corresponds to tasks. Yin represents

three kinds of light in the sky and sheng represents five officials of the earth.

%3 Lushi chunqiu, 156 (ch. “Jingyu” % (Subtle Communication)).

“4 Lushi chungiu, 177 (ch. “Shijun” 157 (Relying on Rulers)).

%% Liishi chungiu, 152 (ch. “Shenying” 7/ (Examining Responses)).

% The “Yinchu” also shows unclear distinction between sheng and yin: “The sounds

(sheng) of Zheng and Wei and the sounds (yin) of mulberry fields.” &S5~ %, 3.2
. In this way, sheng is not clearly distinguished from yin in the Lishi chungiu.

“" Heguanzi, 6 (ch. “Yexing” %17 (Travelling by Night)).
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AR, BRI, HHE R, B

[Each of] the five notes and [each of] the four seasons follow its own kind.
Vagueness gives birth to [vivid] colour. Yin and sheng achieve balance in
relation to each other.

FLIUPUIRE, 4% DOEAIAE, bR, 5 A 470

The Heguanzi clearly distinguishes yin and sheng while comparing them to
the sky and the earth.*”* The high frequency of wu yin in the Heguanzi suggests
that yin came to be used dominantly with the meaning of musical sounds or
arranged sounds. This dominance might contribute to reinforcing the contrast

between yin and sheng. Another example of their contrast is offered in the second
chapter of the Laozi.

Being and non-being generate each other; hardness and easiness complete
each other. The long and the short manifest each other; the high and the low
fill each other. Yin and sheng respond to each other;*’ front and rear follow

each other.

AREARE, BB REAMY, & P&, TR, g

8 Heguanzi, 41 (ch. “Duowan” [ #; (Fathoming Myriad Things)).

“9 Interpreting wu fan 7303 (five patterns) as wu yin 735 (five notes) in accordance
with Lu Tian FEH (1042-1102). Heguanzi, 70.

% Heguanzi, 70 (ch. “Taihong” Z&¥#; (Massive Vastness)).

' The later usage of wu yin finds support from a metaphorical meaning of wu yin. In the
Heguanzi, wu yin is mentioned when discussing the art of war. For example, the “Shibing”
chapter says “In the past, those who fought well arrayed the troops in accordance with
the five elements, and they waged war in accordance with the five notes”. 153k ¥,
ToMIfE, BRLLAAAT, #kLA7i#. Heguanzi, 86. In addition, the “Tianquan” KA
(Heavenly Weighing) chapter says “Array the troops in accordance with the five
elements; wage war in accordance with the five notes. Arrange gong and jue on the left

&

side; arrange shang and yu on the right side; zhi as a ruler follows them”. BiLL7 1T, ik
DAFCE. 5, LeE A, #08 fkE. Heguanzi, 111-112.

“2 He FI is often interpreted as harmony. For example, D. C. Lau translates this phrase
as that “Note and sound harmonize with each other”. Lau, Tao Te Ching, 5. However,
since | read yin and sheng as musical sound and non-musical sound, | interpret he Al as
“respond to” which | think more clearly demonstrates the correlative relationship
between yin and sheng. If he is understood this way, it can imply the change between yin
and sheng as Cai Zhongde suggests. Cai Zhongde, Zhongguo yinyue meixueshi, 138-139.

" Wang Bi’s i (226-249) edition puts jiao i (to compare) and qing ftH (to
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Yin and sheng seem to be correlatively related just like the other opposing
concepts such as long and short. However, traditional as well as modern
interpretations of these terms often overlook their correlative relationship. For
example, Cheng Xuanying 1% 5= (fl. 631-655) interprets them as the sounds of
gong and shang and the sounds of string and bamboo.*’* In addition, Chen
Guying interprets yin sheng as sounds of musical instruments and human voice.*”
In these interpretations, both yin and sheng are perceived as musical sounds, and
thus their opposing meanings are not clearly expressed.*’® Standing apart from
those interpretations, Cai Zhongde contrasts artificial and beautiful sound of yin
with natural and unpleasant sound of sheng while indicating the correlative
opposing relationship between yin and sheng.*’” This interpretation appears to be
more plausible in that it enables yin sheng and the other examples to be

understood in a similar way.

The contrast between yin and sheng becomes more distinctive in the “Yueji”.
As examined in chapter 4, according to the “Yueji”, sheng indicates crude sound
and yin indicates musical sound and they are even distinguished from an ethical
perspecive.*’® In short, although yin and sheng came to be more clearly
distinguished as suggested in the Heguanzi and “Yueji”, this distinction does not
seem to have been widely perceived until the end of the Warring States period.
Considering the later distinction between yin and sheng, it can be suggested that

this distinction contributed to the replacement of wu sheng by wu yin.

LG f or pitch-standard has absolute pitch and six or twelve of them form a

incline) instead of xing J& and ying #Z. Wang Bi (annotation), Laozi, 1. Laozi texts
excavated from Mawangtui and Guodian employ xing J& and ying % or their
alternative forms. Guodian Chu mu zhujian, 112.

% Cheng Xuanying, Daodejing yishu, 145.
> Chen Guying, Laozi jinzhu jinyi, 54-55.

*® Yin sheng are even regarded as a single concept. For example, Gao Heng interprets
yin sheng xiang he &% AHF1 as meaning that big and small, high and low sounds
(yinsheng) harmonise with each other. In this explanation, Gao Heng sees yin & and
yinsheng 7% as the same. Gao Heng, Laozi zhenggu, 6.

4 Cai Zhongde, Zhongguo yinyue meixueshi, 138.
“® Regarding the description of yin and sheng in the “Yueji”, see pages 103-104.
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group under the name of liu 10 7<ft or shier 10 1. In contrast to a high
frequency of liu 10, the term shier 10 only appears in the Lushi chungiu and a
similar term, namely shi you er 10 -4 —f (ten and two pitch-pipes), appears
in the Zhouli.*”® The low frequency of shier lii can suggest that the whole set of
the twelve pitch-standards was not widely recognised before they are discussed in
the Lushi chungiu.

According to the Lishi chungiu, twelve pitch-standards refer to huangzhong
i (yellow bell), dali K% (great regulator), taicu A#% (great budding),
jiazhong #<fi# (compressed bell), guxian 47t (old and purified), zhongli fif
i1 (mean regulator), ruibin Z&%# (luxuriant), linzhong #k$& (forest bell), yize
2 Hl (equalising rule), nanli F4 = (southern regulator), wuyi #:4f (tireless)
and yingzhong ft§# (resonating bell).*®® The Zhouli and Guoyu also list twelve
pitch-standards but two of the names in the Zhouli are not the same as those in the
Lushi chungiu and Guoyu: hanzhong gk for linzhong and xiaolt /)N for

zhonglii.*®

Regarding notes and pitch-standards, Lothar von Falkenhausen argues that

“® Zhouli zhushu, 359: MLIB4ERS, LitAH f, B2BUL. DHH %, B2
According to Zheng Xuan, shi you er lU indicate twelve pitch-pipes rather than twelve
pitch-standards because Zheng Xuan interprets shudu % as guangchang &=
(thickness and length). Based on Zheng Xuan’s reading, this sentence might read as
“when making the musical instruments, adjust the thickness and length using the twelve
pitch-pipes and determine the size of [the bell] using the twelve sounds”. Contrasted with
shi you er sheng I~ &%, shi you er li seem to indicate twelve pitch-pipes that
produce twelve pitch-standards. However, in the “Yinli”, shier [0 might indicate twelve
pitch-standards since the “Yinli” mentions wind which implies sound when describing
how shier I came into being.

The term liu 10 7S£ occurs in various texts including the Shujing, Zhouli, Zuo zhuan,
Guoyu, Guanzi, Mengzi, Heguanzi, Zhuangzi and Lushi chungiu.

0 Translations of the names of the twelve pitch-standards are quoted from Joseph
Needham, Science and Civilisation in China vol. 4, 171.

81 After pitch-standards formed a closed set within one octave, their nomenclatures
seem to have been unified as described in the Liishi chungiu. Around the time of Marquis
Yi of Zeng, the system of naming pitch-standards was different from what is described in
the Lishi chungiu, Guoyu and Zhouli. For example, the Zeng inscriptions provide
twenty-two names of pitch-standards which were ranged beyond the scope of one octave.
For details, see Falkenhausen, Suspended Music, 287-291.
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originally twelve movable notes existed, and the function of pitch-standards was
to assign pitch to notes. This is why pitch-standards are not written independently
but written along with notes on the inscriptions of the bells excavated from the
tomb of Marquis Yi of Zeng which dates back to the middle of the fifth century
BCE: for example, taicu zhi gong A #%.2 % (gong of taicu).*®® Therefore, each
pitch-standard can occupy gong and once the pitch of gong is determined the
other notes are accordingly assigned their pitch as the interval between notes is
fixed. According to Falkenhausen, this clear boundary between yin and 1t became
blurred at the end of the Warring States period, and as a result, pitch-standards
began to appear independently.*®® This independent usage contributed to the
establishment of a closed dodecatonic gamut of twelve pitch-standards limited to

one octave.*

Coming back to the chapter title yinl, if yin and 10 are read separately as
Knoblock and Riegel suggest, yin |0 are translated as “notes and pitch-
standards”.*® However, the “Yinli” discusses the twelve pitch-standards only
and makes no mention of the five notes; therefore, “notes and pitch-standards”
might be seen as a debatable translation. This being the case, it might be more
appropriate to regard yinlii as a disyllabic compound meaning pitch-standards.*®
The question of how yinlu represents the meaning of 1U can be resolved from
Falkenhausen’s observation. That is, if the boundary between yin and I came to
be blurred as Falkenhausen indicates, yin and 1i can be combined to form a sort

of biased compound oscillating between the narrower meaning of each of the two

82 According to Falkenhausen, around the time of Marquis Yi, “a full dodecatonic
gamut of twelve pitch-standards had not yet been defined” and “octavic equivalency
could not be taken for granted”. Suspended Music, 291.

