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YANYUE: Banquet Music and Dance at the Téng Court
(618-907 AD)

Tracing the Footprints of the Dance Long Lost; Reconstruction of Téng
Music and Dance Civilization

Prepared for the Conference of “Identities/Cultural Aesthetics™
Hosted by: Centre National de la Dance
January 12-15, 2006, Paris

Abstract: Yanyué was a form of performance presented at the Tang court during solemn
national ceremonies, formal banquets, or occasions of entertainment. It originated in the
third century and developed —under the conditioning of ¥ (rites, or decorum), core of ancient
Chinese culture—into a treasure of art after over four centuries of incorporating Buddhist,
Islamic, Central Asian cultures, as well as Chinese Taoist and Confucian thought. Investigating
the historical and cultural backgrounds of Yanyué allows us to understand the policies and
systems of banquet music and dance in the Tang Dynasty (618-907AD). The objectives of this
research are, among other things, to revive the Tdng Yanyué for performance, appreciation,
and further study, and to preserve the surviving notations and recordings for future reference
and study. By focusing essentially on the Grand/Large Pieces, a category of Tdng Yanyue,
this repertory of study takes on a methodology of historical documentation, musicology and

semiology, while at the same time using field research, Labanotation and in effect, ancient

poetry.
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Keywords: Yanyué (Banquet Music and Dance); Dagii (Grand/Large Pieces); The

Emperor Destroys the Formations, The Singing of Spring Orioles

1. Study Objectives

(1) to investigate the historical and cultural backgrounds of Tang Yanyue; (2) to
understand the policies and systems of music and dance in the Tang Dynasty; (3) to revive the
Téng Yanyue for performance, appreciation, and further study; and (4) to preserve the surviving

notations and recordings for future reference and study.

2. Study Methodologies and Scope

This repertory of study takes on a methodology of historical documentation, musicology,
choreology, iconography, semiology, aesthetics, and ancient poetry while at the same time using
field research, Labanotation, and Laban Movement Analysis. Among the Grand, Middle, and
Mini Pieces in Tdng Yanyue, this study focuses essentially on the Grand Pieces of The Emperor

Destroys the Formations and The Singing of Spring Orioles.

3. Glossary

Ydyué (appropriate music and dance): Wénwii (Civil Dance) or Witwii (Martial Dance)
performed in China during the rituals in which the Confucians showed their reverence to
Heaven, Earth, their masters and ancestors; or in the grand ceremonies when feudal lords came
to the court and signed contracts. In ancient China, music and dance were invariably combined

and called yué (music). The Japanese called the Tang Yanyuéwii (banquet music and dance)

“Gagaku” (appropriate music) or “Bugaku” (dance music) after it spread to Japan.

Dance of the Left: Gagaku and Bugaku were categorized as “Samai” (Dance of the Left)
in the Japanese Court, while “Wumai” (Dance of the Right) referred to music and dance from
Korea, from which some Chinese Court Dance spread to Japan.

Dagii (Grand Piece): an integrated form of performing art that contains poetry, songs,
musical compositions and dance. Its origin can be traced back to as early as in the Han Dynasty
(206 BC-220 AD), during which period the terms of Xianghé Dagii (Grand Piece of Mutual
Harmony) and Qtngshang Daqii were already found in documentations. Dagii reached their
peak during the reign of Xuanzong (712-755) in the Tédng Dynasty. Among those pieces, some
were handed down from the Southern and Northern Dynasties (420-589) and Sui Dynasty
(581-618), while part of them were newly created. After 755, high ranked officials at the
frontier often offered, as tributes, music pieces, whose scales might have expanded, but the
subject themes were identical to those in the times of Xuénzong. According to preserved dance
and music scores analysis in Japan, the structure of all Dagii invariably contains three major
movements —“Prelude,” “Broaching,” and “Quickening,” — with occasional other title sections
in between. For example, the Singing of Spring Orioles consists of six musical movements:
“Walking-Tune,” “Prelude,” “Stamping,” “Entering Broaching,” “Quick-Tune,” and “Bird-
Tune.” The first two of them are slow while “Entering Broaching” and “Quick-Tune” are fast.

That each movement has its own tempo is another feature of Dagit. '>**

{E26Rén Bantang (1973), (#UHFLERT) Jiaofang Ji Jianding, Taipei: 72355/ Hongye Shujd, pp.146-
148,183,

Koma Chikazane (1233), “Kyokunsho” in Nihonshiso-taikei { HA B KFR) (1976), Tokyo: yiwa niimi
Xiou tian, pp.33-43.

Meiji Sentei-fu (1879-1888), manuscript, preserved in= P 2 Archives and Mausolea Department,
Imperial Household Agency in Japan.

Laurence Picken (1985), Music from the Tang Court, Vol. 2. Cambridge University Press, pp.100-108.
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4. Documentation Discussion

According to documentations, there were forty six Grand Pieces performed in the High
Téng court. ° However, after eight years of civil war caused by An Liishan (703-757) and Shi
Siming (703-761), who led mutinies and claimed to be the emperors respectively during the
years from 755 to 763, the palace fell into their hands, documentations of music and dance
were destroyed, and the professional musicians and dancers became destitute and homeless.
After Téng’s recovery from the revolt, the court Yanyué gradually declined and failed to be
passed down to future generations, except that only scattered titles of music and dance, names
of musical instruments and systems were recorded in historical documentations and poems.
Fortunately, this human cultural heritage was able to spread to other countries due to political
and cultural factors in the High Tang period, and be preserved till today after nearly 1400 years
of scholarly studies and performers’ efforts in passing the techniques on to their following
generations. Thanks to many predecessors’ research bases, the writer was able to conduct my
research in reconstructing Tang Yanyué, reviving it on stage, and recording it via modetn media

through the following documentations.

4.1 Textual Documentations

Zhou Li (Rites of Zhou) was written anonymously in the second century BC. It describes
in details the governmental structure, organizations, official systems, and office responsibilities
in the Zhou Dynasty (11" century BC-256 BC). The offices are documented by ranks, and their
occupational activities were illustrated. Digudn (the Earth Official) and Chiingudn (the Spring

Official) are responsible for that which is related to music and dance education as well as for

5 Seenote 1, pp.146-149.

rites decorum.

Jiaofang Ji (Record of Court Music and Dance Institute) was written by Cul Linggin in
756 or 762, and only approximately two thousand words survived from the original volume.®
This book contains music, dance, singing, lyrics, various entertainments, marionettes, and titles
of tunes for drums and g¢n in the Jiaofang (music and dance institute at the Tdng Court). What
is more valuable is that it also describes auditions for musicians and dancers, their makeup,
costumes, names and life in general, as well as related terms. This book provides the most
reliable and convincing reference for the study and the dialectics of the T4ng music and dance
scores found in the Dunhudng Caves in 1899, whose original manuscript was now preserved in
la Bibliothéque nationale de France (BNF), No. P. 3501.

