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he ha or huo

xiao xiu
shi, chi, zhu si, ci, zu

xian xie"

liang lia"8

Thus Xianhai sounds like Xiehei; ‘Haobuhao he? (‘Is it good to
drink?’) sounds like ‘Houbuhou ha?’, but Xinghe county like
Xinghuo; piaoliang (‘beautiful’) sounds like piolia; haoshuo (‘It’s
easy to say’) sounds like houshua. The 4th tone is used with
abandon, and the first syllable of a binome is often stressed: thus
gu ‘drum’ is firmly in the 4th tone, and the stress in gujiang ‘drum
artisans’ is on the gu. For more precise guidance, see Yanggao
1993: 624-36. Where an ‘r’ is commonly added to a term, I add it
without punctuation: Yinhur.

Ages are given in terms of sui ‘years’; since one is 1 sui old at
birth, and one year older with every Chinese New Year, these ages
generally translate into Western ages of one year less. Even where
the word sui is not used, I have adhered to Chinese ages, leaving
the reader to subtract one from the number. Where we have firm
dates of birth (often when the subjects mention under which of the
Twelve Animals of the Chinese calendar they were born) and
death, they are cited as such.

Calendar: dates are often given in terms of the Chinese lunar
calendar, still used throughout rural China. The Chinese New Year
(1st day of the 1st moon) generally falls around late January-early
February.

Currency: 1 yuan (collogially kuai) equals 10 jiao (colloquially
mao); 1 jiao equals 10 fen. Around 2000 there were c15 yuan to the
pound sterling.

Distances: 2 Chinese li (huali) = 1 kilometre.

Land: 1 mu = 1/6 acre (1,000 sq.m., 1/15 hectare).



Weights and measures: 1 dou = 10 litres; 1 dan = 100 litres.






























A 2003 name-card of one yinyang shows local concepts of their

spheres of activity, advertising:

Funerals and major assemblies

Choosing days, selecting graves, seeking ley-lines (longbu),
settling the burial and establishing the orientation, moving
the earth when work begins, mending construction, marriage
partners, moving home, choosing auspicious days for
celebrations of setting up in business

Wreaths, oil and goods, paper artefacts, everything for the
funeral, yinyang rituals of deliverance (chaodu)

The complete sequence of funerary services such as repaying
kindness and filial scriptures

Another senior village yinyang, Wang Fngcai, advertises:

Funerals, delivering the souls of the deceased, burial
processions, wreaths and funerary paper artefacts, choosing
auspicious days for weddings, funerals, and disturbing the
earth for house-building.

Specialities: the 8 nodes and 3 mysteries, the 28
constellations, and the 8 gateways and 9 stars.

On the public ritual outings of the yinyang, apart from ‘writing’
and ritual actions (including cosmic steps, sacred hand gestures,
and the depicting of talismans), they perform vocal liturgy
(chanting, singing hymns and incantations), ritual percussion, and
sheng-guan wind ensemble music. The latter uses two sheng
mouth-organs, guanzi large and small double-reed pipes






























succeed in doing so, and the gujiang continued to do ceremonial
business, going out to do weddings and funerals. After Liberation
the Hua family was classified as ‘poor peasants’ and given land,
for which they thanked the new Communist leadership.

Before the Communist Liberation Hua Fa worked land for a rich
peasant in Yangjiabu. He had a big family with little land, but
later, with money saved from doing ceremonial business, he
bought a paltry 2 or 3 mu of land for 4 million old fabi (estimated
by the Hua brothers at about 400 yuan today).

But all too soon the process of communization began, and Hua
Fa was only able to till his own land for a few years before private
land was collectivized from around 1954. Gujiang, the lowest of
the low, were not direct objects of attack during Communist
campaigns, but suffered indirectly from social change. For many
years to come, campaigns were to stress communal labour and
attack selfish wasteful individual projects. Families might still hope
to perform imposing funerals, gujiang might still want to accept
invitations to perform for them, and indeed local cadres might
seek to dilute central edicts; yet pressure was pervasive and
cumulative. Apart from ideological pressure, the more affluent of
the old patrons had disappeared.