“83 An example of the conflation of yin and i is observable in the Zhouli. Zhouli zhushu,
355: “liu lu are adopted as yin.” LIRS 2.

®4 Falkenhausen, Suspended Music, 281-309.
% Knoblock and Riegel, The Annals of Lii Buwei, 156.

1 have not found a clear example where yinlii is translated as pitch-standards.
However, when explaining the overall idea of the “Yinli”, Lin Pinshi mentions shier
yinli - —#& 1t together with shier 10 |- —fE, which might show that he understands
yinlu as pitch-standards. Lin Pinshi, Lushi chungiu jinzhu jinyi, 149.
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7

monosyllabic terms,**” in a similar way that shengyin or yinsheng indicates either

sheng or yin at a time when sheng and yin have yet to be clearly distinguished.
6.2 Sanfen sunyi fa
The Sanfen sunyi fa —/7r#H%:% is a method (fa %) of generating pitch-

standards or notes by subtracting (sun 1) or adding (yi %:) one third (sanfen =

/7) of the length of a pitch-pipe.“®

When one third of the length is subtracted, a
sound higher by a fifth is produced and when one third of the length is added it
results in a sound lower by a fourth. By repeating subtraction and addition, all
twelve pitch-standards can be acquired. If a pitch-standard is achieved by adding

a third it is called “creation by moving upwards” (shangsheng [“); if achieved
by subtracting a third it is called “creation by moving downwards” (xiasheng
1:).%8 The first description of the Sanfen sunyi fa which is presented in the
Guanzi is regarding the five notes. It is in the Lushi chungiu that this method is

first applied to the twelve pitch-standards. In addition to these two texts, the

Huainanzi, Shiji and Han shu describe this method.

According to Falkenhausen, it is not that the gamut of the twelve pitch-
standards emerged through the Sanfen sunyi fa but that pre-existing twelve pitch-
standards were linked to the Sanfen sunyi fa. In other words, after the whole
gamut of twelve pitch-standards were established, the Sanfen sunyi fa, which was

applied to the five notes as early as the Western Zhou period, came to be applied

7 In the Liishi chungiu, the meaning of yinlii seems closer to lii while in the Zhuangzi
its meaning seems closer to yin.

“8 The term Sanfen sunyi fa seems to appear at least after the Han shu. The “Yinlii” does
not use the term Sanfen sunyi fa. It mentions sanfen —7)- and yi %: when explaining
how the twelve pitch-standards are achieved. However, instead of sun 45, it mentions qu
2 (to remove). Therefore, the term Sanfen sunyi fa in all likelihood was not coined
based on the “Yinli”. Among the Guanzi, Huainanzi, Shiji and Han shu where the Sanfen
sunyi fa is discussed, only the Han shu mentions sun {H; the Guanzi and Shiji use qu Z:
and the Huainanzi only mentions shangsheng -/l and xiasheng F“f:. Therefore, the
term Sanfen sunyi fa might have been coined based on the Han shu. However, | have not
found who first coined this term. Although the term Sanfen sunyi fa is not suggested in
any of the texts chapter 6 deals with, | will use this term in order to indicate the method
for achieving the twelve pitch-standards or the five notes.

89 Zhongguo yinyue cidian, 330.
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to the twelve pitch-standards.*®

From Falkenhausen’s observation, it can be
suggested that the Sanfen sunyi fa was theoretically applied to the twelve pitch-

standards with lack of practical consideration.

This theory is supported by the fact that when pitch-standards are acquired
by the Sanfen sunyi fa the interval between each pitch-standard is irregular. In
addition, the last pitch-standard in formation order namely zhongli cannot
generate huangzhong one octave higher than initial huangzhong with which the
Sanfen sunyi fa begins, which results in the Sanfen sunyi fa being valid only for
one cycle. For these reasons, it is argued that ancient dodecatonic scale based on
the Sanfen sunyi fa is merely a theoretical system.**! In later period, more
complicated scales are suggested: for example, a 60-note scale by Jing Fang it
5+ (77-37 BCE) and a 18-note scale by Cai Yuanding 25707 (1135-1198).%%
These attempts could attest to the lack of practicality in the dodecatonic scale
based on the Sanfen sunyi fa. The following section will examine the descriptions
of the Sanfen sunyi fa in the Guanzi, Lishi chungiu, Huainanzi, Shiji and Han shu
with an aim to advocate the theoretical aspect of the Sanfen sunyi fa by

demonstrating how this method was schematized from the Guanzi to the Han shu.
6.2.1 Sanfen sunyi fa for the five notes in the Guanzi and Shiji

The “Diyuan” H 5 (Categories of Land) chapter of the Guanzi describes

the Sanfen sunyi fa as a method of achieving the five notes.**

40 Falkenhausen, Suspended Music, 304-307. In addition, Falkenhausen indicates that
the names of six pitch-standards classified as liu [0 7<% have regularity in that all of
them end with 10 4 or zhong % whereas the names of six pitch-standards classified as
liu It ~<ft have no such regularity. Based on this observation, Falkenhausen argues that
liu 10 <fft appeared earlier than liu 0 7<f. Falkenhausen, “On the Early

Development of Chinese Musical Theory”, 435-438. This argument also supports the
gradual establishment of the twelve pitch-standards.

1 Zhongguo yinyue cidian, 330.
2 For details about these scales, see Zhongguo yinyue cidian, 241 and 353.

% Regarding the date of the “Diyuan”, Luo Genze % (1900-1960) suggests that
this chapter was probably not written earlier than the Han since it might have been
impossible to obtain detailed information about a wide range of land before the Han
because of the borders of the states. Luo Genze, Guanzi tanyuan, 116. On the other hand,
W. Allyn Rickett suggests that this chapter “probably dates from the latter half of the
third century B.C., after Five Phases ideology came to dominate all forms of Chinese
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In general, [when] five notes are to be obtained, firstly [the length
corresponding to] the number one is settled and then it is divided into three.
By repeating [this process] four times, the square of nine [namely 81] is
obtained. From this number, huangzhong, the first note [that serves as] the
small root of [the other notes] is achieved and it becomes gong. [81] is
divided into three and one portion of it [namely 27] is added to [81], then 108
is obtained and it becomes zhi. [108] is again divided into three and one
portion of it [namely 36] is removed from [108], and then it becomes suitable
to achieve shang. [72] is again divided into three and what is obtained [from
this division] is added [to 72], and then it becomes yu. [96] is again divided
into three and the quotient [32] is removed [from 96], and then it becomes

suitable to achieve jue.**

JUBR AL, LAY =2 % PG uL. DR g R 2
g, L. S 2D, BEAN, B A A
e, SR, DORARE. A0, WETHAT, DUEEAH. =0, BHIE,
3 LA

As described above, the method of the Guanzi begins with adding one third

an

(yiyi 4=—), and five notes are obtained following the order of gong, zhi, shang,

proto-scientific thought”. Rickett, Guanzi: Political, Economic and Philosophical Essays
from Early China vol. 2, 259. | support Rickett’s opinion since the descriptions of the
Sanfen sunyi fa suggest that the “Diyuan” seems slightly earlier than the “Yinl(”.

% Without linear measure, these numbers can be regarded as relative length as
suggested by Falkenhausen, Suspended Music, 305.

“® Fang Xuanling 5 X (578-648) and Yin Zhizhang Jt41& (d. 718) interpret
fanshou JLE as “the primary note” ¥ .2 #4t. Guanzi, 173; Yin Zhizhang (annotation)
and Dai Wang (collation), Guanzi jiaozheng, 311. Opposing Yin Zhizhang’s
interpretation, Zhang Binglin argues that fan JL is an alternate for feng /& (tune) and
shou F has a similar meaning to diao # (movement). Zhang Taiyan quanji vol. 1,
195. With difficulty in translating the sentence based on those interpretations, |
tentatively follow Li Mian %4=%% who removes fan JL and reads shouxian ¢ as an
adverb. Li Mian, Guanzi jinzhu jinyi, 911 and 919.

Reading li 17 (establish or settle) for zhu = in accordance with Wang Yinzhi. Wang
Niansun, Dushu zazhi, 8: 44.

% Interpreting su % as ben “& (root) in accordance with Fang Xuanling. Guanzi, 173.

“7 Some scholars suggest bu wu 4~4% (not without) should be removed while others
suggest no amendment is required since bu wu you 1“4 is the same as you 4. You
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yu and jue. The pipe length of each note is calculated as follows.

gong zhi shang yu jue
81x 4/3 = 108x 2/3 = _ _
81 108 79 72x4/3 =96 | 96x 2/3 = 64

If these five notes are arranged in ascending order of pitch, the result will be zhi
(108), yu (96), gong (81), shang (72), jue (64) since the shorter a pipe length is
the higher its pitch is. As a result, the tonic gong is located in the middle.

Another description of the Sanfen sunyi fa for the five notes appears in the
“Liishu” 3 (Monograph about L) of the Shiji, but the sequence of addition
and subtraction differs from what is observed in the Guanzi.

The square of nine namely 81 becomes [the length of] gong. One third of it

being removed, it becomes 54; it is [the length of] zhi. One third of it being

added, it becomes 72; it is [the length of] shang. One third of it being
removed, it becomes 48; it is [the length of] yu. One third of it being added, it
becomes 64; it is [the length of] jue.
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The formation order of the five notes is the same as the Guanzi, but in the
Shiji, subtraction proceeds first; therefore, the pipe length of each note is

calculated differently.

gong zhi shang yu jue

81 81x2/3 =54 | 54x4/3 =72 | 72x2/3 =48 | 48x 4/3 = 64

The five notes arranged in ascending order of pitch are gong (81), shang (72), jue

(64), zhi (54), yu (48); therefore, gong becomes the lowest note.

