A MEDIEVAL BURMESE ORCHESTRA
by D. C. TWITCHETT and A. H. CHRISTIE

Harvey’s History of Burma (1924), includes a translation by Arthur
Waley of the poem written by Po Chii-i on the dancers and musicians
presented to the Chinese emperor in 80z by the king of Pyi. In view of
Dr. Waley’s manifest delight in music and the dance it seems doubly
appropriate therefore to offer this study of the other sources concerning
these musicians as a tribute for his seventieth birthday.

In A.D. 794 the state of Nan-chao, which occupied Yiinnan and some
adjacent territories, returned to its traditional allegiance to the T“ang court,
after having been allied to the Tibetans for some forty years. The rulers of

Nan-chao resumed tributary relations with the Chinese, and embassies.

were sent to Ch‘ang-an in 794, 796, and 800.! The last of these embassies
presented the Emperor with a troupe of Nan-chao musicians and dancers
who aroused some interest at court.? Their presentation was arranged by
the Provincial Governor of Western Szechuan, Wei Kao 3 § who had
been primarily responsible for the resumption of the Chinese-Nan-chao
alliance against the Tibetans on the south-western border and who was
keenly interested in music.?

To the Chinese, the music of the Nan-chao court was by no means
completely exotic. The ruling clans had long been subjected to the influence
of Chinese culture, though such influences are unlikely to have been
perfectly assimilated. There is clear proof of direct Chinese influence on the
music of their court, for after Wei Kao’s treaty had been concluded and the
allegiance of Nan-chao accepted in %794, the Chinese envoy to the Nan-chao,
Yiian Tz4 3% %, was entertained at a banquet during the course of which
the King pointed out to him some aged singers and flute players who were
the only surviving members of a Kucha-style orchestra presented by the
Emperor Hsiian-tsung to one of his predecessors.*

At this period Nan-chao had a wide sphere of influence in the Tibeto-
Burmese-Chinese border region. Among the peoples with whom they were
in communication were the Pyii of upper Burma, whose kingdom they later
destroyed in 832.5 Following the resumption of relations between the
Nan-chao and the Chinese court, the Pyi wished to follow the example of
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their neighbours. There is little doubt that possible advantages in the
exchange of gifts—perhaps with the encouragement of the example of
Nan-chao’s generous reception—rather than any desire to enter into
anything more than a purely formal political relationship with China,
provided the motive.

With the precedent of the Nan-chao embassy of 800 in mind the Pyi
king sent his son Sunanda and his Commander-in-chief (mahdsena) at the
head of an embassy which included a troupe of 35 musicians and dancers.
These were presented to the throne at the New Year celebrations in 802.%
Their performance aroused a good deal of interest. Both Po Chii-i and Yiian
Chén wrote poems on the occasion, their reactions combining orthodox
disapproval of things barbarian with pleasure in the exotic dancing. Such
disapproval of foreign music, however, can have been no more than a
formal public attitude for during T‘ang times musical taste, both at Court
and in society at large, had a preference for foreign music, especially that
from Central Asia.”

Both Po Chii-i and Yiian Chén make the point, in their poems, that
the performance was described and recorded by the official historiographers.
Four short descriptions of the embassy survive, in T‘ang Hui-yao 33,
T‘ang Hui-yao 100, Chiu T*ang-shu 197 and the Sung dynasty Yiieh shu 159,
which clearly derive from a common source, probably the lost Veritable
Records (Shih-lIu) of the reign of Té-tsung. The most complete among them
is the first, which reads:

“In the first month 802, the Kingdom of Pyl brought tribute. In all
there were 12 pieces [of music]. Thirty-five musicians were brought
to court. The pieces were all expositions of stories from the Buddhist
sitras and {astras. Pyi lies to the south-west of Yiinnan, and is
close to India, which is the reason why so many expositions of
Buddhist stories occur in their music. When they perform a piece
they all chant in an even tone, each of them evenly opening and
closing their fingers to give the appearance of marking the rhythm.
They never fail to keep time together. It is something like the Chinese
ché-chih dance.”®

The other historical sources dealing with the period merely note the
arrival of the embassy.

Hsin T*ang-shu 222C, however, contains a very detailed description of
the musicians, which is translated below.® The sources from which the
Hsin T*ang-shu's chapters on foreign countries were compiled are unknown,
and the origin of this account can only be conjectured. One possibility is
that it is a full version of the record made by the historiographers at the
New Year celebrations in 80z. But it seems more likely that it was based on
the description of the music, the instruments and the dances which were

compiled by Wei Kao when they arrived in Ch‘éng-tu and later presented
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to the throne together with a set of pictures. It was one of the duties of
provincial officials to collect details about foreign peoples and report them
to the central authorities, and we know that when the Nan-chao musicians
were sent to court Wei Kao had written down their pieces in notation and
sent his report to the capital.1®

Since the description of the orchestra is obviously the work of a
musician, it is perhaps more likely to have been written by Wei Kao than
by the scribes of the Historiographer’s office. Whoever wrote it, it is an
excellent and detailed piece of description, even though the editors of the
Hsin T‘ang shu, in their customary passion for compression, have in places
abbreviated the text until the sense is far from clear.

Beside being of great interest in connexion with the Pyd people,
about whom we are not very fully informed, it has great musical interest,
for it is the earliest known description of an orchestra which specifies the
tuning of the instruments. No similar document exists for Western music
until considerably later, and there is nothing comparable for any other
Asian orchestra—ironically enough not even for a Chinese one.

The Pyi were the first of the Tibeto-Burman people whose presence in
Burma can be established from historical records. But although they seem to
have spoken alanguage which was fairly closely related to that of the Burmans,
with whom they shared other cultural traits, the musical performance record-
ed in Hsin Tang shu cannot be called characteristically Burmese.

Our earliest knowledge of Burmese music, apart from the present text,
depends upon gleanings from XIth-XIIth-century inscriptions at Pagan,
but these do not suggest an orchestra of the type employed by the Pya.t In
the eighteenth century this type of orchestra underwent further changes as
the result of instruments imported from Thailand after the sack of Ayuthia
by Hsinbyushin in 1767, and of the important modifications and innova-
tions made by Myawadiwungyi U sa in the same period. Nor indeed, if we
are to accept the tradition recorded by U Khin Zaw as being anything more
than the expression of an ideal rather than of an actual situation, can the
Pyl have shared the traditional attitude to music of Burmese in more
recent times.

“Indeed the Buddhist religion so frowns upon music that it was
practised rather shamefacedly, and its devotees are often called
phet-khwet-sa, eaters of leaves, i.e. vagabonds. Even so recently as
last year (1939) a learned old Burmese gentleman loth to depart this
life without imparting all his Burmese learning concluded a series of
Burmese articles on Burmese music and dancing with an apology for
having indulged in such frivolities.”12

In the case of the Pyd, far from the Buddhist religion frowning upon music
and the dance, all the songs whose names were noted by the Hsin T ang shu
were on Buddhist themes, and each was accompanied by dancing.
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The instruments—bells, cymbals, conches, harps, 1ute§, zithers,
stick-zithers, flutes, mouth-organs, drums—do not incluc.le any 1nstru.ment
which is specifically Burmese, except for the _crocodile-shaped zither,
clearly the ancestor of the migyaung saung.