Tong Didn (Comprehensive Standards) was written in 200 volumes by D You in 801. Its
descriptions of Zuobuji (Sitting Division), Libuji (Standing Division), and Qtngyue in Yue Didn
(Music Standards) were of considerable value to the study of Grand Piece in Tédng Yanyue.

Jiégii L (Deerskin-Drum Record) was written by Nén Zhud in two volumes: the former
was completed in 848, and the latter in 850. There are titles of all melodies and a brief history
of Jiégii.

Yuéfii Zdli (Miscellanies of the Music Bureau) was written by Duin Anjié " in around
894. This volume contains the origins and management systems of Yayue, Qingyué, and
Giichutyue, as well as documentations of songs, dances, comedians, and lives of renowned
singers and dancers. There are also musical instruments, marionettes, and 28 Yanyué tunes. One
of his purposes in writing this single volume, according to the author’s self-narration, was to

supplement Jidofang Ji.

6 (S ) Xin Tdng Sha (Rpt. 1991), Béijing: T#E% /5 Zhonghua Shujd, Vol. 57, p.1436.

7 See note 6, p.1435.
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Jiit Tdng Shi (Old Book of Tdng) was written by Lid X0 in 200 volumes in 945. Revised
and published by the government, it is an authorized history of high credibility. From Vol. 28 to
Vol. 31, the author documented music and dance systems, titles and origins of music and dance
works, musical instruments, and costumes in the Tadng Dynasty.

Tdng Huiyao (Collection of Important Documents of the Tdng Dynasty) was written by
Wang Pii in 100 volumes in 961. Vol. 33 records Shibityue, Zuobiiji, Libuji, titles of Yanyuewit,
and a part of bricf history of music dance, which is of great reference value.

Xin Tdang Shi (New Book of Tdng) was written by Ouydng Xit and Sdng Qf in 250
volumes in 1060. This is also an authorized history revised by the government. From Vol. 11
to Vol. 32 (Annals of Rites and Music), there are discussions on music and dance systems,
titles of music and dance, and their origins. Names of music instruments and costumes are also
included. In Vol. 222 are records of songs, dances, musical compositions, and playing order of
a dance work titled Ndnzhdao Féngshéng Yué (Music Presented to My Majesty from Nanzhao) in
details along with its lyrics. This book is of great reference value.

Yuéfii Shiji (Collection of Songs and Poems) was written by Gud Maogian in the Song
Dynasty (960-1279). Completed in 100 volumes in around 1101, it contains yuéfii lyrics from
206 BC to 979 AD. Xtanghé Dagqii and quodlibets are most precious among all the poems in
their considerable value in the study of Tang Yanyué Dagri.

Yue Shi (Book of Music), also known as Chén Ydng Yué Shi, is a 200-volume tome
written by Chén Ydng. Completed in the year of 1101, it includes detailed descriptions of
music theories, pictures of musical instruments, musical movements from past dynasties,
dances, various entertainments, Ydyué, folk music, and foreign music in Volumes of 96-200.
In Volumes of 165-184 especially, textual documentations concerning dance from the eleventh
century BC to the twelfth Century were comprised. In addition, there are illustrations of

musical instruments, dance props and costumes, which make this book most valuable in the

study of Chinese dance history.

Kyokunsho was written by Koma Chikazane in 1233. It has 10 volumes with its focus on
the historical heritage and playing methods in different branches of Samai or “Dance of the
Left” (Yanyuéwii that has been preserved in the Japanese Court since the Tdng dynasty) along
with a few df scores. Samal, df, and bili are the author’s family inheritance. Offering abundant
information and high credibility, this book is a must for the study of Yanyue.

Dainihon-Shi (History of Great Japan) was edited by Sumiya Kinjiro and published by
“Giko seiten sanbyakunen Kinekai” (Commemoration of Tercentenary of Giko’s Birth) in
1939, Tokyo. It records the affairs of sending delegations and students to learn music and dance
in Changan, China.

Tdng-Song Dagii Kdo (A Study of Grand Pieces in the Tdng and Song Dynasties) was
written by Wang Guéwéi in 1909. Wéng investigates the origin of Grand Pieces, expounds and
verifies the title of each bian (change) in Grand Pieces during the two dynasties of Téng and
Song (618-1279), and points out that all Dagqii are composed for dance.

Todei ongaku no rekishitek Kenkyii (A Historical Study of Tdng Music), written by Kishibe
Shigeo, was published by University of Tokyo in 1960. This work is of tremendous value in
the author’s in-depth studies of Chinese musical systems, tunes, theories, instruments, and
musicians as well as Jiaofang and Liyudn (“Pear Garden”) after consulting copious Chinese
documentations in ancient and medieval times.

Music from the Tdng Court, written by Laurence E. R. Picken, was published in 1981-
1997 in 6 volumes—the first one by Oxford UP, while the rest were by Cambridge UP. This
book investigates the history of every tune in the Tdng dynasty, transcribes old musical
notations into modern music scores, and provides structural analyses for the pieces, which

offered new perspectives and approaches to the study and analysis of Téng Dagii.

Téng Poetry: In the Tédng dynasty poets came forth in large numbers and created nume
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masterpieces. Their works are related to dance in two approaches. First, some poets, after
watching some dance performance, described the dance postures in their poems, which not
only portrays images of those dances, but further proves their existence. Poems of this type
may serve as reference for art historians. Secondly, some poems, by speculation, might have
been closely in tune with dance and music in the Tdng dynasty. Wédng Wéi (699-759), a poet
and a painter whose poems are of strong musicality, excels at describing nature in contrasts
and expressing his sentiments to highlight aesthetics in space. Wang W¢i once served as a
music official in the Téng court, which undoubtedly influenced his poems to go with dance
performances. However, it is difficult to prove which of his poems goes with a certain dance

work from extant documentations.

4.2 Music and Dance Scores Documentations

Hakuga no fue-fu was written by Menamoto no Helomatha (918-980) in 966. It records di
scores in Hudngzhong Dido or Mode (A), Pdnshé Dido (H), Shuang Didao (G), Jido Diao (F#),
and Shuéi Dido in the Tang music.

Ryu mei sho (Dragon Rising Flash) was written by Okanochifomotha (1075-1138) in
1133. It records df scores playing techniques that were orally handed down.

Jinchi-yoroku, zhéng scores, and Sango-yoroku, pipd scores, are both written by Fujiwara
no Moronaga during 1138-1192. It has 12 volumes, and contains scores and playing techniques
of zheng and pipd. Fujiwara no Moronaga was a renowned zhéng and pipd player; this book
enjoys considerably high credibility and value.