6.2.2 Sanfen sunyi fa for the twelve pitch-standards in the Lishi chungiu and

Huainanzi

In the “Yinl0” chapter of the Lishi chungiu, the Sanfen sunyi fa is first

associated with the twelve pitch-standards.

%8 Shiji, 25: 1249.
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Huangzhong gives rise to linzhong; linzhong gives rise to taicu; taicu gives
rise to nanld; nanli gives rise to guxian; guxian gives rise to yingzhong;
yingzhong gives rise to ruibin; ruibin gives rise to dalu; dall gives rise to yize;
yize gives rise to jiazhong; jiazhong gives rise to wuyi; wuyi gives rise to
zhongli. [Among three] parts obtained by trisecting, one part is augmented by
moving upwards. [Among three] parts obtained by trisecting, one part is
removed by moving downwards. Huangzhong, dald, taicu, jiazhong, guxian,
zhongll and ruibin are [achieved by moving] upwards; linzhong, yize, nanl,

wuyi and yingzhong are [achieved by moving] downwards.

S AR, RS ACRE, KT Y, R e ERE, RhURAE RS, JEGE
ARFEE, FEEAKE, KB, RN gcds, Ao b, Mg f i
P ST, ez B =k, AR DU MmO
R BEACEH I AR A FE RS b, bR o T 7 14 i ) g 1 %0

The “Yinli” does not directly state the order of subtraction and addition;
instead, it presents the formation order of pitch-standards. In addition, it states
that the lower seven pitch-standards from huangzhong to ruibin are achieved by
moving upwards, and the higher five pitch-standards from linzhong to yingzhong
are achieved by moving downwards. From these statements, the order of

subtraction and addition is identified as follows:

— (subtraction) = (addition)

huangzhong — linzhong = taicu — nanlii = guxian — Yyingzhong =

ruibin = dall — yize = jiazhong — wuyi = zhongli

The order of subtraction and addition shows irregularity before and after
ruibin where addition occurs twice successively. That is, up to ruibin, subtraction
and addition occur in turn. If following this regularity, subtraction should occur
when dall is achieved from ruibin but addition occurs again. Owing to two
successive occurrences of addition, the twelve pitch-standards are located within
the same octave. In other words, if dalu is achieved by subtraction its pitch

becomes higher than ruibin by a perfect fifth; as a result, dalti can not be included

% Lishi chungiu, 47.
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in the same octave.*®

While providing a more detailed description, the “Tianwen xun” K il
(Explanation about the Patterns of the Sky) chapter of the Huainanzi follows the
same line as the “Yinll”. For example, it clarifies the order of subtraction and
addition along with the length assigned to each pitch-standard.”™ The twelve
pitch-standards arranged in ascending order of pitch as well as in formation order

according to the Huainanzi are as follows.

In ascending order of pitch:

, huang | da . jia gu | zhong rui lin . y .| ying
I zhong 10 taicu zhong | xian 10 bin zhong yize | nanlt | wuyi zhong
length 81 76 | 72 68 64 60 57 54 51 48 45 42
In formation order:
. huang lin tai | nan | gu ying rui . . jia . | zhong
I zhong | zhong | cu Iu | xian | zhong | bin dald | yize zhong Wiyl 10
length 81 54 72 | 48 | 64 42 57 76 51 68 45 42

In the first table, intervals between the adjacent two pitch-standards are not
the same: they are five, four or three. The second table shows that only the first
five numbers are calculated accurately because 81, 54, 72 and 48 are multiples of
three. However, from yingzhong, their lengths are calculated in approximate

figures because the length of guxian, i.e. 64, is not a multiple of three.
6.2.3 Sanfen sunyi fa for the twelve pitch-standards in the Han shu

The “Liili zhi” & & (Treatise on Ll and the Calendar) of the Han shu
describes another way of the Sanfen sunyi fa applied to the twelve pitch-standards.
According to this method, subtraction and addition take place in turn to the end,
and, as a result, the arrangement of the twelve pitch-standards does not coincide

with what is observed in the Lushi chungiu.

%% For example, if huangzhong is assigned to C ruibin is assigned to F#. If dalii is
achieved by subtraction, it is assigned to C’# which is higher than F# by a perfect fifth.
In this case, dalii and ruibin are not included in the same octave. However, if dall is
achieved by addition, it is assigned to C# which is lower than F# by a perfect fourth, and
thus dalli and ruibin are located in the same octave.

%% For this description, see Liu Wendian, Huainan honglie jijie, 113.
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Divide [the length of huangzhong] into three and leave out one portion to
achieve linzhong by moving downwards. Divide [the length of] linzhong into
three and add one portion to achieve taicu by moving upwards. Divide [the
length of] taicu into three and leave out one portion to achieve nanlii by
moving downwards. Divide [the length of] nanli into three and add one
portion to achieve guxian by moving upwards. Divide [the length of] guxian
into three and leave out one portion to achieve yingzhong by moving
downwards. Divide [the length of] yingzhong into three and add one portion
to achieve ruibin by moving upwards. Divide [the length of] ruibin into three
and leave out one portion to achieve dali by moving downwards. Divide [the
length of] dalli into three and add one portion to achieve yize by moving
upwards. Divide [the length of] yize into three and leave out one portion to
achieve jiazhong by moving downwards. Divide [the length of] jiazhong into
three and add one portion to achieve wuyi by moving upwards. Divide [the
length of] wuyi into three and leave out one portion to achieve zhongli by

moving downwards.
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The twelve pitch-standards are obtained in the same order as in the Lishi

chungiu. However, since addition and subtraction occur in turn before and after

ruibin, dall which is generated after ruibin occupies a higher pitch than ruibin.

Accordingly, dali, jiazhong and zhonglu are not included in the same octave.

Different arrangements of the twelve pitch-standards between the Lishi chungiu

and Han shu are well illustrated by Falkenhausen.>*

%2 Han shu, 21: 965.

%3 The figures on the next page are from Falkehausen, Suspended Music, 303.
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Zwoneru' ZwonoLy'

Guxian' Guxian'

JiazHone ' Jiazuone'

Taicou' Taicou'

Dacu’ Davu'

HuanczHone' Huanczuone'

Y INGZHONG ) Y INGZHONG

Huvi Wuy1

Nanci NanLu

Yize Yize

L inzHone L inzHoNG

Sutein SuisIN

ZHONGLY ZHoNGLY

Guxian Guxian

J1AzHONG - J1AzHONG

Taicou Taicou

DALy ' DAy

HuanczHone HurnczHone
FIGURE 143. Generation of pitch FIGURE 144. Generation of pitch
standards according to the Liishi standards according to the Han
Chungiu. Shu, “Liili-zhi.”

Since addition and subtraction occur in turn before and after ruibin, the
number of pitch-standards achieved by moving downwards is six and by moving
upwards is also six according to the Han shu. This even distribution is conducive
to the classification of the twelve pitch-standards into two groups. That is, the
twelve pitch-standards achieved by moving upwards are classified as six 10 £
and the other six pitch-standards achieved by moving downwards are classified as
six 10 1 while representing yang and yin respectively as described in the “Lli
zhi”.

There are twelve pitch-standards. Six of them [characterised as] yang are |l

it while the other six [characterised as] yin are U . LU £t gathers gi to

classify things. The first is huangzhong; the second is taicu; the third is
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guxian; the fourth is ruibin; the fifth is yize; the sixth is wuyi. LU ! assists

yang to diffuse qi. The first is linzhong; the second is nanli; the third is
yingzhong; the fourth is dalu; the fifth is jiazhong; the sixth is zhongli.

AL BB, BB R, UMEEY. —H e, R,
SHGEYE, PUHZES, AEER, SEHTH. E LRSS E? — B,
THEE R, CEMERE E AR, g, NEda i 5%

This classification cannot be applied to the Liishi chungiu where seven pitch-
standards are achieved by moving upwards and five pitch-standards are achieved
by moving downwards. The classification of the Han shu seems to gain currency
afterwards as supposed from the statement in the “Liili zhi” of the Hou Han shu
#%EEE (Book of the Later Han): “Yang’s giving rise to yin is called creation by
moving downwards and yin’s giving rise to yang is called creation by moving

upwards.”506

6.2.4 Sanfen sunyi fa for the twelve pitch-standards in the Shiji: coexistence
of the methods of the Liishi chungiu and Han shu

The “Liishu” of the Shiji describes two ways for the Sanfen sunyi fa to be
applied to achieving the twelve pitch-standards; one is identical to the way
derived from the Lushi chungiu and the other is from the Han shu. For example,
when calculating the lengths of pitch-pipes, the Shiji follows the Lishi chungiu as

shown below.

The lengths of pitch-pipes: The length of huangzhong is 81 fen and it is
gong.” The length of dalii is 75 % fen. The length of taicu is 72 fen and it is
jue. The length of jiazhong is 67 ¥4 fen. The length of guxian 64 fen and it is
yu. The length of zhonglii is 59 % fen and it is zhi. The length of ruibin is 56
2 fen.”® The length of linzhong is 54 fen and it is jue. The length of yize 50

4 Interpreting 10 Jfik as zhu 1) (to assist) based on Wang Xiangian, Han shu buzhu,
370.

%5 Han shu, 21: 958-959.
%% Hou Han shu, 3001: [HAERaE M4, BaERE A,

%971 fen was 0.231cm from the Warring States to the Western Han period. Hanyu da
cidian (appendix and index volume), 3.

%% Ruibin is achieved by moving upwards after yingzhong. Since the length of yingzhong
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% fen and it is shang. The length of nanlii is 48 fen and it is zhi. The length of

wuyi is 44 % fen. The length of yingzhong is 42 % fen and it is yu.