The instruments mentioned in the Pagan inscriptions also were not the
same as those of the Pyii orchestra. The Mon inscripti'ons, dating from the
XIth century, mention drums, frog-drums, drum-chimes, mouth-ox:gans,
reed-horns, flutes, and a number of unidentiﬁe}i instrume.nts.13 The sllgPtly
later (XI-XIIIth-century) Burmese inscriptions mention d'rums, s}:dﬁ-
drums, cymbals, reed-horns, horns, trumpets, harps, dulcimers, bell-
chimes and mouth-organs, together with singers, da.ncers, and v.vhat appear
to be performers who combined singing and danc.u'lg.“ _The 1nscr1pt10fns
also give us a rather clear picture of the use of musicians in the course of a
series of great cer=monies. Their main functxon.seems to' haYe been t'o
punctuate rather than to accompany the ceremonial. A typical instance 1s
to be seen in the Kyangitthas Palace Inscription,'s where, after the Brah-
mins had made offerings of paritia water,

“Then they sounded all the drum-chimes, flutes, trumpets and rnouthc—1
organs, made the lathar and the mhasar rumble, beat the drum an
blew the kakd; and all the troops raised a shout.”

A similar practice may be observed in Burma today, ax'ld it may .be that the
role of music was analogous with that of the drum in Buddh'lst temples
where it serves to draw Heaven’s attention to a prayer or offering. .

The Pyii orchestra lacks the gong and drum chxm?s, the kyewaing and
hsaingwaing, which occur in the inscriptions and are typical of later Burmesg
music. The pattala, which is either a xylophon.e or a mgallophone ;n_
which is depicted in Java in the IXth century®® is lackm.g in both the Pyd
and Pagan orchestras. Later Chinese sources state that it was of Bu;rflese
origin, but it seems possible that together with the gong and drum-c ime,
two other characteristic Burmese instruments whose absenu? has 'been
noted, it was introduced to Burma through the Mons, whatever its ulnma‘;e
origin. The fiddle also does not appear in the Pyt orchestrzf, and the grot‘lin s
for assuming the saro of the Pagan inscriptions to be equivalent to modern
Burmese thayaw, fiddle, appear to be defective.!” .

But if the orchestra is not particularly Burmese, nor does it appear to
be modern Indian. The conch (sasikha) and the phoenix—he'ade(.i harp are
characteristic, and were employed in the Indian orchest.ra n}amtamed at the
Ttang court. The stick-zithers too are a common Indian fnstrument. B'ut
the conch is to be expected in the Buddhist context, while the phoenix-
headed harp, unlike the Indian harp, had tuning pegs, and all the other
instruments which are known as occurring in the Indian orchestras are also
to be found elsewhere in South-East Asia. Both the shéng mouth—orga'n and
the gourd-bodied stick-zither are common throughout South-East Asia and
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were known to the Chinese as South-East Asian instruments. When Sui
Yang-ti conquered Lin-i at the beginning of the VIIth century he captured
Funanese musicians who employed gourd-bodied stick-zithers. But
here again India comes into the picture, for we are told that this was an
instrument of which only the Indian musicians at the Chinese court had
the tradition, and that it was not suitable to rank with the instruments of
the court orchestras. The Lute (pi-pa) may well have been transmitted to
the Pyt from India, or even possibly from Nan-chao, for it was an important
instrument in Kucha music which, as we have seen, was known there during
the VIIIth century. In any case it is an importation from its place of origin in
Iran. Flutes decorated with animal heads and double-ended transverse
flutes are well known among the peoples of the Sino-Burmese borders and
elsewhere in South East Asia.

Of the percussion, little can be said. It is, however, worth noting that
Po Chii-i’s poem speaks of a sounding of brazen drums!® at the beginning
?f the performance, in a context which recalls the use of the orchestra for
interjections during ceremonies noted in the Pagan inscriptions.

A further difficulty complicates any comparative study of this
orchestra. At the end of the text in Hsin T ang-shu we are suddenly told
that all the musicians were k‘un-lun.

“All the musicians were k‘un-lun. They were dressed in deep red
cotton fabric and wore aprons of chao-hsia which they called kai-
man(?). Around their shoulders was wrapped a piece of chao-hsia
passing under their armpit. They wore gold or jewelled bracelets on
their arms and legs. They wore golden caps, and ear pendants in their
left and right ears,”1?

The term k‘un-lun always presents difficulties, sometimes meaning simply
a dark-skinned foreigner, sometimes having a more specific meaning. It is
possible that here it relates to the Mons, who at this period certainly
occupied lower Burma in which region we should locate the K‘un-lun kuo
‘mentioned in the Man shu.?® Moreover, it is suggestive that several of the
instruments which no longer play a part in Burmese music proper survive
in popular use among the Mon peoples of southern Burma. But above all
the description is reminiscent of the Funanese dancers and musicians who’
served at the court of Lin-i. Not only was this dress similar, but they too
danced in pairs and employed a comparable range of instruments.?* It is
clear that both Lin-i and in this contest Funan were included by the
Chinese among the k‘un-lun kingdoms, and various interesting parellel-
ismes have been shown between these kingdoms and Lower Burma.2?

Upon the dances themselves, there is very little information. The
Hsin T‘ang-shu passage tells us that

““At the beginning of the performance of a number, there is a compére
(tsan-ché) who first expounds the meaning of the piece. The form of
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the dances accords with the [subject of the] piece. Either 2, 6, 4, 8 or
1o dancers are employed. All wear pearl head-dresses. They make
obeisance, bowing their heads to the ground, to signify the end ofa
section. The [subject of the] music is understood through five-fold

interpretation.” .

The similarity with the Chinese ché-chih dance, which was noted by T ang
hui-yao, again suggests a dance with two dancers or ranks of dancers
responding to one another’s movements.?* There is certainly no resemblance
to the dances performed by the Nan-chao troupe, whose members per-
formed complicated evolutions forming the characters “Nan chao” and so
forth.

The dances were based on Indian legends of Buddhist origin, but from
the scant details of the descriptions it is quite impossible to say whether the
dances themselves were of Indian origin. The obeisance, which one would
expect at the beginning as well as the end of the piece, is typical of Indian-
influenced dancing throughout South East Asia to this day, but again
provides no direct evidence. The Hsin T‘ang-shu records the Py titles of
the dances in transcription, but it has proved impossible to equate these
with any of the small Pyii vocabulary otherwise known through inscrip-
tions.23 '

At the present state of our knowledge of the history of South East
Asian music, and in the absence of further documentation and the lost
pictures of Wei Kao which would certainly have clarified the text, it would
be rash to attempt any too precise identification of this orchestra. It does,
however, seem likely that the orchestra sent by the Pyi king to the T‘ang
court was based upon common South-East Asian instruments such as the
mouth-organ, clapper, drum and flute, with the addition of more sophisti-
cated instruments from elsewhere—particularly from India.

The importance of the present text for the historical study of South
East Asian music was already appreciated by Courant, who used it in the
preparation of his admirable study of Chinese music.2? More recently a
complete translation was published in a study of Burmese music by Khin
Zaw,?* but this translation is neither annotated nor accurate, and we feel
that there is room for a fresh translation and for some atterpt to place the
information given in Hsin T*ang-shu in the general context of our knowledge
of South-East Asian music.

NOTES TO THE INTRODUCTION

1 See TFYK 972, p. 53; TR YK 976, p. 7b; TFYK 996, p. 6a; THY 99, p. 1764, etc.
2. See HTS 221ksia, pp. 106-112; THY 33, p. 620.

3 For Wei Kao’s career see his biographies in CTS 140, HTS 158.

4 See TCTC 235, p. 7561.

5 See Man shu.

6 See TFYK 996, p. 6a; TCTC 236, p. 7599; THY 100, p. 1795; THY 33, p- 620.
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? For Po Chii-i’s poem see Po Hsiang-shan chi 3, p. 44, and Waley’s translation in
Harvey, History of Burma, pp. 15, 16. Yian Chen’s poem is in Yian-Shih Ch‘ang-
ching chi 24, p. 6a~b.