Meiji Sentei-fu is a collection of Gagaku (Ydyue) scores from past dynasties revised
by Ydyué players of all branches nationwide under the commission “Bureau of Gagaku”
established by the Japanese government in 1870. This book was revised in 1876 and 1888

respectively, and a unified version with 96 musical (part) scores and 66 dance scores was

completed.

Dunhudng Wiipii (Dunhudng Dance Scores.). In 1899, copious documentations from the

Tang and Five Dynasties (618-979) were found in the Dunhudng Caves, northwest of China.
Among those are manuscripts of musical and dance scores, which are now preserved in BNF
(No. P. 3501) and in the British Library. They were scores text written in simple terms. Over a
century, many scholars have dedicated themselves to try explaining what the texts meant, but

no plausible study results have been achieved.

4.3 Graphical Documentations

Bugakuzu (Images of Dance Music) was drawn by Takajima Chiharu in around 1823.
Drawn in colors by hand, dancing postures in this book is of great value in studying dance
movements and costumes.

Diinhudng Shikii Jianshdng Congji (A Series of Books for Appreciating Diinhudng Art)
contains copious graphical images of Buddhist music and dance, as well as postures and music
instruments of Yanyuewri and folk dance.

Dazii Shike Ydnjiu (A Study of Dazii Rock Carvings) was published by College of Social
Studies Press of Sichuan Province in 1985. Sculptured in T4dng Dynasty, Buddhist figures in
Dazi Rock Carvings bore composed and dignified appearances of Tang ladies —Guanyin, a
Goddess, at the Northern Mountain was particularly endowed aesthetic sensibilities as seen in
dance.

Over the past 1400 years, many scholars and experts have reached abundant results in
their studies of Tdng Yanyuéwti, and each of their books has its own professional point of view.
Nevertheless, no one has ever integrated historical documentations of Yanyueéwii techniques,

allowed them to revive on stage, and recorded them with modern technologies so far. As a

result, this study is of multiple disciplines and professions, and makes a systematic resei
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on Yanyuéwii with its aims to reach the above mentioned goals and to build a model for future

study and reconstruction of ancient music and dance.

4.4 Authenticity of Historical Documentations

The primary sources of this study are annotated in the above list. Several notes have to be
made concerning the authenticity of these reference materials. First, origins and developments
of Yanyuéwii are mostly recorded in Chinese and Japanese publications on histories, and
render more credibility. The only exception, however, is Zhou LI, whose authenticity is more
controversial, ® for it describes in details the governmental structure, organizations, official
systems, and office responsibilities in the Zhou Dynasty (11" century BC-256 BC) with great
reference value, and remains necessary in exploring the fundamental origins and thoughts of
Téang Yanyuewii. Secondly, the original music scores used for reconstruction of Yanyuéwii
was translated into sheet music by myself from the manuscript of Meiji Sentei-fu in Kunaicho
Shoryobu (Archives and Mausolea Department, Imperial Household Agency) in Japan. After
comparing the scores with those found in Danhudng (currently preserved in BNF, No. P. 3080),
the writer found both text scores, written from right to left, with identical symbols and terms.
Thirdly, original dance scores of the reconstructed pieces are based on the archaic text scores
in ancient Japanese documentations, as well as on those of recent texts of Meiji Sentei-fu. Both
of them used terms and common language to describe movements. In dance scores written in
Japanese ancient text, such as The Emperor Destroys the Formations, terms for movements and
directions are identical to direction characters of Xan (Wind), Qidn (Heaven), Geén (Mountain),

etc. in Bagua (Eight Trigrams) in Book of Changes, an ancient Chinese classic. Two terms were

8 Loewe, M, ed., 288} L1, Shuéqin, et al., tr., {FHERILEPEET) - Shénydng: HBEHTE HIARRL Lidoning
Education Publisher, pp.25-33.

identical when both were compared with the Diinhudng dance score (preserved in BNF, No. P.
3501). It was thus inferred that the Yanyueé scores preserved in Japan were rewritten after Tdng

Yanyuewtii was propagated to Japan.

5. Study Process

This study started in 1957, and the whole process that has lasted for nearly half a century
can be divided into the following stages. The first stage ranged from 1957-65, in which the
writer read ancient Chinese, Korean, and Japanese historical documentations in details and
studied classical works such as poems, paintings, and sculptures that were related to Yanyue.
The next stage was from April to October in 1966, when the writer went to Kunaicho Shoryobu
(Archives and Mausolea Department, Imperial Household Agency) in Japan and further
investigated Yanyuéwi that spread there in the Tdng Dynasty and its relations to religions,
culture, and history during its development after 701. Learning notation—keeping symbols
and terms in Tdng music as well as interpreting ancient music scores were all important in
my study during this period. The writer also learned techniques in dance movements from
Tsuji Toshio (1908-1988), head of music in Kunaicho Gakubu — Gagaku (Music Department,
Imperial Household Agency). The third stage was an attempt to reconstruct certain pieces, and
the outcome of which was a Dagii performance of the Singing of Spring Orioles, that included
“processional tune” and “prelude,” along with a Mini Piece called “Pa Tou” in Chungshan Hall,
Taipei, 1967-68. This project was full of challenges and excitement, but it was also a depressing
experiment after a later examination. As a result, the writer emerged myself into deeper study
of interpreting ancient music and dance scores as well as exploring their aesthetic aspects. In

order to solve the notation problem in documenting reconstructed pieces, the writer traveled

to West Germany and learned Labanotation from Mr. Albrecht Knust (1896-1978) from 1
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to 1972, with my focus on how to write Chinese movements and group dance. The writer also
visited Korea twice (in 1972 and 1986 respectively) to observe and study its classical dance
and the development of Confucian dance in Korea. Stage four was from 1983 to 1986, during
which time the writer completed The Emperor Destroys the Formations, a grand piece from the
seventh century, under the instruction of Dr. L. E. R. Picken at Cambridge University in Britain.
This study contained historical and cultural backgrounds of the piece, its labanotation, beat 1 to
10 of “prelude,” and recordings of section 1 and 2 of “Entering Broaching” (Labanotation and
video of the piece were both preserved in my dissertation in the library of Laban Centre.). The
final stage started from 1990 when the writer was able to visit China, where the writer viewed
Diinhuidng and Dazii Caves, ancient wall paintings, stone sculptures of Buddhist figures, and
relics of art works. Meanwhile, the writer also trained dancers and searched for musicians
that played Chinese music to collaborate with. Grand Pieces that have been reconstructed
and performed since 1992 are the Emperor Destroys the Formations, the Singing of Spring
Orioles, Liquidambar, and the Whirl-Around. All of them were recorded and the first two were
documented in Labanotation. Two Middle Pieces and two Mini pieces were also reconstructed,

performed, and videotaped.