A EpEE A~ o5
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- huang . . jia gu | zhong | rui lin . y . | ying
I zhong dald | taicu zhong | xian ] bin | zhong yize | nanli | wuyi zhong
length 81 75% 72 67 64 59% | 56% 54 50% 48 4475 | 42%

The length of ruibin is longer than that of yingzhong, which means that
adding a third occurs when ruibin is achieved from yingzhong. For the same
reason, addition occurs when dali is achieved from ruibin. Therefore, the
sequence of subtraction and addition follows the Lushi chungiu where addition

occurs successively before and after ruibin. However, when describing the ratio

is 42 % fen, the exact number for ruibin is 56 8/9 fen, not 56 % fen. In the same way,
dali, yize, jiazhong, wuyi and zhongli which are achieved after ruibin have approximate
figures of length. Regarding how these approximate figures are obtained, see the next
footnote.

%% Reading shi fen 75 for qi fen =7) based on Sima Zhen, Shiji suoyin, 82. Based
on the Shiji’s description that goes “the square of nine namely 81 becomes [the length of]
gong” JuJL/\H—LARs Y, Sima Zhen WML i (eighth century) suggests it should be
ba cun shi fenyi /\~]{-7>—. He also suggests the other gi fen 573 in this passage are
mistakes for shi fen |73 Following Sima Zhen’s correction, | read all gi fen in this
guotation as shi fen.

0 Reading san fen er —<7» — for san fen yi —=7)— based on Wang Yuangi, Shiji
sanshu zheng’e, 7. After achieving first five pitch-standards up to guxian, length cannot
be measured in a natural number. The Shiji expresses the remainders with approximate
figures: if the remainder is bigger than 0.5, it is considered %4, and if the remainder is
smaller than 0.5, it is considered Y.

1 Reading qi fen =7 for yi fen —7) based on Wang Yuanqji, Shiji sanshu zheng’e, 8.
The length of jiazhong does not accord with Wang Yuangi’s explanation. That is,
following his explanation, the length of jiazhong should be 67 % fen instead of 67 Y fen
because when the length of jiazhong is calculated from 50 25 which is the length of yize,
the remainder is bigger than 0.5.

*2 Reading san fener 7> for sanfenyi —/;— based on Shiji sanshu zheng’e, 8.
>3 Removing si fen VP47 based on Shiji sanshu zheng e, 8.
>4 shiji, 25: 1249.
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of a bell the Shiji follows the Han shu. Using the names of the Twelve Earthly
Branches instead of the names of the twelve pitch-standards, the Shiji presents the
ratio of a bell of each pitch-standard in proportion to that of huangzhong.

.. . .. .2 . . 8 .
Achieving a fractional number of a bell: zi is 1; chou is = ;yinis - 5 »maois

8192

chen is —; si |s TWU IS =—=; wei IS ﬁ shen is 6561, ; you is ez U
32768, | i i 65536
59049’ 177147 °
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;’;ﬁlc\ﬁ Zi CEO i’: n:)a cfr:e si | wu | wei | shen | you Xu hai
- [y q EA
Fiqure | 1 2 8 | 16 | 64 | 128 | 512 | 1024 | 4096 | 8192 | 32768 | 65536
g 3 9 | 27 | 81 | 243|729 2187 | 6561 | 19683 | 59049 | 177147

The number of wu (ruibin) is bigger than that of hai (yingzhong); the number
of chou (dalll) is smaller than that of wu. Therefore, addition occurs when ruibin
is achieved from yingzhong whereas subtraction occurs when dali is achieved
from ruibin. Since addition and subtraction occur in turn before and after ruibin,

it follows the method of the Han shu.

As described above, when presenting the lengths of pitch-pipes, the Shiji
assigns the five notes to one or two of the pitch-standards. Their correspondences

along with the length of each pitch-standard and note are as follows:

, huang " . jia gu | zhong | rui lin . nan . | vying

o zhong dali | taicu zhong | xian ] bin | zhong ylze [0} wuyt zhong

length 8l | 75% | 72 | 67% | 64 59% | 56% | 54 | 50% | 48 | 44% | 42%
yin gong jue yu zhi jue | shang | zhi yu
length 81 64 48 54 64 72 54 48

*1> shiji, 25: 1250.
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The “Tianwen xun” of the Huainanzi states that “Huangzhong is gong; taicu is
shang; guxian is jue; linzhong is zhi; nanlii is yu”.**® These correspondences are
based on the same length between pitch-standards and notes. For example, both
taicu and shang have the same length of pitch-pipe, 72. However, except for the
correspondence between huangzhong and gong, the other correspondences
suggested in the Shiji do not conform to the Huainanzi. For this reason, it is
argued that taicu should correspond to shang; guxian to jue; linzhong to zhi;
nanli to yu. In addition, it is argued that zhi and shang assigned to zhongli and
yize should be removed.”'” However, it is doubtful whether the Shiji should be
interpreted on the basis of the Huainanzi at the expense of too many
modifications.>'® Instead of making many corrections, we may suggest that the
Shiji and Huainanzi are based on different traditions. To trace the tradition on
which the Shiji is based, other theories prior to the Shiji need to be examined. For
this purpose, the correspondence between pitch-standards and notes suggested in
the Lishi chungiu and the wu xing 7217 (five elements) theory will be discussed

below.%°

According to the Lushi chungiu, the twelve months, twelve pitch-standards,

* Liu Wendian, Huainan honglie jijie, 113: % i3 %7, Kkfnd, Wt m, W
B, e

S \Wang Yuandji, Shiji sanshu zheng e, 8-9.

58 The Shiji was written by Sima Qian (c.145 or ¢.135 BCE-?) and the Huainanzi was
composed under the patronage of Liu An %% (c.179-122 BCE). Considering the

similar time period of composition, it might be difficult to regard only one of the records
as the correct one.

519 Regarding the translation term of wu xing, John Major argues that “five elements” is
inappropriate in that “the Chinese concept of wu-hsing is one of function rather than
constituent matter”. For this reason, as the translation term of wu xing, Major supports
“five phases” which implies cyclical transformation. Major, “A Note on the Translation
of Two Technical Terms in Chinese Science”, 1-2.

The idea of cyclical transformation is supported in the “Yingtong” chapter of the LUshi
chungiu where the rise and fall of the dynasties are explained on the basis of the wu xing
theory. However, this idea does not seem to be strongly advocated in the Lishi chungiu;
for example, it is unclear whether the Lishi chungiu assumes cyclical transformation of
the five elements when it assigns five notes to them. In this dissertation, wu xing is
interpreted as “five elements” although I agree “five phases” is a more appropriate term
for the wu xing theory.
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five notes and five elements correspond to each other as follows:*%

month 1 2 3 4 5 6 7 8 9 10 11 12
- : jia gu | zhong | rui lin . nan . | ying | huang .
I taicu zhong | xian ] bin | zhong ylze 1] wuyt zhong | zhong dali
yin jue zhi shang 9339
wu Xxing wood fire metal [_earth |
water

The first pitch-standards in each group are taicu, zhongld, yize and yingzhong. In
the Shiji, these four pitch-standards correspond to jue, zhi, shang and yu. Since
each pair of taicu and jue, zhongll and zhi, yize and shang, yingzhong and yu
belongs to the same group, these four correspondences seem to be based on the
category presented in the Lishi chungiu.

Now, the remaining correspondences are those between guxian and yu,
linzhong and jue, nanlii and zhi. Huangzhong, linzhong, taicu, nanli and guxian
are the first five pitch-standards achieved by the Sanfen sunyi fa. In ascending
order of pitch, they are arranged as huangzhong, taicu, guxian, linzhong and
nanll. In the Shiji, the latter three pitch-standards correspond to yu, jue and zhi
whose order seems to follow the wu xing theory. In other words, according to the
wu xing theory, water gives rise to wood and wood gives rise to fire. According to
the Liishi chungiu, yu is in the same group as water; jue as wood; zhi as fire.**
Therefore, if these three notes are arranged following the formation order of the

five elements, it is yu, jue and zhi.>?

20 Each opening chapter of the “Shier ji” part presents a pitch-standard, note and
element assigned to each month. The table below is based on those chapters.

%21 In the Shiji suoyin, Sima Zhen explains that since huangzhong is assigned to gong,
following the wu xing theory where earth is believed to give rise to metal, dali is
assigned to shang. Sima Zhen, Shiji suoyin, 82. The wu xing theory may explain gong is
followed by shang since the Lishi chungiu assigns gong and shang to earth and metal
respectively. However, the cyclical transformation of the five elements might not apply
between huangzhong and dalt. Therefore, why dalu is assigned to shang or metal
remains unanswered. Besides, it is not dalii but yize that is assigned to shang in the above
quotation from the Shiji.

%22 Another possible explanation is based on the cyclical conquest order of the five
elements (xiangsheng #H}5). For example, Kim Byunghoon suggests that if the five
elements are arranged in this order they are earth, wood, metal, fire and water, and
following this order, the five notes are arranged in the order of gong, jue, shang, zhi and
yu. If we match the first five twelve pitch-standards in formation order to gong, jue,
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Five elements and Five notes | earth(gong)—metal(shang)—water(yu)—wood(jue) — fire(zhi)

First five pitch-standards
achieved by the Sanfen sunyi | huangzhong — taicu®® — guxian — linzhong — nanlil
fa in ascending order of pitch

In the above table, only the notes are arranged following the wu xing theory;
the pitch-standards which are arranged in ascending order of pitch are irrelevant
to the wu xing theory. In short, when assigning pitch-standards to notes, the Shiji
is based on two suggestions. On the one hand, it follows the classifications of the
pitch-standards and of the five notes described in the Lushi chungiu. On the other
hand, it arranges the first five pitch-standards achieved by the Sanfen sunyi fa in
ascending order of pitch, and matches them to the five notes which are arranged

following the order of cyclical transformation among the five elements.>**

If the above supposition regarding the correspondences between guxian and
yu, linzhong and jue, nanli and zhi is correct, it can be suggested that the twelve
pitch-standards are not perceived from the wu xing theory as clearly as the five
notes are. In other words, despite the direct influence of the wu xing theory on the
arrangement of the five notes, this theory is not considered seriously when the
twelve pitch-standards are arranged. In addition, the Shiji shows that the
correspondences between the twelve pitch-standards and the five notes according
to their same length of pitch-pipes might belong to another tradition, and for this
reason, attempts to amend Shiji on the basis of the Huainanzi may not do justice
to the Shiji.