8 THY 33, p. 620.

8 HTS 222 hsia, pp. 9a, line 6, to 11a, line 2.

10 See T“ang yi-lin 3, p. 115. This work contains an amusing story of how a
member of the Imperial Conservatory saw a rehearsal of the dances at an inn on the
road to the capital, and immediately hurried back so that the imperial musicians were
able to present the piece themselves before the Embassy arrived.

1 See k?elow, and notes 13, 14. In particular, the inscriptions do not mention the
cqmple;x string section which the Py employed, comprising harps, zithers, lutes and
st1ck.-21th§rs. It is probable that too much weight should not be placed on’ this since
Fhe inscriptions describe ceremonies very different from these ritual dances. The
instruments mentioned in Claudie Marcel-Dubois: Les instruments de musique de I Inde
ancienne, Paris, 1941, p. 209 seq. are by no means exhaustive.

12 See BSOAS (1940), p. 747.

12 The following are the instruments mentioned in the Mon inscriptions.

pham drum

singir drum

pham klo* frog-drum

tsen ? mouth-organ (? ¢f. sheng)

tapizw reed-horn

murd flute (? sanscrit murdli)

kaka unidentified wind instrument

lathar {unidentiﬁed: The verb governing these two instruments
mhdsar means ‘‘to make to rumble”’

We are indebted to our friend Mr. H. Shorto for this Mon material.
Y The instruments mentioned in the Burmese inscriptions are

can drum

pasasan side-drum
khwakkhwan  cymbals

tapuiw reed~horn (¢f. Mon tapiw)
nhan horn

khara trumpet

narancra trumpet

con harp

candra dulcimer

nonnan bell-chime

saro (see note 17 below)

Beside dancers and singers the inscriptions mention pantya-san who appear to
have combined dancing and singing.

15 See Epig. Birm. 111, i:F:34, 35. We are indebted to Mr. H. S. Shorto for allowing
us to quote from his new translation of this important inscription before publication

18 This may be the instrument shown on a bas relief on Barabudur. See 'T'. van Erp
and N. J. Krom, Beschrijving van Barabudur (S. Gravenhage, 1920), Platen, Vol. I:
Serie O Plaat V, No. 39. : ’ ' o

17 Luce considers that the saro of the Pagan inscriptions (see note 14 above) is
the'eqmvalent of modern Burmese thayaw. But thayaw (recte: tayaw) would normally
derive from a form with a dental initial, which is in fact to be found in Mon draw and
the cognate Khmer form #¢é. {t is tempting to see in saro some connexion with the
Mon srey—mouth-organ (khéne), but this is no more than a preliminary hypothesis

18 T'ung-ku #i §%. This may mean a gong, or t‘ung “brazen” may be used ix.1 a
figurative sense. All the drums mentioned in the text are skin-headed, and no gong
appears. The drums are mentioned at the beginning of the dance, and may perhaps be
the small drums used by the compéres. There is certainly no connexion with the
famous bronze drums of the southern Chinese borderlands—though these do depict
men dancing to the sound of mouth-organs and drums. There is at present no evidence
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of the existence of the Dong-son culture, with which these drums are linked, in Burma.

19 HTS 222 hsia, p. 11a.

20 Man shu 10, p. 46

21 See the description of the Funan orchestra employed at the Chinese court in
TT 146.p.762 and translated by Demiéville, Lamusique Eame au Japon: Etudes Asiatiques
(1925), I, pp. 199-226, in particular p. 220 ff. The instruments which are listed by
T“ung tien 146 and are admittedly incomplete, comprised the following: goatskin drum
(chieh~ku), tu-t‘an drum ¥§ B, mao-ytian drum %& B, pan-pipe (hsiao), transverse flute,
reed-pipe (pi-li # %) bronze handbells (t‘ung-pa) and conch. Besides these, we know
from THY 33 p.620 that the orchestra originally employed gourd-bodied stick-zithers,
which were abandoned as unsuitable for court use.

22 See CT'S 197 p.la-b. R. A. Stein, Le Lin-yi, Han-hsieh 11, 1, 2. (Appendix VI,
L’ethnique du Lin-yi) has dealt exhaustively with this problem.

23 There is some confusion over the form of the ché-chik dance. The middle T ang
form is described in a quotation from the T‘ang tsa-shuo & % 3/ preserved in Ch'én
Ch'‘ang’s Yiieh shu 184. This passage says that there were three variant tunes in different
modes going under this name. “They employed two boys to dance it, whose dresses
and caps were sewn with golden bells which sounded as they moved. At the beginning
of the dance the two were concealed in lotus flowers which opened to reveal them. They
then danced responding to one another and advancing upon one another.” Ch‘én
Ch‘ang notes that this was evidently quite different from the dance which went under
the same name in Sung times. Méng chi pi-t‘an 5 (Hu Tao-ching’s Chiao-chéng, p.228)
says that it was of the same type as the Hun-t‘o chieh mentioned in the Chieh-ku lu
4% %% $% . In modern texts of this work, this name does not appear, but it is mentioned
in the Yiieh-fu tsa-lu, p. 25, %5 Jff H #% and elsewhere. It was a dance of barbarian
origin. Yiieh-fu tsa-lu, p. 28, also lists the Ché-chih dance among the “‘strong dances”,
ie., vigorous drum dances. From further information in the Méng-chi pi-t'an
(loc. cit.) it seems to have been a long narrative piece, which at the beginning of the
XIth century took a whole day to perform in full, though by the end of the century only
two or three parts in ten were preserved. A passage in the Shih-lin yen-yii 4 f R 5,
describes an early XIth-century performance as employing 24 dancers. It seems almost
certain that the dance in the mind of the compiler of THY was the dance of Hsiian
tsung’s time as described in the T“ang tsa-shuo, rather than the “‘strong dance” of the
late IXth century Yiieh-fu tsa-lu.

24 See HTS 222 hsia, p. 11a-b.

25 Maurice Courant, Essai historique sur la musique classique des Chinots, forming
part of the historical section of Lavignac, Encyclopédie de la Musique et Dictionnaire
du Conservatoire, Tome I, pp. 77-241.

26 Khin Zaw, Burmese music : A preliminary enquiry, in Journal of the Burma
Research Society XXX, iii (1940), pp. 395-8. We have not noted all the places where
our rendering differs from this translation, which is full of errors.

‘ HSIN T‘ANG-SHU 222 hsial
. ... During the Chéng-yiian reign period (785-805),” the King [of P‘ia0]
Yung-chiang J 3, hearing that Nan-chao had returned to their

 Po-na edition, pp. 9a, line 6, to 113, line 2.

® The submission of Nan-chao was accepted in 794, the actual embassy from
P‘iao (Pyi) arrived in Ch‘ang-an late in 8or.