6. Study Result

6.1 Yanyué and Traditional Chinese Culture of Liyué

In ancient China, music and dance were invariably combined and called yué (music)
and was performed in various state-established liyi (rites and ceremonies), as a result of
which, a general term of liyué (rites and music) was created. It is shown, from historical
documentations, that diverse functions were bestowed upon Ii (rites) during the feudal period

of the Zhou dynasty an™ Century BC-256 BC) to stabilize the state (in internal affairs), to

instruct officials (in education), and to harmonize other states (in foreign affairs).” Li was
divided into five categories —“auspicious rites,” “guest rites,” “congratulatory rites,” “military
rites,” and “mourning rites”—under each were considerable medium- and small-scaled rites.
Various genres of yuéwii (music and dance) were performed in all large- and medium-scaled
rites except for mourning rites. Owing to various categories and properties of Ii, yuéwii in these
rites were further called ¥dyué (sacred music and dance, also known as Confucian music and
dance) and Yanyué (secular music and dance). They both were in fact similar in functions and
reciprocal in styles.

Ydyué is the music and dance of the court and the palace. It was mainly performed in
auspicious rites in which sacrifices to heaven, earth, the sun, the moon, mountains, rivers,
ancestors and deceased teachers were offered. Creations of Ydyué were made in accordance
with certain ideologies by professional court musicians and dancers, who accentuated
“simplicity of music” in its application to soothe human emotions,"” and transformed daily
movements and manners into dance" so it could condition human behaviors in the society
as well as establish good relationships among people. Dancing spaces in Yayue were chiefly
designed in squares, which marked the cosmological views of ancient Chinese and their
relations to the universe,> whereas numbers of dancers and rows, under strict regulations,

were interpreted as ethical principles among social classes. According to Zud Zhuan, the first

9 (/A Zhou LI (Rpt. 1979), Taipei: $T#EH 5 Xmnxing Shoji, Vol. 2, p.17, Vol. 17, p 93.

10 )53 Stma Qian (Rpt. 1982), (¥4 - 5:3) Book of Music, Record of History, Vol. 24, Béijing: FF#E# |5
Zhonghua Shajd, p.1188.

11 %18 Liu, Feng-Shueh, speech, “The Reconstruction of Confucian Ritual Dances and Their Influence on My
Work,” New York, The Taipei Theatre, September 26, 1993.

12 ZE# Liu, Feng-Shueh (1986), unpublished dissertation, A Documented Historical and Analytical Study of
Chinese Ritual and Ceremonial Dance from the Second Millennium B.C. to the Thirteenth Century, London.

Laban Centre, pp.74-78.
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annals in China, a feudal lord in Spring and Autumn Period (770-476 BC) known as Yingong
(Duke Yin the Hidden) inquired of his subordinates in 718 BC about numbers of dance rows in

sacrifice-offering rites and got the following reply:

“Eight rows for the emperor, six for feudal lords, four for high-ranking officials, and

» 13

two for officers...

‘What is underscored in the citation is that dance was entirely placed within ethical and
moral practices of self cultivation and devotion to others, and was molded as the highest
standard of values, i.e. an indication of spirit and culture, in the society. Its influence even
surpassed legal sanctions. This was the result of efforts made by Confucian scholars who,
through political measures and power of education, transformed shamanism and polytheistic
beliefs from a primitive society into humanity-oriented thoughts. The first and foremost figure
among those scholars was Confucius (551-479 BC), who, based on his educational belief
in multiple intelligence, included i and yuéwi in his six subjects in education and practiced
them in person. He held a highly inclusive attitude in the interpretations of yuéwii, not only
acknowledging poetry, music, and dance that came from the heart of folk people, but also
participating in the revisions of this art form. Thanks to such an accepting mentality and
acculturation, Confucian culture of /iyué¢ remained quite influential in every aspect of rites and
music after four hundred years (from the third to the sixth century) of wars and impacts from
various cultures.

Yanyué, according to historical documentations, coexisted with Ydyué in the Zhou court.

Like Yayué that was applied in auspicious rites, Yanyué aimed to build good relationships

13 (7M@) Zud Zhuan, FB/ANTAE Year five under Yingong (718 BC).

with smaller feudal states via If and yuéwii." Yet, performed in guest rites—formal banguets
that hosted feudal lords or provided court entertainments, it had drastically different nature
from Ydyue. The production of Ydyue relies entirely on rationality; the reasons for its perfect
preservation of its [fyf process and yuéwii after thousands of years were political needs and
scholars’ strong advocacy. But with Yanyue, it was another story. Yanyue was from the folk; it
shared the same DNA with folk rites and customs, and had a strong contagion to spread widely.
Music and dance from various foreign peoples over the border had long been included in the
repertoire of court Yanyué,"” and more continued to come into China when Zhou expanded its
territory with its growing national power. Naturally, Yanyué had been absorbing new materials
and was accepted by the court and among folks for its artistic and entertaining elements.
Yanyue was performed by professionals in the court to be appreciated by the nobles. However,
it might have contained more self-entertaining properties at banquets held by feudal lords. At
the region of Wén in 551 BC according to certain historical documentations, the feudal lord of
Jin entertained his guests in a banquet, where he not only allowed the high-ranking officials to
dance, but also encouraged them to sing poetry that was in tune with the dance.'

Time proceeded to Han (206 BC-220 AD), during which period Yuéfii, a Music Bureau
responsible for collecting folk music, was founded under the guidance of the dynasty. The
establishment of Yuefii helped to supply new materials to Yanyué, whose application was thus
expanded accordingly. For instance, it had become a social climate and an essential etiquette
for guest officials to return a dance when the host official initiated it during a banquet. Cai

Yaong (133-192), writer and calligrapher, was framed and forced to exile to another place from

14 Zhou Li, Vol. 18, p.100, Vol. 24, pp.128-129.
15 Zhou L, Vol. 24, p.128.
16 ¥4 E X Shén, Yichéng, tr. (1982), 7= {8 5% 3L Translation of Zud Zhuan, F& 2>+ 754 Year Sixteen under

Xianggong (642 BC), Taipei: A§#Hffiil: Midu6 Publisher, p.295.
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home for he, out of disdain, didn’t return Wang Zhi a dance at his banquet.”” During the Three
Kingdoms period, Git Tén from State Wii (222-280) was scolded for dancing incessantly at
a royal banquet after drinking. Served as the prime minister at the court, his grandfather, G
Yong (168-243), regarded his ceaseless dance indecent for their family reputation for it had
exceeded 17."® Yanyué prospered in the high society of ancient China, but human sentiments
and behaviors were always moderated or checked by /i. The actual operation of how music and
dance under the regulations of & were further proved by relics of graphical documents as “Ian

brick reliefs”. "