From 1954, as collectivization began to be implemented and the
local economy went into crisis, many craftsmen took refuge
further north in Inner Mongolia - including tailors, carpenters,
and some gujiang. But most gujiang continued to perform. They
found no new avenues: no gujiang joined the army, and few
served as cadres. Some yinyang — but again quite few — served as
cadres, like Yan Mei, who became accountant of the Wangzhuang
village committee - later, in the Cultural Revolution, he was to be
subjected to public criticism.

Political campaigns became frequent, featuring parades,
commonly with yangge dancing. When Jinshan was 14 or 15
(c1955) he joined the commune ‘propaganda team’
(xuanchuandui). By 1958 he was playing sanxian plucked lute and
erhu bowed fiddle in the amateur peasant ‘1st August opera
troupe’ (Bayi jutuan) in nearby Luowenzao township. Such
troupes accompanied the vast militarized campaigns of the Great



Leap Forward. But Jinshan returned home in winter 1958 - he
claims to have been playing the suites on drum by this time. As
political pressure mounted, the last temple fairs were held in 1958,
not to revive until after 1978.

Also in 1958, aged only 11, the younger brother Yinshan briefly
entered the state-funded county opera troupe. He had picked up a
bit of the drumming of the local opera Jinju, and a teacher from
the troupe now invited him to join, having heard him playing
drum with the family gujiang band. But Yinshan missed home and
he too returned after only four months. So far in his father’s band
he was mainly playing the sheng mouth-organ for the subsidiary
repertory of ‘small pieces’ (xiaogqu). In the Great Leap Forward the
band played for mass meetings to ‘report joy' (baoxi), as
compulsorily inflated production achievements were announced;
once when they were summoned to the county-town to play ‘small
pieces’, Hua Fa insisted young Yinshan come along too.

By now food shortages were desperate, but Hua Fa was
demanding; even when Yinshan was too hungry to play in the
band, his father would beat him if he didn’t. In 1959, along with
many members of the 1st August opera troupe, Jinshan went off to
a railway arts-work troupe (tielu wengongtuan) in Datong, playing
sanxian banjo and huhu fiddle to accompany opera — then still in
traditional style, not the modern items which were being
performed by some state troupes around this time. In 1961, aged
21, Jinshan married a girl from Mojiabu village nearby. A band of
gujiang - led by a disciple of his father Hua Fa, and also including
a long-term colleague, blindman Duan Guanming — was invited to
perform, receiving as payment two slabs of the nutritious yougao
deep-fried cake served at ceremonies.

In 1959 still more Yanggao inhabitants fled to Xinghe over the
mountains in Inner Mongolia, and ‘beyond the eastern pass’
(dongkouwai) to Zhangjiakou. There are still many yinyang from
Yanggao in Xinghe. Daoists were under pressure; their ritual
business was dwindling. Li Qing (1926-99) was the ecighth
generation of yinyang Daoists in his family. His father had been
shot dead by mistake in 1947 during the civil war, aged only 32. Li
Qing was one of six children; three of the boys became yinyang. Li












Erhur first spent some time learning with a gujiang called Siban
(surname Zhang) in Jinzhuang village — for whom the outstanding
yinyang Liu Zhong also played occasionally when ritual business
was sparse around the Cultural Revolution. But after hearing Yu
Fucai’s band doing a funeral in town, Erhur asked his parents if he
could switch over to Yu as ‘disciple transferring to another
household’ (guomen tudi). By this time Yu Fucai was the ‘main
beam’ of the Yu family band in Xiejiatun village. His fees to take a
disciple were 100 yuan a year. Erhur lived at Yu's house around 20
days a month - the learning process naturally involves taking on
the whole gujiang lifestyle. Masters had no way of teaching, pupils
just picked it up as they went along; Erhur could only hear his
master playing when they performed for ceremonials. He learnt
along with his master’s oldest son; they got along well at first, but
then when Erhur learnt faster, the son was always getting
criticized, so their relationship deteriorated. Every morning the son
was reluctant to get out of bed and go with Erhur into the fields to
practice; while Erhur practised, the son would go and look for
firewood to make a fire to keep warm.

Yu Fucai's gujiang father was a hard case, always conning,
robbing, and beating people up. He spent some time in prison and
eventually, in the 1940s, got his head smashed in with a hammer.
Before liberation gujiang were commonly given opium to smoke
by the host family to help them play better. But Erhur knew that
addiction was a danger - he had heard of gujiang who had to sell
their roof-beams or demolish their outhouse in order to get a fix.
Yu Fucai himself had been locked up in an opium-prevention cell
for a year soon after Liberation, still only in his teens, and by the
time Erhur was studying with him opium was hard to come by.