8 The original Pyi form of this name is quite unknown. Karlgren’s reconstruction
of ancient Chinese gives* ‘izong-k‘iang. The name of the king is substantiated both by
Po Chii-i’s poem cited above, and by the state letter sent to the King, which was also
composed by Po Chii-i. However, TCTC 236, p. 7599, gives his name as Mo-lo-ssti-na
PE B2 B #B. The source of this may perhaps be sought in the account of P’iao given
in THY 100, pp. 1794, 1795, which reads:
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allegiance to the T‘ang, desired to submit in his turn. I-mou-hsin $2 #2 Fi¢
sent an envoy, Yang Chia-ming 45 il B 5 to Wei Kao 3 L6 the Military
Governor of the Province of Chien-nan hsi-ch‘uan? requesting that he
might offer barbarian music to the throne. He also ordered the P‘iao
kingdom to present musicians. . . .

e Yung-ch‘i.ang also sent his younger brother Shu-nan-t‘c &f % Pg,
Governor of h1§ city Hsi-li-i & F|] #,8 to present the music of his country.
When they arrived at Ch‘éng-tu, Wei Kao took down their music also® in

“ahelKir_xg’s surname is K‘un-mo-ch’ang [l j¥ & and his personal name

ho(_)ssg_rrll; %%Eg’{he name of the Chief Minister (Kuo-hsiang) is Mo-

The title MoTho-ssﬂ-—na (Mahasena), which is not a name, as the text says, and means

‘Cor.nmander-m chief rather than Chief Minister in any case, was known as’ such to the

‘Chinese of the time, and is used in the State Letter to the Pyl king. The compilers of

TCTC’ probably conflated the name Mo-lo[ni] and the title [Mo-hol-ssii-na into a
single name.

X 4 I-mou-hsin was the King of Nan-chao, one of the most powerful rulers of the
Meéng clan. After attempting to play off the Chinese and Tibetans against one another
on the dsouth-wa_astem bprder in 794 he turned on his former Tibetan allies and
;{eitl;:_efengl%ﬂ a,%a)’%‘cien‘;;tg the Chinese which had been broken by his predecessor

5 This appears to be a Chinese name. However, many of the aristocratic clans of
Nan-chao had adopted Chinese surnames, and the Yang clan was one of the most
powerful.

) 6 Wei Kaq (745—803) was governor of western Szechuan from 785 until his death
This was a period of very weak central authority, and he led a comparatively indepen;
dent career. He was mainly instrumental in regaining the initiative in the frontier
warfare with the Tibetans, but his campaigns put a great strain on the economy of
Szef:huan, and were probably a contributory factor in the rising of Liu Pi in 806
Wei Kao’.s biography is in CTS 140, HTS 158. : '

? This province comprised 26 prefectures and 112 counties and extended over
modern Szechuan west of the watershed between the Pai-chiang and the T‘o-chiang
On paper it al.so included much of the borderland of modern Hsi-k‘ang and northerr;
Yum:xan, bgt it is very doubtful whether these regions were under more than purely
non}mal Chinese suzerainty. This was an area of long-standing military administration
having had a Military Governor (Chieh-tu-shih) since 717. ’

8 The title and name of this envoy has caused havoc with the historiographers.
There is no doubt that the form given in our text is the correct one. It is used in identi~
cal form in Po Chii-i’s poem, and in the slightly variant form Shu-nan-t‘o-na (= ?
Sunat_ldana) in the State Letter to Yung-ch‘iang. However, both of these document;
describe him not as the younger brother, but as the son of the King.

The bulk of the sources, however, have taken the name of the city Hsi-li-i as the
envoy’s name. It is thus used in CTS 13, THY 100, TFYK 976, TFYK 996, and
TCT'C 236. A variant spelling & | %€ occurs in TFYK ¢72. These passages ar,e not
unanimous as to whether he was the son or brother of the King. Presumably this
con.fusmn must date back to the Veritable record, which was the source of CT'S 13.
This w?uld reinforce our opinion that the HT'S account is independent of that written
at t.he. time by the state historiographers. There can be little doubt that the city is the
Hsi-li ch‘e_ng which is mentioned in Chia Tan’s itinerary preserved in HTS 43
p. 18a. This is tentatively identified by Luce (The Ancient Pyi, ¥BRS 27, p. 249) Wit};
Bhamo or Tagaung. The mistaking of a place-name for a personal name was probably
due to the Chinese being familiar with the common element Srf in Indian names.

? This refers back to his notation of the Nan-chao music in 799—8c0.
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notation, and as the form of their dances and their musical instruments
were different from the usual ones, he had pictures made of them and
presented these to the throne.

There were twenty-two instruments. They had the eight categories of
instrument: metal, shell, stringed, bamboo, gourd, skin, ivory and horn.1?
There were two metal, one shell, seven stringed, two bamboo, two gourd,
two skin, one ivory, and two horn instruments.!!

There were four small bells (ling-pa i §k) arranged like those of the
Kucha section §& 2% ¥ [of the Court orchestra].1* They were three inches
in circumference, and were threaded on leather thongs. They were struck
in time with the rhythm of the music.!®

There were two iron plates (¢'ieh-pan % ), which were three and a half
inches long and two and a half inches wide. Their faces were flat, while on
the backs were handles to which were bound leather straps.!* Both these
and [the preceding] small bells were ornamented with cords in profusion,
and decorative knots'® made from the threads of coloured cotton cloth.16

10 The pa-yin /A B were the eight timbres, roughly corresponding to our brass
strings, woodwind, etc. The term first appears in the Shun-tien chapter of the Shu
ching. See Karlgren, Book of Documents, p. 7. The writer here is concerned to show
that the P‘iao orchestra retained all the traditional categories of instrument, including
the “gourd” category, which as he points out later (see p. 192) was obsolescent
in China. The Burmese themselves have followed Indian tradition in dividing instru-
ments into five classes: brass, string, percussion, wind and clapper. It is not clear how
old this system is in Burma. The Hmannan Yazawin states that the stone musicians
set up by Anawratha during his foray into Bengal in the XIth century represented five
musicians with the five instruments. But his 1gth-century compilation gives such a
confused account of the whole legend that it seems not unlikely that the compilers may
have tried to reconcile what they considered the correct normal system (of five classes)
with a traditional account based on some different classification.

11 The individual items add up to nineteen, not to twenty-two, while the text
itself describes twenty instruments.

12 The Kucha section was one of the special troupes of foreign musicians who
formed part of the personnel of the Music Bureau (T“ai-yiieh shu J % &), the sub-
department of the Court of Imperial Sacrifices (T‘ai-ch‘ang ssit A % 5F) which was
responsible for ceremonial music. Beside the Kucha orchestra there were troupes of
Indian, Korean, Hsi-liang (eastern Turkestan), Bukhara, Turfan, Samarkand, and
Kashgar musicians. The list of instruments used by the Kucha orchestra in TLT 14,
p. 37a, includes two t‘ung pa $H 8K bells to which presumably our text refers.

13 That is, these bells were clapperless, like most of those in the Far East. Modern
bells of this type are tied together in pairs and struck together.

14 These were a type of cymbal. See Fig. 1.

15 This, I take it, must be the sense of jui B (literally “‘buds”).

16 Fua-tieh 1€ B was a type of cotton fabric widely mentioned in T‘ang sources.
The terms po-tich &1 %, B B, and po-tieh-tzu are found in a variety of pre-T‘ang
texts, generally in connexion with cotton fabrics coming from central Asia, and Hirth
and Rockhill, Chau Fu-kua, p. 218, suggested that the term is a transcription of some
Turkic word cognate with pakha. However, some doubt is thrown on this hypothesis
by the use of the term in Hou Han shu 116 where it refers to the textiles worn by
the aborigines of Yunnan. Hua-tieh is presumably coloured or patterned fabric of
this same type.
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There were four conch-shells.?” The largest had a capacity of a pint
(shéng). They were decorated with cords in profusion.