6.2.5 Special features in the evolution of the Sanfen sunyi fa
Schematization of the Sanfen sunyi fa

Varied descriptions of the Sanfen sunyi fa demonstrate its evolution into a

shang, zhi and yu respectively, we can also obtain the correspondences between “jue and
linzhong”, “zhi and nanlii”, “yu and guxian”. Kim Byunghoon, Yulyo wa Dongyang
sasang, 49-50.

%23 Only taicu has two possible corresponding notes, namely jue and shang. The Shiji
chooses jue as the counterpart of taicu. Therefore, it is supposed that the Shiji puts more
emphasis on Lushi chungiu’s classification.

24 This second suggestion remains doubtful because the arrangements of the twelve
pitch-standards and the five notes are based on different principles. This supposition is
subject to change when a more convincing explanation is proposed.
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more theoretical framework. First of all, regarding the Sanfen sunyi fa for the five
notes, the Guanzi and Shiji present different sequences of addition and subtraction.
In other words, the method of the Guanzi begins with adding a third making gong
located in the middle whereas the method of the Shiji begins with subtraction
making gong located in the lowest. Guanzi’s method seems more appropriate for
musical purposes considering that the tonic gong is the central note, but the Shiji
does not follow the Guanzi. The reason for this change can be suggested as being
that the Sanfen sunyi fa for the twelve pitch-standards where subtraction proceeds
first is reversely applied to the earlier method for the five notes.”® Therefore, it
can be suggested that this change was driven by a theoretical need rather than a
practical need.

The application of the Sanfen sunyi fa to the twelve pitch-standards reveals
another theoretical aspect in the evolution of the Sanfen sunyi fa. That is, when
the five notes are achieved by the Sanfen sunyi fa, the first four notes in formation
order have pitch-pipes whose length is in multiples of three. Therefore, up to the
fifth note, the length of a pitch-pipe is calculated in an exact number (Guanzi: 81
— 108 — 72 — 96 — 64, Shiji: 81 — 54 — 72 — 48 — 64). However, to
acquire the twelve pitch-standards, the Sanfen sunyi fa should proceed after the
length reaches 64 which is not a multiple of three. Therefore, from yingzhong, i.e.
the sixth pitch-standard in formation order, the length cannot be calculated
exactly. For this reason, it is argued that the Sanfen sunyi fa was originally a
method for the five notes but later it was extended and adapted to the twelve

pitch-standards in an imperfect manner.®®® In light of this problematic aspect, it

5% One of the reasons for proceeding subtraction first when the Sanfen sunyi fa is
applied to the twelve pitch-standards can be suggested as being that the order of twelve
pitch-standards were already arranged within an octave from huangzhong to yingzhong in
ascending order of pitch. Therefore, to meet this order, it might have needed to proceed
with subtraction first; otherwise, huangzhong cannot occupy the lowest pitch.

%2 For example, Jeong Yakyong J /79l (1762-1836), a Confucian scholar in Joseon
] fif Dynasty (1392-1910), argues that “The method of the Guanzi begins with adding a
third starting from gong while Sima Qian’s method begins with subtracting a third
starting from gong; this is a different [aspect] between them. However, after alternating
five times they cannot achieve [notes]; this is a common [aspect] between the two
methods. For this reason, their methods only achieve five notes and the sixth note has not
ever existed. Those who discussed pitch-standards in later period insisted on applying
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can be suggested that the application of the Sanfen sunyi fa to the twelve pitch-

standards was devised out of a theoretical need.>*’

Although the Sanfen sunyi fa is applied to the twelve pitch-standards out of a
theoretical need, the Lushi chungiu does not completely ignore the practical
aspect. That is, if following the method of the Lishi chungiu where addition
occurs twice before and after ruibin, the twelve pitch-standards cannot be evenly
divided into two groups based on whether subtraction or addition occurs.
However, following this method, the twelve pitch-standards are located within the

same octave continuously.

Unlike the Lushi chungiu, the Han shu suggests the method where
subtraction and addition occur by turns before and after ruibin. As a result, six
pitch-standards are achieved by addition and the other six pitch-standards are
achieved by subtraction, and each group of six pitch-standards is characterised as
yin or yang. In this way, Han shu’s method renders a neatly arranged
classification possible; however, following this method, the twelve pitch-
standards cannot be located within the same octave. Considering that melody is
primarily composed of notes within the same octave, it can be suggested that the
Han shu gives less priority to the practical aspect compared with the Lushi

chungiu.

The methods of the Lushi chungiu and Han shu coexist in the Shiji while
showing a transitional stage in the evolution of the Sanfen sunyi fa into
schematization. After this coexistence, a more conceptual system has survived as

described in the Han shu.
Classification of the twelve pitch-standards

In the Han shu, two groups of pitch-standards are considered to represent yin

this method to the twelve pitch-standards; is it possible?” 121k, J6H =, 11—
D, K2, JoE M, =08 —, IR D, R 7EmEs, e e
RN BOEATOE, RANE. RS HVE, R, 52 A,
n] 1572 Jeong Yakyong, Akseo gojon, 97-98.

%7 In this sense, discussions about the Sanfen sunyi fa applied to the twelve pitch-

standards might need to be distinguished from an enormous amount of traditional
writings about scales which consider practical aspects more seriously.
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and yang. In addition to the Han shu, the Guoyu classifies the twelve pitch-
standards into liu 1t 7~ and liu jian #<[}#] and the Zhouli classifies them into
liu 1t /<t and liu tong #<[7.>*®® However, whether these terms are related to

the concept of yin and yang as those in the Han shu needs examination because
the Lishi chungiu that shows a strong influence of yin-yang theory nevertheless
does not adopt this kind of terminology although it sees the twelve pitch-
standards from a yin and yang perspective.>*°

In the Lushi chungiu, only the term liu 10 <ft is mentioned in the
“Xiaoxing” #1T (Conduct of Filial Piety) and the “Chachuan” #%%{#
(Scrutinizing Hearsay) chapters.”® In addition to liu li, the term lulu £
appears in the “Guyue” chapter: “Gong of huangzhong can achieve all [the other
pitch-standards]. Therefore, it is said that gong of huangzhong is the root of
lult.”**" Regarding this sentence, Sun Shucheng £z (1894-1966) argues
101G zhi ben At 2 A (the root of liil(i) should be amended to |G zhi ben ye 7t
Z A, (the root of 1) following the examples in the Han shu, Jin shu 5
(Book of the Jin), Shuoyuan &5l (Garden of Stories), Yiwen leiju 25 0815
(Collection of Literature arranged by Categories) and Taiping yulan 4>
(Imperially reviewed Encyclopaedia of the Taiping era).>*> On the other hand,
Chen Qiyou adds liu It liu 10 <A S E before jie keyi sheng zhi # 7] LA
2.>% Considering that the classification of liu 1t /<% and liu i /<& s first

suggested in the Han shu, Chen Qiyou’s amendment seems to lose much of its

plausibility because he uses the terms that might well only have been established

528 Guoyu, 3: 132; Zhouli zhushu 353.

2 Regarding the concept of yin-yang in the Lishi chungiu, see pages 129-130;
regarding the viewpoint that sees the twelve pitch-standards from a yin and yang
perspective, see pages 44-45.

530 | iishi chungiu, 202 and 101.

L Lishi chunqiu, 44: #5gE. 2w, BT DA 2. S i 2w, R 2R,
%2 Sun Shucheng, “Liishi chungiu juzheng”, 413.

%3 Lushi chungiu xin jiaoshi, 300.
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after the compilation of the Liishi chungiu.”®*

In short, the Lishi chungiu does not introduce the terms representing the two
groups of pitch-standards; it only mentions the term liu 10 “SfE but this term
does not seem to reflect yin and yang theory. Unlike the Lishi chungiu, the Guoyu
and Zhouli use the terms to indicate the two groups of pitch-standards but these

535

terms also seem irrelevant to yin and yang theory.”® According to Falkenhausen,

liu jian 7<[i] and liu tong /<[] are associated with the characteristic of the
pitch-standards rather than yin and yang theory. That is, jian [i] (between)
implies that six pitch-standards classified as liu jian were inserted between the
pre-existing six pitch-standards namely liu 1 /<, and tong [ (the same)
implies that six pitch-standards classified as liu tong have a close relation to liu i
*f£.536

In spite of no apparent relation of yin and yang theory to the term liu tong,

the Zhouli classifies the twelve pitch-standards into two groups of yin and

yang.>>" Therefore, it can be suggested that the Zhouli also perceives the twelve

%3 Besides the occurrence in the “Guyue” chapter of the Lushi chungiu, lula £ 5
appears in the Guoyu. Therefore, lUli #:i in the “Guyue” might not require
amendment. However, lGli £ appears in the Guoyu only once while liti 10 /<A
appears in various texts including the Zuo zhuan, Zhouli, Mengzi, Heguanzi and
Zhuangzi. The high frequency of liu Ii 7S£ can support Sun Shucheng’s opinion.

5% The language of the Zhouli is supposed to be of the Warring States period, and some
concepts advanced in the Zhouli such as wu xing 71T suggest that the Zhouli cannot
date back ealier than the fourth century BCE. Boltz, “Chou li”, 27.

In relation to the Zhouli, this dissertation offered several observations such as no
occurrence of wu yin in contrast to several occurrences of wu sheng and different names
of two pitch-standards. These observations can suggest that the Zhouli might be earlier
than the Lushi chungiu, but considering their shared viewpoint that sees pitch-standards
from a yin and yang perspective, their dates of composition might not be a long time
apart.

5% Falkenhausen, Suspended Music, 297.