As we saw, as collectivization began to be implemented from
1954, many craftsmen took refuge further north. Two of Yu Fucai’s
uncles fled to Shangdu in Inner Mongolia, and there are still many
Yanggao craftsmen in Hohhot and Baotou.

Yu Fucai had eight children, a heavy responsibility. Erhur had to
ask him to recite the gongche solfeggio in the evenings after he got
back from the fields. In the mornings after he had practised, he
would do chores for his master like milling, fetching water, and



ploughing. There were so many mouths to feed that all the flour
you milled in a morning was only enough for one meal. In 2003 Yu
Fucai’s sons Quan (58), Chi (43), and Lu (40), as well as a nephew,
Yu Haibing (36), were still active as gujiang in Xiejiatun.

If the Hua family is not all sweetness and light, gujiang relations
in Xiejiatun sound still more fraught. Several gujiang from
Xiejiatun have apprenticed themselves to the Hua family: one
Erxianr (surname Xie) from Xiejiatun got into a feud with the Yu
family, so he went over to Hua Fa as ‘disciple transferring to
another household’, making a point of antagonizing the Yu family.
Another blindman, Duan Guanming (b. ¢1927, known as Liuzhi
‘Six fingers’ as he has an extra finger on one hand), also came
from Xiejiatun, but has long got on better with Hua Yinshan than
with the Yu family - we found him playing in Hua Yinshan’s band
in 1991 (photos: CD notes pp. 12, 16). In 2003 we found another
young gujiang disciple, Xiaohai ("Xiuhei’), who preferred to learn
with Hua Yinshan than with Yu Quan in his home village.

Hua Jinshan told me a famous story that shows how tough local
loyalties can be. In 1953 two gujiang bands were hired for a big
funeral in Zhuanlou village: the Yu band from nearby Xiejiatun,
and the fine band of Shi Ming (see below) from Wangguantun,
further southwest. The bands got into competition, and however
brilliantly Shi Ming played, the Zhuanlou villagers sided with the
local band. In the end they threw stones at Shi Ming’s band. After
the burial procession, Shi Ming packed up his instruments, knelt
down outside the village, and swore, T'm never going to play in
this village again!’

Erhur came back to the county-town when he was 18 (¢1963) to
set up his own band, taking disciples. Again, Hua Yinshan didn’t
mention this, but in his teens he sometimes played for Erhur’s
band these next couple of years; he only played sheng at first, but
was beginning to get the hang of the shawm too. There was also a
great player in Erhur’s band called Little Jinxi, from Qingshunbu.
For the operatic pieces played in the afternoon of funerals, he used
to play two kougin whistles at once, making a big sound that drew
the crowds. He died on the eve of the Cultural Revolution aged
only 41, coughing up blood in the middle of playing - an






before collectivization around 1954, and again briefly during the
lull in campaigns from around 1961 to 1964. Yin San claimed
rosily, ‘Before the Cultural Revolution business was even better
than today, around 20 days a month - there weren’t so many
gujiang then, so there was more work to go round.” But he only
took part in the life from the early 1960s.

Conversely, Liuru, who was trying to make a living through the
1950s, said times were tough. Erhur pointed out that there was less
business under Maoism than either before Liberation or since the
1980s reforms, because people had less money; one death provided
no more than three days’ work in all, whereas now it may provide
up to ten days’ work (see §8.1). He reckoned that in the 1950s,
bands might go out on business seven or eight times a month, or
‘every three days or so’.

They agreed that despite all the famine deaths around 1960,
there wasn’t so much business then — if people had any money at
all, they’d buy something to eat, not invite gujiang. Liuru recalled
that for funerals during the famine years, people could only put
out a couple of mantou steamed buns on the altar table before the
coffin; whenever there was a death, work-teams turned up to stop
gujiang playing and stop the family burning paper spirit-money,
on pain of a fine. Indeed, in Yanggao the famine continued until at
least 1965, and people were hungry right into the late 1970s. Still, T
think we have to assume a slight and temporary improvement in
people’s lives in the early 1960s when Erhur and Yin San set up in
business.