There were two phoenix-headed harps (k‘ung-hou % #).18 One of
these was two feet long with its belly seven inches wide. The phoenix-head
ar}d neck were two feet five inches long, and the upper surface was decorated
with snake skin, It had fourteen strings, and the neck carried the tunin
pegs.'? The phoenix head faced outwards. ¢

17 These are the Indian sankha; but the instr i i i
Budci?i%t:, and (Ivas already well known in China i:r?l":irsltcgv:tse:tl.o sely idenified with
o e modern type of k‘ung-hou, as illustrated for inst i ‘i 1
dictionary, is very misleading in this context. Whereas the mode:zci;sltr;u:x}::ntT : e
to be spmeyvh'at similar to the cimbalon, it is possible to identify the old type ofrl)el‘): a:r-s
hou quite dlstmctly.v{ith the arched harp, known from India since the 3rd c;tu B %‘
and' apparently originating in Sumeria. T‘ang musicians differentiated betv:Zen. '14’
upright harp (shu k‘ung-hou B | |) and a horizontal harp (wo k‘ung-hou B\ | I‘;)
Both types are illustrated in the fragmentary Yiian edition of the Sung period Yiieh sh ‘
ﬂé.% of Qh én Chang BB, From this work it would seem that there was litt]“
difference in the construction of the instruments, and presumably the difference la ie
the manner of perfgrmance. Both types of harp were employed in the various cgur;
orchestra_s. The various central Asian orchestras used the upright harp, the Chiner
ceremontal orchestra (Yen yiieh 3 %4) also employed the upright harp, accordin, ig
TLT 14, p. 3§b, together with a “small harp”, but the parallel passage in CTSg
specifies a horlz(?ntal harp. The Korean orchestra used both types (Fig 2) »
The phoemx-beaded harp mentioned in our text was included in t;he Indi
:}:g}‘lyeisit:a at 'thte thll‘lnes; court. See TLT 14, p. 36b, CT'S 29, p. 11b. It is illustrated ;:2
n Drin Y . A
the Yiian t;;; X upori gthrety :;n shu 128, p. 5b, with a description bid., p. 6a (see Fig. 4).
% The Burmese harp had only seven strings until the latt
century when Myawadiwungyi U Sa added a fur%her six strings tf)rnl::ll{fe (t)lf;ed::ocllgxt'g
.munggau‘k: Courant, op. cit., p. 147, mistakenly likens the phoenix-headed k‘ung-hou
to the .Chme.se sé, although on p. 176 he illustrates the modern Burmese sa:mg ank
under its Chinese transcription tsung-kao-chi 4 % f# (see his Fig. 214) %
The saunggauk, 'however, was not the model for the instrument des.cribed in our
text,‘for, }1ke the Chinese k‘ung-hou prior to the 18th century, the Burmese squngzak
and its direct ancestors had no tuning pegs. Each string was attached to a tasgilled
cord tied to the neck, and the tension of the strings was altered by sliding these u d
dowr'lr ;he rxf‘eck, or by turning them about it. ¢ pan
he enas:\;erim harp, in Lower Burma, on the other hand i i i
pegs (see Hornznlan Museum catalogue of musical .imtrmﬂents,dp.lsSf;t)tevadm;1 :;lxﬁxllrﬁ
instrument is recorded elsewhere in South~East Asia. An arched harp vt;ith tuning pegs
is represented on Candi Borobodur, Central Java (gth century A.D.)), (see N.J %{gofn
and'T}}. van Erp: Bechrijving van Barabudur, Serie. 1 a Plaat xxvi N:) 52; otir .Fi )
A similar instrument also appears in Cambodia on the Terras’se d.es ,Eléphan%; 3a1;
Angl_{or (12th century A.D.) (Musée Guimet, photo No, 31133/14; cf.: Marcel Dubois
op. cit. sup Pl: xxiv, 2}. Moreover, the harp with tuning-pegs is well attested in Centrai
Asia. For an 111ust§‘atlon of a wall-painting from Béziklik dating from the VIIIth-Xth
century, see Hacku?z Recherches archéologiques en Asie Centrale, 1931, pl. xvii b. The
;}:at‘r’xvlple from Panjikent (A. 'L. Mongait, Arkheologiva v. SSSR, ’Moscow, .1955,
et x?tﬁﬁ{nzgg.; :gr;(,i 293) which is of earlier date, seems, on the other hand, to be
The instrument is probably of ultimate Egyptian origi i i
may be the result of the trade between that coggt?try andgt}?e, ?\r/}?d:itlsepErz:x;iZ: eIztar‘lla
times. Its presence in the Pyt orchestra is interesting, since it may have been a borrowing
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The other harp had a [long tuning peg ?]*° on top of the head.

There were two chéng % zithers with crocodile heads. One was shaped
like a crocodile.2! It was four feet long and stood on four legs. Its belly was
hollow, and the back decorated with crocodile skin. Its front face and up-
turned shoulder®?® were like those of the ch‘n (lute). It was seven inches
wide, while the belly was eight inches broad. The tail was more than a foot
long, curling upwards and leaving a space [in the middle of the scroll]. A
bar (kuan [f]) was placed to extend the nine strings. There were eighteen
movable bridges? to the left and right of the performer.

The other had its face ornamented with coloured flowers, and was
differentiated by its being covered with snake skin.

from Mon-kmer culture, in view of its existence in present-day Tenasserim and its
representation at Siemreap. There are various references in Chinese sources to k‘un-lun
kingdoms in Lower Burma, and as has already been noted, the account of this orchestra
suddenly informs us that all the musicians were k‘un-lun, a term which Luce thinks is
to be understood here as Mon. On the other hand the Pyt are said to have claimed
some sort of political relation with Java, and the possibility of a direct borrowing from
this country cannot therefore be wholly excluded. Its survival in Tenasserim would not
argue against this view, and it may even have been a Mon introduction into the Khmer
orchestra.

20 The meaning of tiao-ch'én If& % is obscure. It may possibly refer to some device
for tensioning the strings similar to that of the saunggauk described above (note 19).
The harp may, however, have been of the type illustrated in Fig. 2, from Yiieh shu 128.

21 This crocodile shaped instrument is undoubtedly the ancestor of the migyaung
saung, which, despite its name and the frequent misinterpretation of it, was not a harp,
but a kind of zither. This more modern form of the instrument was known to the
Chinese under its Burmese name in the transcription Mi-kung-tsung %4 and
Couvreur, op. cit., p. 174, Fig. 209 reproduces an illustration of it taken from the
Chting Yiieh shu 36. This shows a five stringed instrument with frets. More interesting
is a picture in Henry Yule; 4 narrative of the mission sent by the Governor-General of
India to the court of Ava (1858), p. 15, Fig. 11. Yule writes:

““Another instrument used in these concerts is a long dylindrical guitar of three
strings, shaped like an alligator and so named. It is placed on the ground before
the performer.”

The figure shows an instrument having three strings, each with a tuning peg in the tail,
and in this connection it is perhaps worth noting that Courant’s illustration shows only
three tuning pegs for the five strings, so that the two additional strings may have been
sympathetic. Yule’s picture shows the upcurling tail and a device for tensioning the
strings which may well bear some relation with the obscure ‘“kuan’ in our text.

Although the instrument was still in use in Burma itself in the 1gth century, it
has now become obsolete, except among the Mons in South-West Burma. We reproduce
a photograph of a modern Mon instrument by courtesy of Mr. H. Shorto. This
instrument is fretted, as are those shown by Courant and Yule, and has six tuning pegs
(Fig. 5).

22 The upturned shoulder (yang-chien ) J§) of the lute is not known to us as a
technical term for a part of the instrument.