Regarding the term liu tong, Zheng Xuan provides a different explanation in his
annotation to the Zhouli: pitch-pipes of yang Iu [%{f are made of bamboo which
belongs to yang while pitch-pipes of yin It [t are made of copper which belongs to
yin. Tong [+ is a loan for tong #fi (copper). Zhouli zhushu, 358.

%37 Zhouli zhushu, 353: “The music master takes charge of liu lii and liu tong and creates

harmony among yin and yang sounds. The yang sounds are huangzhong, taicu, guxian,
ruibin, yize and wuyi; the yin sounds are dalll, yingzhong, nanli, hanzhong, xiaoll and
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pitch-standards from a yin and yang perspective although this viewpoint has yet
to be directly reflected in the terminology used. It is in the Han shu that the terms
for the two groups of pitch-standards represent yin and yang while pitch-
standards are classified as li 7t and li .°*® Among two types of the Sanfen

sunyi fa, namely the one in the Lishi chungiu and the other in the Han shu, Han
shu’s method that conforms to Yyin-yang classification came to assume an

established form.
6.3 Correspondence between the twelve pitch-standards and twelve months

The correspondence between pitch-standards and months presented in every
opening chapter of the “Shier ji” part is collectively described in the “Yinl(”
chapter.

In the age of the great sages’ good-governance, qgi of Heaven and Earth
combined to produce the wind. At the winter solstice, the moon gathers the
wind and gives rise to the twelve pitch-standards. In the second month of
winter, daytime is shortest; therefore, [this month] gives rise to huangzhong.
The third month of winter gives rise to dall; the first month of spring gives
rise to taicu; the second month of spring gives rise to jiazhong; the third
month of spring gives rise to guxian; the first month of summer gives rise to
zhonglu. In the second month of summer, daytime is longest; therefore, [this
month] gives rise to ruibin. The third month of summer gives rise to linzhong;
the first month of autumn gives rise to yize; the second month of autumn
gives rise to nanli; the third month of autumn gives rise to wuyi; the first
month of winter gives rise to yingzhong. If the wind and gi of Heaven and

Earth are appropriate, the twelve pitch-standards are settled.

NERP A, K25, SR, Hal s, DA+ —dt A
R, MAwpn, 4R Km, dAv b Rk, AR geds, R4 NG
Ue, dc SRR L PPN RE, AR ARG, BRI,

jiazhong.” KENZENAUNFLAG B 2 5. P s gl K e s 2 A S i, i
PNEY YRR NS

%% This classification seems to have gained currency afterwards since Wei Zhao explains
liu jian based on Han shu’s classification of yang I F%fit and yin 10 [ . Guoyu, 3:
135: “liu jian means that six |0 are located between yang 10.” 7S], 7S EFERSHEZH.
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According to the “Yinll”, the wind is involved in the creation of the twelve
pitch-standards. The involvement of wind in making musical sound is also
described in the “Qiwu lun” 75%7:®m (On Evening Things Out) chapter of the
Zhuangzi. Describing the way that sound emanates from an aperture when the

wind blows through it, the “Qiwu lun” draws a comparison between tian lai K #d
(sounds of Heaven), di lai Hifd (sounds of Earth) and ren lai A#f& (sounds of

humans).>* In addition, the Guoyu says “music circulates the winds of
mountains and rivers, and it brightens virtue over a wide and vast distance”.>*!
As in these examples, the “Yinli” supports a close relation between the wind and

music by stating that pitch-standards are created from the wind.

The link between huangzhong and the second month of winter (zhongdong
%) or the eleventh month of the lunar calendar can be understood from a yin

and yang perspective. That is, huangzhong is the first pitch-standard among the
twelve pitch-standards and it is characterised as yang, so it can be suggested that
huangzhong represents the beginning of the yang force.>*? In the second month
of winter, the winter solstice occurs and the yin force reaches an apogee while the
yang force begins to spring forth. Therefore, it can be understood that by
assigning huangzhong, which represents the beginning of yang, to the second
month of winter when the yin force reaches the apogee, the Lushi chungiu implies
the influence of yin and yang theory that argues “a predominantly vyin

phenomenon always contained at least a germ of yang and vice versa”.>*?

However, yin and yang theory seems to be applicable only to this first link

5% Liishi chungiu, 47.
0 \Wang Shumin, Zhuangzi jiaoquan, 42-48.
1 Guoyu, 14: 460: F4ELIBHILI 2 JR th,  LUREfs 7 i i th..

2 Although the Liishi chungiu suggests that the twelve pitch-standards are divided into
two groups of yin and yang, it does not clarify which one is regarded as yin or yang.
Therefore, it cannot be said for sure that huangzhong is classified as yang only based on
the Lushi chungiu. However, it may be assumed that huangzhong is classified as yang in
the Lishi chungiu following the Zhouli.

>3 Major, Heaven and Earth in Early Han Thought, 29.
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since the other pitch-standards are assigned to each month from lower to higher
pitch successively. As examined earlier, the twelve pitch-standards are classified
into two groups according to yin and yang. Therefore, when arranged in
ascending order of pitch, the twelve pitch-standards are conceptualized as yin and
yang by turns. However, as for the twelve months, the strength of yin and yang
changes gradually in regular sequence. Therefore, if pitch-standards from lower
to higher pitch are assigned to each month successively, their yin and yang do not
match each other. For instance, if huangzhong is assigned to the second month of
winter, it is appropriate to assign taicu, the next pitch-standard among the ones
conceptualized as yang, to the third month of winter (jidong Z=%). However,
dalu which is classified as yin is assigned to this month. This incongruity shows
that the link between the twelve pitch-standards and the twelve months does not
take yin and yang theory into serious consideration although the link between
huangzhong and the second month of winter implies the influence of this theory.

After assigning the twelve pitch-standards to the twelve months, the “Yinlu”
describes seasonal changes and monthly ordinances while designating each

month using the name of its corresponding pitch-standard.>*

In the month of huangzhong, do not start earthen construction. Be careful not
to open the covered in order to keep Heaven and Earth sealed and shut, for
yang gi is about to seep out. In the month of dali, the full term [of the year] is
nearly completed and the [new] year will soon begin again. Your farmers
should not be employed. In the month of taicu, yang gi begins to arise and
grasses and trees sprout in great number. Encourage the farmers to till the soil
and never to lose the proper time. In the month of jiazhong, be lenient,
generous, gentle and balanced. Practise virtue and discard punishment. Never

undertake [military] affairs that cause harm to the myriad living things. In the

>4 Monthly ordinances define government decrees in accordance with seasonal changes
and they also describe the calamity or peculiar phenomena that take place when these
ordinances are violated. Regarding the origin of monthly ordinances, it is suggested that
the early form of monthly ordinances was a farming calendar that defined farm work in
every month, and that this farming calendar came to take a form of monthly ordinances
by legal and religious aspects being added around the Western-Zhou period. Mizoguchi
Yiizd et al.,, Chiigoku shisé bunka jiten, 470. On the other hand, Hu Jiacong %1}
suggests that monthly ordinances were established by the philosophy of the Yin-Yang
School being added to the legalism of Qi 75. Hu Jiacong, Guanzi xintan, 123.
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month of guxian, extend the roads and open the paths. Repair ditches and
channels in good condition. If these orders are promulgated, blessed qi is
coming quickly. In the month of zhongli, do not gather the mass of people,
and promote agriculture during a royal tour. Since grasses and trees are about
to grow, do not distract the minds of the people. In the month of ruibin, when
yang qi is at its peak, comfort the strong and nurture the youth. If the court is
disquieting, grasses and trees will wither early. In the month of linzhong,
grasses and trees are exuberant and abundant. The yin [qi] is about to cause
damage, [so] do not embark a large undertaking, and nourish yang qgi. In the
month of yize, revise the law and amend criminal law. Select warriors and
sharpen weapons. Interrogate and punish the unrighteous and embrace those
in distant areas. In the month of nanli, hibernating species enter their caves.
Urge farmers to harvest and gather [the crops]. [Let them] not dare to be lazy
or remiss [in their duties] and [make them] devote an effort to yield a large
harvest. In the month of wuyi, judge the guilty decisively. Follow the law and
do not pardon [those who break the law]. Do not procrastinate in dealing with
lawsuits, and [settle] them quickly according to [historical] precedents. In the
month of yingzhong, yin and yang are obstructed, [so] they are blocked up
and, as a result, winter arrives. Amend and clarify the rules for mourning.

Make people assume a cautious attitude about funerals.

vipE s J, R E MRAEEERS, DUSDREAM, B Bt K=z H,
RS, s LR, TR, AR Kk H, Bwdat, sRED)
RS b, By, AgEZ N, TR, ITRERON. e, DA
e WiVEZ T, GEEmE. WHEEA. 2T, RS 2],
IR, g WANER, MERO. H2I, BEA L, 2l
FEH® RWINER, ROKFRS BT, RO, BRI, Rk
8, DUBBBR.S RALZH, (SR, LT, shakngs, DUEE ).
2, ek AR BRI, MRS, DR WA 2T, BB
HIE BRI ERERER, DAde DA WESE 2 H, BB, BHIMRA.

i I

> Bi Yuan suggests xia /% is a mistake for jiao & (beautiful). Agreeing with Bi
Yuan’s opinion, Chen Qiyou interprets zhuangxie #Al:#% as dingzhuang 171 (a sturdy
youth). Lishi chungiu, 47; Lishi chungiu xin jiaoshi, 334.

> Interpreting jiang ¥ as yang # (to nurture) in accordance with Gao You. Liishi
chungiu, 48.
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The parallels with the above passage are scattered in each opening chapter of
the “Shier ji” part; therefore, this passage can be regarded as a patchwork from
those chapters which share number of basic characteristics.”*® Similar to the
above quotation, one passage from the Guoyu seemingly suggests the relation
between the twelve pitch-standards and monthly ordinances. This passage

describes the functions of the twelve pitch-standards but it enumerates liu 1t <

ft first followed by liu jian #<[H] without linking them to the twelve months.