Apart from the county-town and Yangjiabu and Xiejiatun
villages, Guanjiabu just northeast was another gujiang base. The
senior gujiang Shi Youtang (d. ¢1998) had a blind disciple called
Shi Zhengfu, a distant relative of his (though their surnames were
different Shi characters); he was known as Errenr “Two people’!
Both led bands into the 1980s. Another blindman from Guanjiabu,
called Yinhur (surname Li), became a disciple of Hua Fa. At a 2001
funeral 1 found a gujiang from Guanjiabu working with Hua
Yinshan: Erhousheng, originally a disciple of Errenr, who had left
Errenr and gone over to Hua Yinshan’s uncle Hua Yi as ‘disciple
transferring to another household’, and later set up his own band












One yuehu recalled,

By 1958 grain wasn’t worth any money. We could earn 2 dan of grain
for a ceremony, but we had to hand over a whole day’s work-points to
the brigade [the village administrative committee], worth over 10 yuan.
If we couldn’t afford that, we would do business on the quiet. Later on
the brigade chief confiscated my equipment, and forced me to go back to
my old home for two years. Later still, Wu Guangtang, deputy
provincial mayor, sent someone to call me back, telling me not to play
shawm music any more, but to do something else. I said, I can’t do
anything else! The brigade wanted me to hand over 7 yuan in exchange
for a day’s work-points, but I could only earn 4 or 5 yuan a day, so 1
couldn’t pay enough — that’s why they didn’t give my family any grain
rations.

Another yuehu commented,

The brigade sent someone to follow us yuehu around on ceremonials. He
would tot up the bill with the host family at the end of the ceremony;
the fee would go to the brigade, and each of the yuehu was given one
work-point, the host giving a pouch of tobacco and two meals.

Yet another:

The brigade chief fixed a contract with me: I was to hand over 900 yuan
a year, then I could go out on business any time [ wanted. [ only handed
over two or three hundred yuan, and the brigade didn’t give my family
any grain rations.

In Changzi county, as the ceremonial income of the yuehu fell
to around 200 yuan per annum, they were increasingly tied to the
collectively-farmed land, a shift which was both painful and
forced. Many families declined in size; apart from traditional
reasons for their lack of lineage prosperity, such as consumption of
opium and alcohol, their dwindling income was a more important
factor.

Again, such material is piecemeal, but it points out the kind of
direction we need to pursue if we are to understand the real
fortunes of folk musicians under Communism. While many
musicians had to give up, others managed to do business, either
openly or on the quiet.






Yinshan married when 22 (c1968), to a girl from Wangzhuang
village just south, whose father was a yinyang Daoist (also, of
course, now out of work); it was ‘free love’. The wedding was very
simple. People were still starving, and ate anything they could get
their hands on. The couple finally got their wedding certificate in
the 8th moon of 1969, as Yinshan entered the local ‘Prepare-for-
war troupe’ (Zhanbei tuan), a militia propaganda team — at last
they were entitled to food rations and could just about get enough
to eat. While the team built a new reservoir, the troupe rehearsed
programmes. But after a few months Yinshan came home to till
the communal fields, also serving as village militia lieutenant. By
1976, when Mao died and the days of the commune system were
numbered, he was again playing for the commune arts-
propaganda team.

The picture from other gujiang is more complex. Amazingly,
some gujiang in the county-town were able to continue going out
to the countryside to perform the traditional funeral music until it
was forbidden in the summer of 1970.

Blind gujiang Erhur kept playing in the Four Cleanups, but he
recalls an incident in the hot summer of 1966. Doing a funeral at
Yangjiabu, there was no problem - though the village’s own
gujiang had already been forbidden to play, people could still
invite the blindman’s band. But as Erhur returned to town, his
senses sharpened by his blindness, he felt something was wrong.
There were people everywhere crowding round big-character
posters pasted on the walls, and Erhur sensed a feeling of danger.
When he got home he learnt that the Red Guards had come,
confiscated some of their instruments, and ordered them not to
play.

Erhur didn’t take this lying down: he went off to find a Red
Guard from his production-team for an explanation. Erhur
reasoned that they couldn’t confiscate their instruments as long as
they were still available for sale in the shops, and anyway they
had been ‘handed down from ancient times’ - still apparently a
forceful argument. The Red Guard meekly returned his
instruments.