6.2 Cultural Changes and New Yanyué

6.2.1 reflected on overall cultural behavior and thoughts

It was the darkest age in China from the third to the sixth century. During this period,
warlords fought for hegemony and caused endless conflagrations of war, which led to reduced
population and collapsed agricultural economy. Intelligentsia in official ranks retired to
mountains and woods to shun reality and talked idly all day long, and core social values
based on Confucian ethics and morals for the past thousand years were facing unprecedented
challenges. Taoist philosophy, whose foundation was dao (the Way) and wi (nothingness),
started to sprout again. In their pursuit of spiritual freedom, the literati produced poems,
songs, and paintings with unworldly and metaphysical conceptions that infused more wisdom

into Confucianism in which being rational, practical, positive, and assertive had always been

JEHE Fan Ye (Rpt. 1981) , (#14# - 51i#) Bibliographies, Book of Later Han, Vol. 50 (2.), Taipei: #i#§Ell
8 Shangwl Yinshoguin, p.905.

Bi3% Chén Shou (Rpt. 1959) , { ZBI& - R ) Book of Wii, Records of the Three Kingdoms, B&ijing: FH#E
/7 Zhonghua Shujd, p.1227.

B Wén You (1955), (PUJITESRMEESE) Selection of Sichuan Brick Reliefs, Shanghdi: chun lien chu pan
she, fig. 76.

stressed. Indian Buddhism and its scriptures were propagated in China in the first century.” The
central thoughts of sunyata (emptiness of all things) and “enlightenment” in Buddhism further
allowed Chinese philosophy to transcend its practical values. Such an inclusive spirit and
acculturation made Confucian thoughts more influential than it was when it was protected and
valued,” and their cultural values more universal.

Due to chronic wars and their subsequent national migration, exotic marriages had already
been accepted by the society. Small states that dominated certain arcas married their members
to Chinese royalty, offering musicians and dancers, musical instruments and music theories as
gifts. Moreover, the Silk Road was free and accessible, which encouraged merchants to travel
back and forth and promoted cultural exchanges. Both nobles and folks enjoyed a fashionable
trend of Hifyue (foreign music), Hiwii (foreign dance), Hifii and Hishi (foreign clothing and
food) in the society near the end of the wartime. Foreign music and dance were first popular
among folks and, after a long-term fusion with local folk music,” gradually formed into a new
genre of new Yanyué. It shows, from excavated graphical documentations, that folk Yanyué
was performed in wine pavilions where people usually gathered to meet,” in folk wedding

banquets,” as well as in religious rites. **

20 (BUH) Book of Wei, Vol. 114, BEEE , pp.1-2. (PYEEHHE » reprinted by Zhonghua Shajd, Taipei, 1965)

21 #i{f#F Dong Zhongshu once suggested 7 Emperor Wii (141-87 BC) dismiss all philosophical schools
honour except Confucianism that should be honoured, for which Confucian system of Liyes was protected by
the government for two millennia. See HF[& Ban Gi, {#£& ) Book of Han, 56, # {1} Biography of Dong
Zhdngsht, Taipei: FHSEI#E Shangwi Yinshiguin (1981), p.23. (p.712 in the main book)

22 (F&&) Book of Suf, Vol. 14, Bijing: ¥ &5 Zhonghua Shajd, p.345.

23 8L Kishibe, Shigeo (1960), Todai ongaku no rekishiteki kenkyu, Tokyo, p4, p.12.

24 ZFM IR R Xianlin, ed. (1998) , { BIEEAFEH ) Complete Dictionary of Danhdung, X185 360 72
B {X %2 £ ] Dunhdung Cave #360, Illustration of Banquet Music and Dance, Shanghai: _b g% 2 i i it
Shanghii Dictionary Publisher, p.268.

25 Ibid. Yilin Cave # 38, Illustration of Wedding Banquet, p.267.
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On account of the admiration among folks and poets, new Yanyué was eventually
introduced into the court. After uniting China, the Suf Dynasty (581-618) immediately set
up System of Seven Divisions Music 2 Due to political and cultural factors, Yanyue gained
more room for performance during the Tang Empire period (618-907). The radiant culture of
literature and poetry further stimulated Yanyué and elevated its artistic form. With the outbreak
of “Anshi Rebellion” (755-763), however, this treasure of art gradually faded away from
human memories—only some dance and music titles, costumes names and musical instruments
were recorded in official documents, and some attempts were made to interpret its aesthetic
symbols and cultural elements from works of poets, painters, or sculptors.

Fortunately, for nineteen times, Japan sent cultural missions from the seventh to the
ninth century. Awata no Mahito (?-719),”® Kibi no Mabi (693-775),”’ a dancer named Owari
no Muraji Hamanushi (733-8487),” and a pipd expert called Fujiwara no Sadatoshi (807-867)
were the distinguished ones among them, who studied at the Tang court and brought Yanyué
back when they returned. A monk called F6jé from Linyi (Vietnam) and a Brahman named
Séngzheng also brought part of Chinese Ydyue to Japan in 736, and part of it was spread
there via Korea. Based on Tai-ho ordinance, Japan had established in 701 Gagaku no tsukasa

(Imperial Music Bureau)’' that specifically performed traditional Japanese music and dance,

Ibid. Danhaung Cave #390, Tllustration of patrons playing music during religious rites, p.266.

Book of Sui, Béijing: Honghua Shajd, pp.376-377.

Bk Ouyang Xin, Xin Tdng Shit, Vol. 222, ¥1[{# “Biographies,” tsung yeh 2499.

Otsuki Nyoden A BRA1E » Bagaku zu setsu 2$E[B 3R (copy from Japan, Kunaicho shoryobu = B & [
& , No. 35629) p.3; see also Oshida Yoshihisa ffIFH RA Gagaku kan sho FESEEH (Tokyo, 1969), p.202.
Oshida, Gagaku kan sho, pp.202-203 states that Kibi no Mabi had studied arts in China during the period 717-
735.

‘Oshida Yoshihisa, Gagaku kan sho, p.202 states that Owari no Muraji Hamanushi joined the ambassador as a
diplomatic envoy to China in 835. He studied dance and returned to Japan in 839.

Sumiya Kinjiro %7K , edited, Dainihon shi (Tokyo, Giko seitan sanbyakunen kinenkai #8734 #E= 1

Téng Yanyué, known as Samai (Dance of the Left), and Korean music and dance, referred to
as Umai, (Dance of the Right). These cultural properties have been well preserved for fourteen
centuries in Japan and, for the past fifty years, while their mysteries were gradually unveiled,
performances were presented regularly to the public, professional and scholarly study of related

documentations were also allowed.