The number six has a quality of the middle; therefore, it is called huangzhong.
[Huangzhong] spreads and nurtures six gi and nine virtues. The sequence
starts from huangzhong. The second is taicu; it is [played] by metal
[instruments] and helps yang let the dormant emerge. The third is guxian; it
makes the myriad things embellishing and pure; it fathoms [the will of] the
spirits and ushers guests in. The fourth is ruibin; it makes the spirits and
people balanced and tranquil; a vessel of drink is offered and cups are
exchanged by [ruibin]. The fifth is yize; it chants and sings the nine rules; it
pacifies the people [and encourages them] not to be disloyal. The sixth is wuyi;
it announces the excellent virtue of the sages and displays norms and manners
to the people. Six inserted [pitch-standards] are created in order to boost those
depressed and dispirited and to expel those who are slack and go too far. The
first inserted one is dal(; it helps things propagate. The second inserted one is
jiazhong; it lets weak [qi] of each interval between the four [seasons] flow.**°
The third inserted one is zhongll; it spreads gi of the middle. The fourth
inserted one is linzhong; it harmonises and examines various things. Never

allow [the people] not to assume [a duty] and let them [accomplish the task]

7 | understand bie sangji 7I/3£# as meaning that “distinguish the rules for mourning
from other rules”. For this reason, | translate bie as “clarify”.

8 L iishi chungiu, 47-48.

9 The two versions show textual variations which often resulted from textual corruption.
Assuming that these two versions have a common origin, D. C. Lao tackles textual
corruption by comparing each parallel. Regarding this comparison, see Lau, “A Study of
Some Textual Problems in the Li-shih-ch’un-ch’iu and Their Bearing on Its
Composition”, 74-82.

50 Interpreting sixi VUK (four cracks) as sishi zhi jian VUl [H] (intervals between
the four seasons) in accordance with Wei Zhao. Guoyu, 3: 136.
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promptly and be very cautious [about their duty]. The fifth inserted one is
nanlu; it assists yang to flourish. The sixth inserted one is yingzhong; it is

equally beneficial to vessels and utensils, and makes [them] conform to [li]

and return to [constancy].>"

TRz o, B 2 BB, FrUE SRR, s, g, e
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FIREE, FrLAssinh A, sl th, e g, A Ak oL, 2 AR
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Some of the functions are interpreted in relation to seasonal changes. For
example, when explaining the sentence about taicu, Wei Zhao explains that
“animals that went into hibernation begin to move during the first month of
spring” which is a quotation from the “Mengchun” chapter of the Lishi chungiu
where taicu is believed to represent the first month of spring.>*® In addition, Wei
Zhao quotes Jia Kui ¥z (30-101) and Tang Gu fH[# (c.155-225) who
explained the reason for playing metal instruments based on the wu xing theory;
metal instruments are played because taicu serves as shang which belongs to the

same category with metal.**’

! Interpreting ying fu [ as ying qi li fu i chang J& i 2 24 (conformto li and
return to constancy) in accordance with Wei Zhao. Guoyu, 3: 137.

%2 Wei Zhao interprets jiuze JLHI as the rules of nine achievements (jiugong zhi ze JL
.2 HI)). According to the Zuozhuan, jiugong consist of six treasuries (liufu ~<Jf) and
three matters (sanshi —=K); liufu are water (shui /K), fire (huo ‘k), metal (jin ),
wood (mu K), earth (tu 1) and crops (gu #¢) and sanshi are rectifying virtue (zhengde
1E44), utilising beneficially (liyong #1JH) and improving living condition (housheng 5
’E). Chungiu Zuo zhuan zhengyi, 320.

%3 Interpreting zhan J& asshen % (examine) in accordance with Wei Zhao. Guoyu, 3:
136.

%4 Interpreting su A assu 3% (prompt) in accordance with Wei Zhao. Guoyu, 3: 136.
> Guoyu, 3: 132.
%% uishi chunqiu, 9: & 1A =,

7 Guoyu, 3: 134. As described in page 186, according to the Shiji, taicu is assigned to
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In this way, Wei Zhao understands some of the sentences in relation to
monthly ordinances and the wu xing theory. However, this relationship could
result from the emphasis on these two ideas that probably gained currency in later
period, considering that only limited sentences can be interpreted on the basis of
these ideas. Instead of these two ideas, the above quotation seems to be more
readily understood in the context of ritual ceremonies. For example, ruibin seems
to represent music played in the process of cup-exchange in ceremonies, and the
function of wuyi suggests one of the important roles of the ceremony, namely,
extolling sage kings and edifying the people.

In sum, while describing monthly ordinances, the Liishi chungiu first makes
a link between the twelve pitch-standards and the twelve months. Before the
Lushi chungiu, the twelve pitch-standards did not appear to be perceived in
relation to monthly ordinances because the Guoyu does not clearly reflect
seasonal changes when it describes the functions of the twelve pitch-standards.
Considering this weak connection between seasonal changes and the twelve
pitch-standards, little significance might be claimed regarding the link between
the twelve pitch-standards and twelve months; the twelve pitch-standards came to
indicate the twelve months simply based on their common feature of twelve
elements, probably inspired by emphasis on the yearly process of the natural

world.

6.4 What does the Lishi chungiu suggest about the term yinll, Sanfen sunyi

fa and the link between pitch-standards and months?

Chapter 6 analysed the “Yinlii” chapter focusing on three aspects: the
meaning of the chapter title yinli, the evolution of the Sanfen sunyi fa and the
correspondence between the twelve pitch-standards and the twelve months.
Regarding the term yinlQ, it was suggested that this term refers to “pitch-
standards” rather than “notes and pitch-standards” since the “Yinlii” discusses the
twelve pitch-standards only. The usage of yinli with the meaning of 10 implies an

unclear boundary between yin and li. That is, separate usages of yin and IU such

jue not shang. Therefore, Jia Kui and Tang Gu’s explanation can support a stronger
influence of the wu xing theory on assigning pitch-standards to notes in later period.
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as wu yin and liu 1u are commoner than the compound form of yinli in pre-Han
literature. From this higher frequency of separate usages, it might be assumed that
yin and G were more clearly distinguished in their earlier usages. However, as
they came to have a shared semantic area the compound form with the meaning
of one of the two monosyllabic terms came to gain acceptance.’®

The “Yinli” provides the first description of the Sanfen sunyi fa applied to
the twelve pitch-standards. Based on the “Yinli”, two aspects that support the
schematization of the Sanfen sunyi fa can be pointed to. First, the application of
the Sanfen sunyi fa to the twelve pitch-standards shows that the Sanfen sunyi fa is
discussed as a theoretical method rather than a practical one since the lengths of
pitch-pipes, which are required for musical purposes, are not considered seriously;
the “Yinli” does not describe the lengths of pipes, and even though they are
presented in the Huainanzi and Shiji it is calculated only in approximate figures.

On the other hand, the “Yinli” suggests that practical aspects of the Sanfen
sunyi fa were not entirely ignored in its earlier application. In the “Yinli”, the
occurrence of addition and subtraction shows irregularity but this irregularity
enables the twelve pitch-standards to be arranged within the same octave.
However, later in the Han shu, subtraction and addition occur in turn regularly.
This regularity causes three of the twelve pitch-standards to be located an octave
higher although this regular pattern is conducive to dividing pitch-standards

evenly into two groups that go by the name of 1 7 or I . However, this

classification is not applicable to the Lishi chungiu where the numbers of pitch-
standards in each group are not the same. This difference could show that
theoretical aspects of the Sanfen sunyi fa are more emphasised in the Han shu

than in the Lushi chungiu.

The much lower frequency of shier 10 than liu 1U suggests that the whole set
of the twelve pitch-standards was a subject of little attention before the third

century BCE. The twelve pitch-standards began to assume importance in the

%8 As mentioned earlier, the usage of yinli as a disyllabic compound in pre-Han
literature only occurs two times: one in the Lushi chungiu and the other in the Zhuangzi.
Therefore, instead of a general theory, this argument can be understood as a suggestion
as to why these two examples could be read as either yin or 10.
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Lushi chungiu and their importance appears to owe a large part to the particular
viewpoint of the Lishi chungiu. In other words, the Lushi chungiu, especially the
“Shier ji” section, attaches great importance to seasonal changes as shown in its
structure that represents the twelve divisions of the year. The importance of the
twelve months might contribute to the importance of the twelve pitch-standards
although their link seems to be simply based on the common feature of twelve
elements. In brief, the “Yinli” shows an increased significance ascribed to the
twelve pitch-standards by relating them to the twelve months and by applying the
Sanfen sunyi fa to the twelve pitch-standards, but their importance might be little

appreciated from a musical perspective.

Before the “Yinli”, the Sanfen sunyi fa was described in the Guanzi as a
method for generating the five notes. In addition, the functions of the twelve
pitch-standards are described in the Guoyu although its focus is not on monthly
ordinances. In light of these records, it can be suggested that the “Yinli” develops
a more detailed argument based on previous discussions while being promoted by
the emphasis on seasonal changes, one of the central issues of the Lishi chungiu.
The “Yuelun” and “Yueji” do not discuss the twelve pitch-standards, not to
mention the Sanfen sunyi fa, which reinforces dissimilarity between the Lushi

chungiu and these two texts in their main concerns on music.

204



7. Conclusion
The rise of musical discourse in the Liishi chungiu and “Yuelun”

The six musical chapters of the Lishi chungiu and the ““Yuelun” chapter of
the Xunzi demonstrate that music began to be discussed as a serious subject of
philosophical discourse around the third century BCE. Before these texts,
particular functions or characteristics of music hardly occupied the centre of
discussion while music was largely treated as one of the objects of desire or as an
element accompanying a ceremony. In the former case the effects produced by
music are also expected to arise from other objects of desire, and in the latter case
the central focus appears to be placed not on music but on a ceremony or on li
that defines the proper type of music in a certain ceremony. Therefore, strictly
speaking, it was in the Lushi chungiu and “Yuelun” that “a discourse on music”

began to emerge.