23 The term chu A% is a constant source of confusion in the description of musical
instruments, as it has two distinct meanings in relation to stringed instruments. First
is a type of movable bridge placed under a single string, such as is illustrated by
Courant, op. cit., p. 175, Fig. 211. The second meaning which is almost equally
common went unnoticed by Courant. This is a fret. The term was for instance used
for the curious single-string frets in very high positions on the highest string of the
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There was a dragon-headed pi-pa & B lute. It was made like those
o.f I.{ucha24 with a neck more than two feet six inches long and a bell
six inches broad. The head was formed of two confronted dragons Therz
were three tuning pegs and frets?® and the strings accorded witi1 these
numbers. Two of the tuning pegs were on the neck and the other on th
collar of the instrument. The fixed bridge (fu 78 ) was in the form of a lione

There.was a cloud-headed pi-pa lute. Its shape was like that of the.
precedmg instrument. Its face was decorated with snake-skin, the four
faces having ivory studs. The head was in the form of a cloud. ’I"here were
flowers [carved] on top of the tuning pegs, which were placed in the for
of the character p'in yin.2” There were three strings. The fixed brid;

i;—r[}z r(rlr?te), w?ichhacc(:iording to late Chinese and Korean works were no longer used in
ance. In the description of the dragon-headed pi hi
certainly frets, since movable brid ¥ e el v are
r ges on a pi-pa would be unthinkabl i
evidence of the modern fretted mi; in vi o oo veedl e
gyaung saung in view, we are t d
frets here also. Indian stick-zith i 4 o Tt e o A
: . -zithers with 18 or more frets exist, and it i i
- 1t 1s not -
?;sr:::y lizrge numb;:]r. But if chu were frets they would all be t’o one side of t}?: ;:::—
. Moreover, the number 18 gives two to each stri i ikely
ot e e : tring, and it seems most likely
; question here, one to each side of th. i
If this is in fact the true int jon, st ron cach stting.
erpretation, the form i
changed at some subssouens aoret! N of the instrument must have been
4 The pi-pa lute was an instrum i
) ent ultimately of Iranian origi i
2 A ) | gin which had
::ge’_][)‘z‘aidgop];zctihlthc}un&; during thc;a semi-barbarian northern dynasties between l;;::;
) . e performers and instruments of Kuch
ailiaes of i o P8 € L cha were famous. It shows the
gn music from Central Asia during T* i
of this text is able constantl i R 25 & oo it i hor
y to refer to Kucha instruments a i i i
readers would be well acquainted. On i-pa i e oxeione et bis
. the pi-pa in general h
Laurence Picken, ‘“The origi : ety Jomo o snudy by
gin of the Short Lute”, Galpin Society ¥ 1)
pp. 32—42. To judge by the measurements th i ot b \hoss)
e instrument described i i
clearly a long-necked lute. This is i i e s o
) s interesting for the long-necl i
not t;)5 hca}\lze ;eached India until the tenth century. § (e tute fa generally held
u here is indubitably a fret (¢f. note
y . 23 above). Fo i
connge(::fis‘c}:ll with the frets of a pi-pa see note 27 bglow ) " other technical terms
e term fu refers to the fixed bridge on th ’ i
> e bod i
togetgl*;e’;‘ with the attachment for the stringsg. ody of & stringed instrument,
his passage is by no means clear. C 3
7 ) £ i . Courant, op. cit., p. 176, has t 7
irsld 11>1 in pﬁ, in t};feﬂxr te}tl:hmcal sense as the two type’s of fret’ (fn t}Ze ’pi-;a a'l;‘elzah}:;ia:ng:g&
ually written #H rather than $&—were the semi-cylindrical ituat ok
oE the it raeher than % ylindrical frets situated on the neck
were the sharp frets of triangul i
made of bamboo, which were fastened i ot ot o uoually
r 1 to the body of the instrum d
intonation for the higher notes. It is i o ol b
) . possible that the text her 1
characters in this technical sense, in whi S e
ich case we must ass h i
HTS were unaware of these m ani loted e e compilers of
] eanings and wrongly interpolated the ch it
into the text so as to force some meaning i i . e
t 5 ng into it. If we assume su i
re_pec::‘ %z;; as interpolated the translation would read, ch an emendation and
ere were flowers [carved] on to i
p of the tunin, . i indri
Thi ax.ld sharp frets and three strings.” € pegs. 1t had semi-cylindsical
WI};LS Elllngll:lt be more tsatxsfa.ctory in some respects, for no known Chinese lute is shown
\ ) g pegs set out in a way which could be described b
Imagination as “in the form of the character p‘in’’—i.e. i e “irvach of the
: > for p'in’’—i.e. in a triangle. The i
Chinese and Central Asian instruments go through the neck from side %o side Hgveviifelrn
. y
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(fu-shou g F)?® was decorated with snake skin. The plectrum (kan-po
32 8)2% was carved in the form of a dancing K‘un-lun®® and decorated in

various colours.
There were two large gourd ch'in %S zithers.®* The belly3? was made

from half a gourd, which was all painted in colours. Above was also placed
a copper bowl.3 The board (ch‘in)* of the instrument was made of bamboo,
with a serpent motif running transversely across its upper face. It was over
three feet long. The head was curled like a pair of folded hands, and was
two inches long. This [upper board of the instrument] was tied to the belly
with cords. The copper bowl was fitted into the stem end of a gourd® and
was large enough to hold two pints. The largest string played ¢‘ai-ts‘u and
the next string ku-hsien.

some Near Eastern and Indian instruments have the pegs piercing the neck from front
to back. Three stringed examples normally have the pegs set in a triangle, and it seems
most likely that our text describes such an instrument.

28 Here again the text appears to be corrupt. The character chieh ¥ is very odd,
for it is preceded only by fu-shou, a well-attested binom meaning a fixed bridge, and
synonymous with simple fu (see note 26 above). Shou alone has no known technical
meaning. It is possible that the text read originally fu fu-shou chich I ¥ F ¥, and
that the fu ) has fallen out through confusion with the other fu % . In the very next
paragraph there is a clear case of the confusion of the two words, so there are some
grounds for such a hypothesis of a copyist’s error. If this is adopted we may translate,

“Both the belly and fixed bridge were decorated with snake skin.”

29 It is worth perhaps noting that the text specifies the use of a plectrum with the
cloud-headed pi-pa, whereas this was not noted for the dragon-headed instrument. In
Indian orchestras there was a clear distinction between lutes and zithers played with
the fingers and with a plectrum. This was for example the case with the seven or nine~
stringed wina, and among the sculptures of Gandhara and Central Asia we may see
some lutes played with a plectrum and others without.

30 Here again there is a link between the Pyt orchestra and the K'un-lun—
presumably those of the K‘un-lun kuo placed in Lower Burma by Man shu 10, p. 46.

31 These and the instruments which follow are obviously of the stick-zither type,
with a large gourd used as a resonator. Such instruments were already known to the
Chinese, having been used by the Funanese musicians captured at the Sui conquest of
Lin-i, but were considered unsuitable for general use. Only Indian musicians were
said to be able to master them. See THY 33, p. 620, Ch'en Ch'ang’s Yiieh shu 174,

p- 3b.
32 There can be no question here of fu meaning a fixed bridge. It is undoubtedly a

mistake for fu B§ belly.

33 This description is not at all clear, but the copper bowl was certainly an extra
resonator giving a different tone colour. Stick-zithers with double resonators were
quite common in India, and metal resonators were also common. But the text as it
stands seems to suggest that the copper bowl was either placed inside the gourd body,
or perhaps placed in a separate gourd resonator.

3 Ch'in %= here is employed not for the whole instrument, but for the upper
board (the “stick” of the stick-zither) over which the strings were stretched.