6.2.2 reflected on policies on Yanyué systems

The cultural phenomena in early and mid-T4ng were racial integration and cultural
plurality. The most representative policies were establishments of Shibityue (Ten Divisions of
Music and Dance), Erbrkyue‘ (Two Divisions of Music and Dance), Jidofang, and Liyudn (‘“Pear
Garden,” the first opera troupe in China).

The Ten Divisions of Music and Dance were defined in 642 AD,32 and with two exceptions

they were regional repertories, each associated with a particular tributary state.

1. Yanyué (Banquet Music), 20 dancers, divided into four components: (1) Auspicious
Clouds: eight dancers; (2) Blessed Goodness: four dancers; (3) Destroying the
Formation: four dancers; (4) Supporting Heaven’s Mandate: four dancers.

2. Qrngyué, four dancers.

3. Xtlidng (Gansu Province), four dancers.

4. Tianzhi (India), two dancers.

5. Gaoli (Korea), four dancers.

6. Quici (Kucha), four dancers.

7. Angud (Parthia/Buchara), two dancers.

FERLA® 0 1929) 0 maki 281, chini p.325.

32 Tai Ping hu lan A% Ssu pu tsung kan PUE#F] (Shanghi, Han-fen-l6u _b¥S#Z5HE ), Vol. 568, p.
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8. Shiile (Kashgar), two dancers.

9. Gaochang (Qoco), two dancers.

10. Kangguo (Samarkand), two dancers.

‘When Shibityue was first established, it was supervised by Taichdngsi (Court of Sacrificial
Worship) under Libii (Boards of Rites). Such arrangement typically illustrated that absorptions
of any foreign culture had to be under the regulation of traditional Chinese core culture— /7.
Despite that Shibiyué and acrobatics among others were re-classified in 714 to be supervised
by the newly founded Néijiaofang, Ii maintained a rather strong control over arts as shown in
documentations.

The entire body of entertainment music for court-ceremonial occasions was subsequently
divided into Zuobiji (Sitting Division), Libuji (Standing Division). This division of the
repertory probably originated in the time of Gaozong (reigned 650-683);>* Zuobiji seemingly
arose between the time of Empress Wii Zétian (reigned 684-704) and that of Zhongzong (reigned
705-709).** The form of these performances, with musicians seated or standing respectively,
seems to have been influenced by a Confucian conception of the spatial order of performers,
already apparent in the Zhou Dynasty, where singers and instrumentalists,” in ordered
formation around a courtyard, supported the simultaneous offering by the dancers. This was

the traditional environment in which the Civil and Martial Dancers were performed in the early

33 Jin Tdng Shii, Vol. 43 » §E & Office Zhi, B&ijing: Zhonghua Shijd, p.1854.

34 Lid Xu, Jin Tdng Shai, Vol. 29, Music Zhi p.2b, tsung yeh 0560 stated: “...all other dancers were classed in the
Sitting section. The number of dancers was increased both in Sitting and Standing sections, in the period of the
Empress Wii Zétian and Emperor Zhongzong.

Di You, Tong Didin, Vol. 144, Yu@ xudn Z%R% | pp.754-755. The term “Yué xudn” seems to refer to the setting
up of musical instruments in numbers appropriate to the status of the audience, namely, for the Emperor, the
crown-prince, the feudal princes, high officials, and commoners. During the sacrifice, different instruments

and different numbers of dancers performed in the Row Dance, for persons of different rank.

and middle Téang period. The new Yanyuéwii was presented with a degree of formality such that
it amounted almost to a category of Ritual Dance.” Together, Erbityué amounted to 17 items in
all’’ —a very much smaller repertory than that of the original Shibiyue.

Jidofang took charge of the education, rehearsals, and performances of music, dance,
and entertainments other than Ydyué. It had four sub-institutes in the Téng court: Néijiaofang
(Institute of the Internal), Waijidofang (Institute of the External), Zudjiaofang (Institute of the
Left), and Youjidofang (Institute of the Right).

Liyudn was a place where the Tdng court trained musicians and dancers. It had three
divisions. “Disciples of the Pear Garden” played Taoist music and new songs created during the
reign of Xudnzong (712-755) and were often trained and conducted by the Emperor himself.
The other two were called “Taichdng Pear Garden Institute” and “New Pear Garden”.

In 714, there were 11,409 performers in Jiaofang and Liyudn,” in which trainers who

taught arts and techniques had to pass rigorous examinations before they got promoted.”

6.2.3 Cultural Exoticism in Yanyué

6.2.3.1 in music

(1) Music theories: According to documentations in 582 in Book of Suf, a musician named
Stzhipé from Qifici brought Indian music theories over when following the Turkic
Lady Ashina, who became Queen of the Northern Zhou Dynasty upon her marriage to

Emperor Wii (561-578) in 568, to China.”

36 Kishibe, Shigeo, Todai ongaku no rekishiteki kenjyu (Tokyo, 1960), Vol. 1, pp.411-426.
37 Du You, Tong Didn, Vol. 146, pp.761-762.

38 Xin Tdng Shii, Vol. 48, Zhi 38, Béijing: Zhonghua Shuji, p.1244.

39 See Note 38, p.1243.

40 Book of Suf, (Rpt. 1975), Vol. 14, Béijing: Zhonghua Shajd, pp.345-347.
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(2) Music instruments: From textual and graphical documentations, there were as many as
45 kinds of musical instruments used in Yz‘l.vnyue‘:,“1 such as wind, string, and percussion
instruments. Most of them were from India, Iran, central Asia, and minority peoples at
the border; very few were from the Han (Chinese) people.

(3) Music scores: text scores were already used in the Tdng Dynasty, but the earliest one
that could be traced was dated in 933.* From 1930s, many musicologists studied
this scores and fofindund interpretation for the “duration” of cach score character
debatable. The study team presented by Dr. L. E. R. Picken from Cambridge
University considered each score character equivalent to the duration of J, while the
study group led by Lin Qiansan in Japan deemed that a score character equals to o (a
whole note). This disparity involves dance styles and movement qualities, which the
writer would discuss in depth in another paper.

(4) Structure of Dagit (Grand Piece): There are at least three movements in a Dagii and
six at most with many musical instruments applied, from which it is inferred that

Dagii had already been symphonized during this period.

6.2.3.2 in dance

(1) Movements: One of the significant features in Tang Yanyue is “stamping,” which has
infrequent appearances in traditional Confucian dance of Yayué.