One of the widely held views on music was to see it as an object of desire.
However, as an object of desire, music often became a target of criticism because
of wasteful expenditure; an insatiable desire for enjoyment resulted in people
seeking out more and more extravagant music which required substantial amounts
of human and material resources. Given the constant turmoil during the Warring
States period, criticism of music might have been the norm rather than the
exception. However, the Lishi chungiu and “Yuelun” raise objections to this
criticism while acknowledging the innate nature of a desire for music, and they
attach particular significance to music relying on the concept of qi, yet from

different perspectives.

Lishi chungiu: positive recognition of the inherent desire for music and of

pleasure

According to the Lishi chungiu, music performs a diagnostic function since
it directly expresses people’s feeling, and music is also used to laud the
achievements or virtue of the ruler. However, considering the Lishi chungiu’s
position as a firm advocate for preservation of innate endowments such as life, its
dominant view on music might be that it is an object of desire which serves as a

source of happiness. This view can be considered crucial in that it is closely
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related to the core arguments about music in the Lushi chungiu. In other words,
by suggesting the positive effects of music in relation to pleasure, the Lushi
chungiu could successfully refute the condemnation of music while emphasising
appropriateness and harmony in music, which ultimately contributes to advancing
the concept of the cosmic harmony of music. From the Lishi chungiu’s viewpoint,
music is beneficial since it provides pleasure which eventually enhances life, and

it is also indispensable to humans because they have an inherent desire for music.

However, a positive recognition of desire could give nothing but permission
for selfish enjoyment of music. The authors or compilers of the Liishi chungiu
might have seen this problem since the “Shiyin” and “Chiyue” chapters can be
read as a solution to this problem. According to the “Chiyue”, extravagant music
only hurts life without bringing pleasure. As an object of desire, the most
essential function of music might be evoking pleasure; therefore, if music is
extravagant it is not regarded as real music because it cannot perform this key
function. Consequently, reckless enjoyment of music cannot be justified on the
grounds of the inherent desire for music. The emphasis on appropriate sound in
the “Shiyin” can be understood from the same perspective; sound needs to remain
appropriate in order to provide pleasure. The emphasis on pleasure evoked by
music shows that the Lishi chungiu sees music as an object of desire in line with
a prevailing view on music, and with its positive recognition of desire and

pleasure, the Lushi chungiu refutes a negative evaluation of music.

Lishi chungiu: resonance between musical sounds and gi in the natural

world

Despite widespread criticisms of music, music was not always criticized;
music was believed to enhance the bodily function by producing qgi inside the
body and also believed to facilitate the operation of the natural world by inducing
the smooth circulation of gi. Whereas the former effect is also produced by other
objects of desire, the latter effect might be expected only from music since it
seems to require physical movement in order to resonate with gi. For this reason,
the physical movement of sound can be considered to contribute to music

assuming importance while being distinguished from other objects of desire.
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The cosmic harmony of music expressed in the statement that “music is the
harmony of Heaven and Earth” can be suggested as one of the core arguments of
the six musical chapters of the Lushi chungiu, and the concept of resonance
between music and gi appears to occupy an integral role in formulating this
argument. That is, according to the Lushi chungiu, the sound of a musical
instrument can attract qgi in the natural world, thereby promoting stable living
conditions for various creatures. By extension, harmonious sounds can promote
the cosmic harmony by bringing about the smooth flow of qi that pervades the
natural world. In this case, it appears that the resonance between music and qi is

caused by their similar physical movements.

This cosmic significance could carry a different implication if the concept of
resonance is understood on a wider scale. That is, the Liishi chungiu emphasises
appropriateness in achieving musical harmony, which suggests that musical
harmony is more something that is artificially achieved than what inherently
exists in the natural world. This suggestion allows musical harmony to be
regarded as an achievement of the ruler. From this perspective, the comparison of
musical harmony to harmony in the natural world can be understood as one of the
examples that show the propitious resonance between the human and natural
worlds resulting from the ruler’s successful attunement to the principles

governing the natural world.

“Yuelun”: the edifying effect of music based on the resonance between music

and gi in the body

Just as the Lishi chungiu, the “Yuelun” acknowledges the indispensability of
music by reason of the inherent desire for music. However, unlike the Lushi
chungiu, the “Yuelun” does not seem to be very conscious of the pitfall of
positive recognition of a desire for music. In fact, its main argument does not treat
music as an object of desire; instead, the “Yuelun” mainly sees music as a means
for guiding the people in a way conducive to successful governance. From this
perspective, the “Yuelun” strongly criticizes Mozi. However, this criticism might
not do justice to Mozi who regarded music as a mere object of desire. Although
the “Yuelun” expresses strong opposition to Mozi, if the “Yuelun” is read as a

response to Mozi it might create a one-dimensional interpretation of the ““Yuelun”
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while obscuring their disparate perceptions of music.

Although the “Yuelun” initially mentions desire to support the
indispensability of music, its attitude towards desire seems more watchful than
favourable, and this attitude might explain why the “Yuelun” sees music as an
edifying tool. To advocate the edifying effect of music, the “Yuelun” relies on
resonance between music and gi in the body. According to the ““Yuelun”, refined
musical sound results in exemplary behaviour since it stimulates qgi of moral value.
In this way, by interpreting both music and qgi in the context of moral concerns,
the ““Yuelun” establishes specific correspondences between music and behaviour.
In this case, the resonance between music and qi seems based on their shared

ethical value.
The concepts of “harmony” and “li and music” in the Lushi chungiu

Both the Lushi chungiu and “Yuelun” discuss music in relation to desire and
gi which might be suggested as two of the contributory factors behind the rise of
musical discourse. However, they have different attitudes towards desire and this
might contribute to their diverging views on music. In addition, the different
layers of gi they discuss suggest that their main focuses are not the same. Being
aware of their differences helps clarify the concepts of “harmony” and “li and
music” from the viewpoint of the Lishi chungiu. In musical discourse, the
concept of harmony often implies social harmony and this implication culminates
in the “Yuelun” and ““Yueji” where music is believed to create harmony among
the people. However, this implication is hardly observable in the Lishi chungiu.
With little moral implication, the Lushi chungiu understands musical harmony as
harmonious currents of air that on the one hand serve as a pleasing sensory
stimulus and on the other hand make harmonious resonance with gi in the natural

world.

The complementary concept of “li and music” advanced in the “Yuelun” has
to do with its emphasis on the function of music to create harmony. That is,
harmony achieved by music would be more effectively advocated if paralleled
with the proper distinction assigned by li. However, music is more of a

subordinate concept to li from the viewpoint of the Lishi chungiu where music,
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as an object of desire, is assumed to be regulated by li. Moreover, since the Lishi
chungiu discusses musical harmony mainly focusing on harmonious sounds, the
complementary function of li might not need to be seriously considered. This
could explain why the “Dayue” chapter does not contrast music to li when it

argues for the cosmic harmony of music.

From the viewpoint of the Lushi chungiu, the cosmic harmony of music can
be interpreted as harmonious resonance between music and qi in the natural world,
and it needs to be distinguished from the cosmic harmony of music discussed in
the “Yueji”. That is, the ‘“Yueji” attaches cosmic significance to the
complementary concept of “li and music” which is advanced in the “Yuelun”.
Therefore, its cosmic harmony, mostly paired with the cosmic order of li, is more
related to social harmony achieved by music; the natural world can manifest the
perfect example of the human realm where harmony and order are maintained in
balance. In brief, the cosmic harmony of music is achieved by the movement of
sound according to the Lishi chungiu whereas the cosmic significance is attached
to music in relation to its function to achieve harmony among the people

according to the “Yueji”.

The crucial belief underpinning the Lishi chungiu’s viewpoints on music:

importance of what belongs to Heaven

Considering the long length of the six musical chapters reaching about 3300
characters and the diverse topics they discuss, the Lishi chungiu can be said to
provide unprecedentedly detailed discussions about music. The Lushi chungiu
expresses a positive attitude towards music which serves as an object of desire
more strongly than any other ancient Chinese texts probably because of its
positive recognition of the inherent desire for music and the enhancement of life
fostered by pleasure. This recognition can be interpreted as an emphasis on the
preservation of inherent endowments of humans. The Lushi chungiu also
emphasises what is naturally given when it argues for the cosmic harmony of
music: although music is an artificial product, it needs to be in tune with harmony

in the natural world.

As suggested in the twelve divisions of the “Shier ji” section, natural

209



changes in the yearly process are considered crucial in the Lishi chungiu, and
humans are required to conform to these changes. If this requirement is
understood more broadly as meaning that humans should conform to what is
naturally given, it can be suggested that the six musical chapters reflect the
central belief of the Lushi chungiu as it claims that music should contribute to the
enhancement of what belongs to Heaven; this can be life in a narrow sense or the
operation of the natural world in a broad sense.

The importance of the twelve divisions of the year is also reflected in the
“Yinli” chapter where the twelve pitch-standards are discussed in relation to the
twelve months and Sanfen sunyi fa. The link between the twelve pitch-standards
and twelve months appears to be simply based on their common feature of twelve
elements, and the Sanfen sunyi fa becomes more schematized from Lishi chungiu
to Han shu. These aspects can suggest that the twelve pitch-standards gained
importance as an element representing a theoretical framework with no serious
consideration of musical theory, under the influence of increased concern about

the yearly process.

The Lishi chungiu discusses music mainly in relation to its physical
property in the sense that it sees music as a sensory stimulus which produces
currents of air. The Lushi chungiu attaches significance to this physical
phenomenon by addressing its positive effect on life and by extending its
harmonious movement to a cosmic level, both of which can be understood as the
enhancement of what belongs to Heaven. These viewpoints, being contrasted with
those of the “Yuelun” where music is mainly discussed from an ethical
perspective, demonstrate one of the main perceptions of music around the third
century BCE when music began to be discussed as an important subject in its own

right.
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