35 This seems to be the sense of ch‘uan ou chi p‘ao-pén 2= B B % A% Presumably
pén “stem” refers to the end of the gourd which was attached to the stem. It occurs
later in the text in an equally difficult context. Whether the gourd is the same one
which formed the belly of the instrument is not clear, but I feel that had it been a
separate one forming a second resonator-unit the author would have made this clear.
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There was a single-stringed gourd ch‘in zither.®® This was made from
mottled bamboo3” without any decoration. A serpent’s head carved from
wood was used to stretch the string. There was no tuning peg, the string
being tied to the neck of the instrument. There were four frets8 as on the
Kucha pi-pa lute. The string played #‘ai-ts‘u.

There were two small gourd ck‘in zithers. They were shaped like the
large gourd zithers and were two feet long. Their largest string played
nan-li and the next string ying-chung.

There were two transverse flutes (héng-ti ffi 1 ). One of them was
more than a foot in length, and all [the instruments] took their pitch from it.
The knots [of the bamboo tube] were shaved down so that there were no
spurs left. A head was formed with wax, and on top of this was placed a
lion’s head made of ivory.3® There were six finger-holes, and it played the

scale huang-chung shang,*® providing the five notes of the pentatonic scale
and the seven notes of the diatonic scale.

There was also a flute to which was fitted only an ivory head.?® Its
pitch was identical with that of Hsiin Hsti’s 4] B Ti-p'u 4 55%.49 It was
also in tune with chung in a Ch'ing-shang orchestra.

3¢ Simple single-stringed stick-zithers of this type are well-known throughout
South-East Asia.

37 Pan-chu 3 4§ mottled bamboo was a common item of tribute from the south-
western border regions. .

38 Here again, as in notes 23, 25 above, chu is undoubtedly a fret, not a movable
bridge, since it would be impossible to have four movable bridges on a single string.

39 Transverse flutes with an ornamental head of this type were common in China.
Courant, op. cit., p. 155, notes a dragon-headed flute, and informs us that this type of
instrument was normally a bamboo pipe reinforced with bindings of silk thread. His
reference to the present text, however, is quite inaccurate.

40 That is a scale in the Shang mode with the note huang-chung (ff) as funda-
mental. This mode was also known by the technical terms Ta-shik t'iao J B i# or
Ta-shih t'iao 7\ fA # showing its association in the Chinese mind with Near Eastern
music. See Courant, op. cit., pp. 98 and x17.

41 On the structure of the Chinese scales see Courant, op. cit., and Levis, Chinese
Musical Art, pp. 63 ff. In European terms this would give the following scale gif,
af, ¢, of, ¥, £, 4, gh .

2 This may possibly mean an “elephant head”.

4% Hsiin Hsti was an official in the Chin period, who in 274 produced a new series
of pitch-pipes and a new method of construction for the flute. There is a long and
detailed discussion of his work in Yang Yin-liu #% V& i8], Chung-kuo yin-yiieh chih-kang
h B 924 B W (Shanghai, 1953), pp. 155-61. According to Yang’s calculations
(loc. cit. and pp. 235, 236) the fundamental huang-chung in his system was equivalent to
g natural. The work known as the Ti-p‘u was presumably a book including the results
of his work on the flute, but it has long been lost. We must presume that it was still in
existence at the time of Wei Kao, but it is curious that a work by such a well-known
author should not figure in the catalogues of literature either in CT'S or HTS. The
latter work records only a T ai-yiieh tsa k'o-tz'i A %% #E B § in 3 chapters and a
T"ai-yiieh k‘o-tz'it in 2 chapters, neither of which could conceivably have anything to
do with the Ti-p‘u.

4 This is equivalent to gff.

”
“
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There were also two double-ended flutes. These were two feet eight
inches long. In the middle a joint of bamboo was divided, and holes for the
breath to rush through opened to right and left of the joint. Each of the
two extremities was divided into a hollow form to make a flute.®> We
estimated that the left-hand extremity plays za-fsu, while the three finger
holes in the end of the pipe give the notes ku-hsien, jui-pin, and i-1sé. The
right-hand extremity plays lin-chung and the three finger holes in the end
of the pipe give the notes nan-li, ying-chung and ta-lii. U.nderneath there
was a single [thumb-]hole which gave the octave of t‘ai-tsu.® The two
extremities and the seven finger-holes provided the complete scales of
Huang-chung and Lin-chung.*’ '
There were two large gourd shéng ZE mouth-organs.*® Both had 16 pipes
arranged in two ranks of eight on the left and right, the shape forme.d by the
pipes being like a phoenix wing. The longest pipes were four feet eight arfd
a half inches long. The other pipes were of differing length and set out in
order. The construction of the pipes was like that of the pipes of a [Chinese]
shéng, and may also be classified as “phoenix-wing” in shape.®® The reeds

45 This instrument was not the double-ended aulos known widely. in Near-Eastem
and Classical antiquity. Double flutes of the aulos type were known in Tibet, but the
most common type of double flute in China and especially in the §ogth-westem border-
lands was the double-ended transverse flute. The mouthpiece is in the centre_of the
instrument with the finger-holes on either side of it. Courant, op. cit., notes this text,
but has badly misinterpreted it, taking it that there were seven finger-holes on either
side of the mouthpiece. It seems probable that the mou'fhplece was bored over an
internal membrane of the bamboo, through one of its joints, forming two separate
tubes. The sense of the word tuan “extremity” is obscure, and we d.o not fully under-
stand the differentiation made in the text between these and the simple finger-holes
in the pipe.

48 Ching indicated the upper octave of any note of the sca{e. L

471 The huang-chung scale is huang-chung, t'ai-ts‘u, ku-hswr}, jui-pin, lin-chung,
nan-li, ying-chung, huang-chung [£%, g, a%, c, ck, a¥, £, £§]. Th§ lztt-dzung s_cale ‘(a.ﬁfAth
above huang-chung) is lin-chung, nan-lii, ying-chung, ta-li, t'ai-ts‘u, ku-hsien, jui-pin,
lin-chung [c}, ¥, f, g, gt, aff, c*, c¥]. The more common mode would have l?eex(;
the Shang mode beginning on the second degree in each case. The flute descnb_e
provides all the notes except huang-chung f which was presu.mably the note with
all finger holes closed. The left hand played f, g#, a#, ¢, d. The right hand cf, 4%, {, g.
The thumb-hole would give the octave of gf.

48 The shéng is the mouth-organ, on which see Courant, op. cit., pp- 161, 162,
Souli¢, La Musique en Chine, pp. 54~7. The instrument was welll known frorr} the
earliest times both in China where it is mentioned in the Odes, and in t.h.e Indo-Chinese
borderlands where it is depicted on the Dong-son drums. The pfimm've form of the
Chinese shéng had a gourd body, and was still preserved in T‘ang times in Korea u_nder
the name Hu-lu-shéng $1 B % ; the Chinese had by then replaced the gourd with a
wooden body as in the modern instrument. .

19 What “phoenix-winged”’ means in this context may be seen f:rom Fig. 6 taken
from a plate in Ch'en Ch‘ang’s Yiieh shu 123, p. 42a. This work contains a great deal of
information on various types of shéng and similar mouth-organs.
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were made of bamboo. The body of the gourd was pierced right down to
the stem5? [by the pipes].

[In China] the eight musical timbres of antiquity have all been re-
placed by instruments of wood and lacquer. Metal is used for reeds, and
we have no longer the true “gourd” timbre.5! Only in the P‘iao kingdom
may we find the ancient pattern.