(2) Space: Tdng Yanyué was arranged with four dancers in a square, which showed the

influence of a Confucian theory that dance space is to be in harmony with the universe. *

41 Ii Xianlin, ed. (1998), Complete Dictionary of Danhdung, Shanghii: Shanghdi Dictionary Publisher, pp.250-
261.

42 See la Bibliothéque nationale de France. No. P. 3539 and P. 3080.

43 Jin Tdng Sha, Vol. 29, Xilidng Music, B&ijing: Zhonghua Shajd, p.1068.

(3) Costumes: The most obvious feature of cultural integration in Yanyué was its
costumes; the most distinguished costumes and hair ornaments in the Ten Divisions
were worn by dancers and musicians in Tianzhi and Kanggud.*

(4) Speed: According to certain documentations, dance from foreign countries may have
faster speed. Under the entry of Kanggud among the Ten Divisions, “...whirling
swift as wind in dance was so called Hiixudn (Sogdian whirls)”.”* In his “Gitls of
the Sogdian Whirl,” Bai Juyi (772-846), a poet who excelled in music, described
of the swiftness and splendor of the dance that found no rivals in the world.* It is
presumably valid that Yanyué were of various changes in speed.

It can be confirmed, from the above documentations, that Yanyué had become a major
music genre at the Tdng court and among folks. The most accomplished kind of all Yanyué
was Dagii. Based on the study of Chinese, Japanese, and English documents, the writer has
included descriptions of the historical evolvements and reconstructed Labanotations of two

Grand Pieces—the Emperor Destroys the Formations and the Singing of Spring Orioles.

7. Liu, Feng-Shueh reconstructed the Emperor Destroys the Formations

7.1 The history of the title “Emperor Destroys the Formations™
Before Taizong (reigned 626-649) ascended the throne, and at the time when he was
known as the “King of Qin,” a title appears in history in three forms: “The King of Qin destroys
3 47 5 48

the Formation Music”," or “Destroying the Formation Music” or “Destroying Formations™.

This music was originally composed after his defeat of the bandit, Lii Wiizhou, in 620,” and a

44 Jii Tdng Sha, Vol. 29, Tianzhi Music, Béijing: Zhonghua Shujd, pp.1070-1071.
45 Jin Tdng Shi Vol. 29, Kanggud Music, BEijing: Zhonghua Shiiji, p.1071.

46  Yuofii Shijt, 1.97.
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Martial Dance thereto was performed by soldiers. The piece was first played at court in 627,
after his coronation, at a banquet for officials on the first day of the first month. Later, Wei
Zhang (580-643), Y Shindn (558-638), Chii Liang, and Li Bdiyao (565-648) devised new
lyrics to be sung to this music.

In 633, Taizong personally organized the sequence of dance-diagrams utilized by Lii Céi
(665) in the teaching of this dance. The dance comprised three sections referred to as “Changes™;
and cach Change incorporated four variations on the formation assumed by the dancers. In
all, twelve different troop-formations were illustrated, each occupying either a square or a
circle.” The movements, advancing and retiring, striking and piercing, at various speeds, were
accompanied by the singing of a sequence of lyrics.” In this same year, 633, the dance was
renamed as “The Dance of the Seven Virtues”.”® The original dance-figures were lost at this
time, but a number of variants of the dance-formations are recorded in verbal descriptions.
The source of the troop-formations incorporated into the dance is likely to have been ancient
military manoeuvres 3%n 633, the dance was performed with 120 boy-dancers in silver armour,
and the dance-property was a ji (s pike, or a two-pronged spear).” The music used included a
component of Qiiici (a music from a Central-Asian State that first appears in history in the Tédng
Dynasty); the instruments included a bass-drum.*

During the reign of Taizong, the piece was frequently performed on New Year’s Day, at

Liu Su, {PSIEFEE) Suf Tdng Jia Hua, (fl. 742) (Béijing, 1979), p.18.

Rén Bantdng, Jiaofang Ji Jianding, (BEijing, 1962), pp 68,206, 240.

L. E.R. Picken, Music from the Tang Court, (Oxford University Press, 1981). Vol. 1, p.17.
Wiéng P, Tdng Huiyao, Vol. 33, p.612.

Ibid.

Ibid.

Ibid.

BB Ouydng Yiigian, {EVEERS) Dance in the Tdng Dynasty, (Shanghii, 1980), p.90.
Liu, Su, Suf Tdng Jia Hud, p.18.

the Winter solstice, in association with solemn national ceremonies, and at great banquets. It
was created or revised by the Metropolitan Harmoniser of Pitches, Zhang Wénshou (fl. 627-
683) and were performed by four dancers, without a dance-property.”

The Emperor Destroys the Formations was brought to Japan by Awata no Mahito in 701,

and was possibly recorded by Koma Chikazane or his grandson.

7.2 Structure of the Dance

The structure of the dance is closely related to that of the music.” The piece is a suite
consisting of unmeasured “Processional Tune” and “Prelude” amounting to 30 drum-beat
periods—in Chinese terms regarded as one tié (Section), divided into two approximately equal
halves.”” Each drum-beat period of the Prelude is associated with one movement-phrase. The
succeeding “Entering Broaching” consists of six Sections, each of 20 drum-beat measures or
periods. Sections are measured, but become unmeasured in the last three or four drum-beat

periods, while the fifth and sixth sections are unmeasured, or irregularly measured, throughout.

7.3 Liu, Feng-Shueh’s reconstruction of the Emperor Destroys the Formations in

Labanotation was premiered on March 13, 1992, at the National Theatre, Taipei.

8. Liu, Feng-Shueh reconstructed the Singing of Spring Orioles

56 Lid XU, Jin Tdng Shii, Vol. 29, Music Zhi, tsung yeh 0560.
57 Ouyéng Xin, Xin Tdng Shi, Vol. 21, Rites and Music Zh} 5275 tsung yeh, 0208.
58 L.E.R.Picken, Music from the Tang Court,Vol. 1,p.19-35.

59 L.E.R.Picken, Music from the Tang Court,Vol. 1,p35.
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8.1 Introduction of the Singing of Spring Orioles

The Singing of Spring Orioles was created during the reign of Gaozdong (648-683).
According to Yuefi Shiji, “Gaozong knew music and thythm well. Upon hearing the wind blow
and birds sing, he could dance to their rhythms. One morning while he was sitting, he heard
orioles singing and commanded Bdi Mingdd to compose the Singing of Spring Orioles, which
was later used for dance.”

Bai Mingd4 was a foreigner of unknown birth year. Ile flourished at the court of the Sui
and Tédng dynasties from the late sixth century till the early seventh century, and served as the
head of musicians. Thus, it is inferred that the music style of the Singing of Spring Orioles
could be close to that of Hriyué, the trend in the society during that period. The following poem

by Yuédn Zhén will further illustrate this inference.

“...women are Sogdian wives, and learn Sogdian adornment; performers introduce
nomadic sounds, and attend to nomadic music. Heavy sounds of Soaring Phoenix often

39 61

chock with sobs, after the Singing of Spring Orioles follows long dismals.