Erhur reckons he was only inactive for just over two years. ‘But



actually we could always play in remote mountain villages like
Shitun in Changcheng commune - you could do four or five jobs a
month there, no-one interfered. You just left home early in the
morning and came home late at night so no-one would notice,
carrying your little bag of instruments.’

Blind Yin San concurred that he and other town gujiang had no
problem in the Four Cleanups, playing right until 1970, including
the old pieces — "You couldn’t play “Socialism is good” for
funerals!’, he chortled. But even he had to stop from 1970, because
the authorities didn’t allow them to play. Before that you could go
and do business anywhere, but afterwards you couldn’t even go to
the more remote villages. From 1970 to 1978 he got by doing petty
trade, making doufu, and running a snack stall selling melon seeds
and zongzi rice cakes, earning about 1 yuan a day. Meanwhile two
of the brightest gujiang, Yu fucai and Little Jinxi, had died long
before their time.

In Wangguantun township west of the county-town, Shi Ming
was forced into silence for another period. Further south, Li
Zhonghe’s band kept playing through the Four Cleanups. He had
to stop briefly in 1966 and 1967, some commune cadres controlled
ritual activity, others didn’t. We saw how Erhur dared take issue
with a Red Guard, perhaps encouraged by his status as a
blindman; Li Zhonghe’s son Li Bin also confronted a cadre, by dint
of his cultural confidence, having been doing well in the village
school. Both sought to bring Mao quotes to bear on the argument,
but Li Bin was adept, asking the cadre polemically, ‘OK, go on
then, where in the Little Red Book does it say that gujiang are ox-
demons and snake spirits?!” Li Bin kept on doing ceremonial
business right until 1968, staying busy by taking refuge in remote
mountain villages like Sujiayao, Renjiayao, and Gaojiayao, on the
border of Yanggao and Tianzhen counties.

Until this period, gujiang still often learnt to recite the repertory
in gongche solfeggio, although no scores have come to light. When
li Bin was at primary school under the commune system, his
teacher, a graduate of Teachers’ Training College, taught him the
rudiments of the modern Chinese system of cipher notation; in the
Four Cleanups, he was able to continue studying it with students






The overthrow of the Gang of Four in 1976, and the gradual
dismantling of the draconian commune system, once again
transformed people’s lives. In the town, Yin San recalls clearly
being the first to start playing again, at New Year 1978. He didn’t
exactly reckon his blindness gave him any exemption: You
couldn’t say the county authorities looked after me (zhaogu), but
at least they didn’t control me (guan).” A yinyang in East Great
Street called Grandfather Yang ( daye) had mentioned wanting to
have gujiang play for his funeral, so when he died and his family
came to ask Yin San il he dared play, he was very keen. It was the
22nd of the 1st moon 1978. Yin San hasn’t made doufu since 1980,
concentrating on working as a gujiang.

Older blind gujiang Liuru soon started performing again,
sometimes working with Yin San. Blindman Erhur started playing
again too. He married in about 1977, aged 32. His bride was
introduced by her brother, who had long been a close friend of
Erhur; her father was a cook, often meeting Erhur at weddings and
funerals, and was happy at the match.

As we saw, Hua Yinshan had played percussion for the
traditional repertory from young, and on the eve of the Cultural
Revolution was about to master it on shawm, but then for over a
decade he could only play short ‘revolutionary’ pieces on small
suona and sheng. So he considers that he only started formally as
gujiang in 1978, relearning the old melodies on large shawm from
his father Hua Fa. Hua Fa, now in his 60s, became active as a
gujiang again, and used to assess Yinshan’s playing keenly.
Yinshan recalled, ‘Just as well I still had my father — from 1977 he
taught me the eight great suites with dedication. I'm the youngest
of the three brothers, the only one who learnt shawm — my father
put all his hopes in me, hoping the suites wouldn’t ‘go black’
(heile: be lost) in our generation.” He was being disingenuous here,
as it turned out that he had played with other bands before the
Cultural Revolution, and could indeed have continued refreshing
his memory by playing with other bands afterwards; but he
doubtless meant that the family environment enabled him to
consolidate his playing.