There were also two small gourd shéng mouth-organs, constructed
like the large ones. They were tuned to play the scale of lin-chung shang.5®

There were two three-faced drums, shaped like wine-jars and two feet
high. They were broad at the head and pointed at the bottom; above they
were seven inches wide, at the bottom four inches wide. The width of the
belly was not more than that of the head. They were strung with snake
skins, three being stitched together to form one skin, and these were
bound on with blue cords. Beneath, where they stood upon the ground,
they were not covered {with skin]. The four surfaces® of the drum were
decorated with paintings of P‘iao musicians holding shéng mouth-organs
and drums.5

There were four small drums, constructed like waisted drums.5% They
were five inches long, and the heads were three and a half inches wide.

80 This seems to be the sense of chuan p‘ao ta pén % 4l 3% A. However, in most
types of mouth-organ with a gourd body surviving in South East Asia, the stem of the
gourd is used to fit the mouthpiece. It is probable then that the expression may mean
that the pipes pierced right through the gourd and projected below the bottom. Such
a form is found in Dyak and Miao mouth-organs, but here the body is not made from
a gourd. However, the mouth-organs at present found in the Shan States are precisely
of this type. Here the interstices between the projecting ends are filled with pitch to
provide a smooth surface. This arrangement allows finger stopping of the upper sections
of the pipes above the top of the gourd, and thumb stopping of the bottom ends of the
pipes, the gourd being moved between the player’s hands to facilitate the operation.
Fig. 7 illustrates a modern example in the collection of Mr. H. Shorto. The mouth-
organ is still found among the Mrung of North Arakan and in the Chittagong Hill
T'racts (see Emil Riebeck, Die Hiigelstamme von Chittagong, Berlin, 1885, Pl. 15, Fig. 2),
as well as in Laos and in Borneo and among various peoples of the Indo-chinese hill
areas.

51 The original timbre would of course have been a reed timbre, and nothing to
do with “gourd”. The date of introduction of the metal reed in China is unknown,
and we have been able to find no evidence to assign a date to this development.

52 That is, the shang mode of the scale with lin-chung as fundamental: nan-lLi,
ying-chung, ta-lii, t'ai-ts‘u, ku-hsien, ju-pin, lin-chung, nan-tii [d¥, f, g, g, a$, c,
cf, df]. (Courant’s Mode XXXVII.)

% That is the three sides and the top.

% The decorations recall those found on the Dong-son drums, which feature
musicians with clappers, drums and mouth-organs.

5 For an illustration of the type of instrument known as a waisted drum, see our
Fig. 8 which reproduces a plate from Ch‘en Ch‘ang’s Yiieh shu 126, p. 4a. This is
quite different from the large suspended drum illustrated by Courant, op. cit., p. 150,
Fig. 185, under the name yao-ku [E #%, but is identical with the instrument which he
lists under the alternative name chang-ku £ $% and illustrates in Fig. 187 on the same
page.
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They were strung with snake skins. They had no handles and were shaken®®
to give the rhythm to the music. The compéres all hold them.??

There was an elephant-tusk shéng mouth-organ. [The body of aj
gourd was pierced down to the stem, and lacquered. Two elepha'nt tusks
were placed in it in place of pipes.®® These had twin reeds®® which both
played ku-hsien.

There was a three-horn shéng mouth-organ. Here again, a gourd was
pierced down to the stem and lacquered. Three ox-horns were placed in it.%°
One had a reed, and played ku-hsien; the others played nan-li.®* The points
of the horns were placed downwards piercing the gourd to the stem. Both
the handle%? and mouthpiece were straight.

There was a two-horn shéng mouth-organ. Here again, a gourd was
pierced down to the stem, and two ox-horns were set up in it. [They] had
reeds and played ku-hsien. The gourd was decorated in colours.

TABLE OF THE INSTRUMENTS AND THEIR
TUNINGS

The transposition into European terms is based on Yang Yin-liu's
determination of the T‘ang fundamental huang-chung as f§. In fact the
pitch of huang-chung is between f natural and f%, and the following tunings
are therefore all slightly sharp. We are indebted to Dr. Laurence Picke.n
for help with this table, and for pointing out the relevance of some of this
information.

58 The precise significance of yang $ shake, excite, escapes us. A shaken drum
would of course give no sound at all. Perhaps this describes either a drum played by
fingering, or it is possible that the instrument was some sort of rattle of the maracas

e.
o 57 The term yin-tsan ché §1 #& % which I render loosely as “compere” refqrs to
the members of the troupe who, before the performance of each item, gave the audxencAe
an account of the story and its meaning. They are referred to elsewhere as tsan-ché.

58 The Lamet possess these instruments to the present d.ay. An e.xaml?le of a
single elephant tusk with a free reed and without a wind-chest is shown in Izikowitz,
The Lamet (Géttingen, 1951), p. 198, Fig. 98.

58 The term shuang-huang ¥ 4% cannot, of course, refer. to thp double reed of the
type employed in the oboe or bassoon, which was un!mow.n in Chl.na and the Fa_r East.
It presumably refers to the fact that the reeds were identical in pitch, both giving the
same note ku-hsien (aff). But if this is so, why are not the reeds of the two-horn mouth-
organ mentioned below not also described in the same way?

80 A tondo from Kyontu Paya Prome, probably of the 11th century shows such an
instrument without a wind-chest. The Sré have a descendant of this instrument, with
a single ox-horn and a free reed. See Dam Bo, Les populations montagnardes du Sud-
indochinois (Lyon, 1950), p. 149.

81 That is aff and d¥.

62 This is the only reference of which we are aware to a mouth-organ with a
handle. No known example has one.
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2-horn shéng reeds %
3-horn shéng 1 reed

2 other horns

Elephant tusk shéng
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2 large shéng

unspecified: probably fundamental
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Double-ended flute [F roetielie_—pofio o
D 4 QRGN T -
) 2 0 M
PHe
~J
Transverse flute F—o-4o¥o
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Stick-zither, monochord four frets probably giving % #o1 ?
o ¥t e ’
2 small stick-zithers FYga =
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2 large stick-zithers 2 strings
If they had four frets this would give oo - Foda—
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!
!
complete huang-chung shang scale. E o=t

Lute Tuning unknown. Three strings and three frets.

If the strings were tuned in fourths, gf ci fi and the frets arranged as
below, this would give a shang scale on huang-chung on the lower two strings,
and a shang mode on lin-chung on the upper two strings.

g cit ft open string
g a4 gl first fret
€ £ b second fret
et s e third fret

Harps 14 strings. ? 2 octaves heptatonic or
3 octaves pentatonic

Dr. Picken considers it very likely that the zithers played in parallels
at intervals of a fifth.
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COMPARATIVE TABLE OF PYU ORCHESTRA AND
THE INSTRUMENTS OF PAGAN

Pya Mon (11th ¢.)
Percussion
2 3-faced drums
4 small drums

Burmese (11th—13th c.)

drum (pham) drum (can)

drum (singir) side-drum (pasasan)
frog-drum (pham-klo)

drum chime

2 cymbals cymbals (Khwakkhwan)
4 small bells bell-chime (nonnan)

Strings
harps harp (con)
crocodile-zithers

lutes (one with plectrum)

large gourd-bodied stick-zithers
small gourd-bodied stick-zithers
1 monochord stick-zither

NN NN

dulcimer (candra)

Wind

4 conches

2 transverse flutes

2 double-ended flutes

flute (mura)

trumpet (khara)
trumpet (narancra)
horn (nhan)

2 large gourd mouth-organ? mouth-organ ?

mouth-organs (tsen) (saro)

2 small gourd

mouth-organs

elephant-tusk

mouth-organ

3-horn mouth-organ

2-horn mouth-organ

-

o

reed-horn (tapiw) reed-horn (tapuiw)
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