It is likely that the artistic level of dance in the Singing of Spring Orioles was high.
Its aesthetic demands for female dancers are illustrated in the next poem. Zhang Hu wrote,
“Néirén has sung the Singing of Spring Orioles, and is performing soft dance as if drunk under
blossoms.”

Néirén was the title for female performers at the Tang court, and specifically referred

to the best one. The fact that it was sung by a top performer showed that the vocal demands

60 quoted from Rén Bantdng (1973), Jiaofang Ji Jianding, Taipei: Hongye Shuju, pp.182-183.
61 Yuefii Shiji,].96. poem translated by Chen, Jingmin.
62 Yuéfii Shiji,].80.

and quality was of no doubt; and the phrase “as if drunk under blossoms™ offered the most
appropriate descriptions for the quality of the dance. After the Singing of Spring Orioles was
brought to Japan, it was also called Everlasting as Heaven and Happy with Long Life or Plum
Blossoms and the Singing of Spring Orioles. Its tune was YTyué. The earliest dance score was
seen in 1233.% This score was also included in Meiji Sentei-fu, and is still performed at the
Japanese court. In addition, Dr. L. E. R. Picken has also gone into study and analysed tunes of

the Singing of Spring Orioles in great depth. o

8.2 Structure of the Dance and Tunes

The structure of dance in the Singing of Spring Orioles is identical to that of its tune,”
which is divided into the following sections:

Processional Tune No beats

Prelude 16 beats

Stamping 16 beats

Entering Broaching 16 beats

Bird Tune 16 beats

Quick Tune 16 beats

83 Liu, Feng-Shueh’s reconstruction of the Singing of Spring Orioles in
Labanotation
Premiere: “Processional” and “Prelude” on April 8, 1967, at Chungshan Hall, Taipei,
Taiwan. “Stamping” and “Entering Broaching” on December 29, 2001, at Chungshan Hall,

63 Koma Chikazane (1233), Kyokunsha, Tokyo: yiwa ndmi xiou tian, pp.37-39.
64 L.E.R.Picken (1985), Music from the Tang Court, Cambridge University Press, pp.45-70.

65 See note 63.
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Taiwan. “Bird Tune” and “Quick Tune” on November 22, 2002, at National Theatre, Taipei,
Taiwan.
The music score was transcribed by the writer from the original Sino-Japanese manuscript

in Meiji Sentei-fu. Dance score in Labanotation in 2001-2004.

9. Analysis and Discussion

The genres contained in the Ten Divisions showed threads of Ancient Indian factors in the
cultural context of Yanyuéwii. When Mohammed (571-632) rose at the beginning of the seventh
century, his religious, cultural, and political territory expanded from the Atlantic Ocean to the
Eurasian Continent * Both cultures traveled by way of the Silk Road, encountered Chinese
cultures in the northwest region of China, and co-created a splendid culture of Tang Yanyuéwii,
in which the most elaborated type was Dagii. Many foreign artists were recruited and offered
high ranks, which shows Té4ng’s high regard for art creations and racial integration at that time.

Despite that Tang absorbed a large number of foreign music and dance, the functions of
Yanyueéwii still tenaciously defended the traditional ideologies: (1) music and dance were used
as a means to build friendships with other peoples, promote diplomatic relations, and proclaim
Téng’s national power; (2) formation of dance remained mainly in square (with 4 to 6 dancers),
which was identical to that of Yayué (Confucian Dance); (3) dance movements, as in Ydyue,
was focused on decorum, with variations in directions, levels and speeds of movements, and
improvement of its quality, which made it highly appreciative; (4) one of the most common
movements in Yanyuéwii was raising the right (left) knee, and the whole foot hit the ground

before gliding sideways—as in writing the Chinese character “one”(—). From this movement,

66 Arnold Toynbee, te. Chén Xidolin (1979), A Study of History, Taipei: H& @ %/ F] Laureat, pp.459-460.

we may understand that Tang’s attitude toward foreign dance was to assimilate it.

9.1 Movement Features: No Dagii contains leaping (jumping), running, contracting,
or floor movements, but there are stamping, pressing, slashing, gliding movements as well as

shifting and overlapping of weight in grand pieces.

9.2 The Use of Body:

(1) Guiding Part: lower limbs;

(2) Moving Pattern: changing directions and positions with both feet on the ground;
hitting the ground with one foot and gliding sideward, backward, and diagonally to
change directions and positions;

(3) General Directions: mostly forward or sideward movements;

(4) Weight: strong and light weights applied alternately;

(5) Flow: mainly Free flow, which gradually speeds up;

(6) Physical Relations: symmetry and asymmetry appear alternately. Upper body always
upright and wide open, facing forward; no stress on straightening arms and legs;

(7) Body Parts Used: head, torso, legs, feet, heels, arms, hand, fingers, and wrists.

9.3 Focal point: focused.

9.4 Body-Space Relations:
(1) Torso: one dimensional;
(2) Use of Body: more symmetrical than asymmetrical movements;

(3) Shape of Body: Door-plane;

(4) Level: Mid-Level;
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(5) Body Zone: Medium Area, all in square space;

(6) Individual Movement Zone: forward, sideward, backward, and diagonal movements
on middle and low levels;

(7) Conducting of Dance Phrase: crescendo and diminuendo;

(8) Dealing of Individual Zone: two dimensional;

(9) Efforts and shapes appear alternatively.

9.5 Aesthetic Presentations of the Emperor Destroys the Formations and the Singing

of Spring Orioles

Both pieces present changes in a geometrical structure, adopting a symmetrical approach
and plain narration with a theme in each section, and gradually changing directions, shapes,
speed, force, and momentum. The style of the Emperor Destroys the Formations is mighty
and powerful whereas that of the Singing of Spring Orioles is classic and elegant; it shows
movements of manners in each section and is rich in ritualistic symbols. Rhythms at the
moments of combing variables of time and changes of force modulate the sense of tedium.
Always composed and dignified, neat and precise, Dagii is moderate and graceful throughout,
which makes both pieces of rites rather different from the sentient quality of other dance that is
beautiful and free from inhibition.

Yanyué in the Tang Dynasty from an overall view was target-oriented, which was not
only repeated in the square-shaped movements, but also in the spatial relations of watching,
containing entertainments, decorum, and rites. No one in the 21* century has ever experienced
this dance from the seventh century, yet this study that had undergone rigorous archeological
process and modern notation and analysis to reach its anticipated result. It is worth preservation

and offers a historical document for the world.

Names, titles, and terms in this paper are spelled in tonal Hanyli Pinyin for clearer
reference. Below is an identification chart for common characters.
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