Their first work was a funeral in Yangjiabu in 1978. Hua Fa had



no problem, but Yinshan had to latch onto his dad’s fingerings for
the complex melody of Shuilongyin. Yinshan’s older brother
Jinshan also settled on drum, becoming an utterly dependable
anchor of the rhythm section; he still likes to take his hand to any
of the melodic instruments for “small pieces’, a great enthusiast for
all types of music. But, as in many gujiang families, the respective
choice of shawm and drum was to condemn the two to an unequal
and uneasy relationship thereafter: the leading shawm player, as
band boss, takes a much higher share of the band’s fees. Though
Yinshan’s house, where our sessions have been held, is by no
means affluent, it was a shock when we finally got to visit
Jinshan’s poor house, and this immediately explained his troubled
soul.

Also beginning to learn on the restoration in 1978 were the next
generation, Hhua Yun (Chengxianr, b. 1963) and Hua Pu (Xianhai,
pronounced Xiehei, b. 1964), both the oldest of three children. Hua
Pu is son of drum master Hua Jinshan; Hua Yun is son of the
middle brother Yushan (d. 1996, aged 54; also a shawm player). As
usual, Hua Yun and Hua Pu began by following the band round
and playing percussion for funerals - though they now attended
primary school a bit more often than Jinshan and Yinshan had in
the desperate 1950s. By about 1982 they were playing shawm, first
learning the processional ‘small pieces’, eventually taking up the
suites. Both make fine second shawm players (on the Pan CD Hua
Yun is heard in the 2001 pieces, Hua Pu on the 1991 sessions, as

well as on * C).

Hua Pu recalls with nostalgia hearing his grandfather Hua Fa on
the top part, Hua Yinshan on the lower part: ‘it was just so
comfortable to listen to’. But family relations don’t always run
smooth. By 1982 Hua Jinshan preferred to play drum for other
bands, working with six or seven bands over the next few years -
mainly with blindman Yin San, also with blindman Erhur, even
with the hated Xiejiatun band - "Sure, relations weren’t great, but
at that time they weren’t as bad as with Sanban [Yinshan]!” Hua
Fa, now taking a back seat to his son Yinshan, scolded Jinshan for
going off with other bands, but to no avail.

Hua Yinshan’s main drummer in this period was Hua Yun's



father Yushan; Yinshan’s uncle Hua Yi was still active. A
Yangjiabu villager called Zhu Jun was also playing in the band,
but he was not an outstanding musician. Yinshan wanted Jinshan
to come back for a recording in 1989, but Yin San was reluctant to
let Jinshan go.

Hua Jinshan recalls fierce competition in those days. Once
around 1984, the Hua band was competing with the Xiejiatun band
at a funeral in Zhuanlou; they had to play four or five hours for
the Report to the Temple ritual. Hua Jinshan was so busy, and
having to put so much energy into his drumming, that he was
having to replace his drum skin every seven or eight months.

A precious recording was made by local cultural officials in
September 1985. It came to light along with the 1989 recordings for
the Anthology (see §5.1 below), which we discovered in 2003. It
features Hua Yinshan on the top part, his uncle Hua Yi on the
lower part, Hua Jinshan on drum, Hua Yun’s father Hua Yushan
on cymbals, and Hua Fa himself on gong. The erstwhile tough
brothers cry to hear such a fine recording featuring their dead
forebears.

They recall the recording conditions. After attempting to record
in Hua Yinshan’s house, too many people crowded in; they tried to
record outside, but it was windy. In the evening they tried
recording in the village schoolroom but too many people rushed
in, so before dawn next day they went to the village brigade
storehouse, locking out any other curious villagers.

Hua Fa died in 1987. For his funeral the fine gujiang Shi Ming
played, a Hua family friend. Around 1990 the Hua band performed
for the biggest funeral they recall in modern times, a three-day
event for the mother-in-law of a mine boss in Xinghe county just
across the mountains in Inner Mongolia. The Hua band, plus
another local gujiang band, and a local band of yinvang were
booked. On the first evening the Report to the Temple (itself a
ritual rarely performed since the early 1960s) lasted five hours, and
the next evening it took over seven hours. The shawm bands had
to play throughout; the host managed to find some opium to help
Hua Yinshan play through the night — after the seven-hour
marathon, they rested for a few minutes and then had to go















the band. She then joined the county opera troupe, where she met
her future husband. A lot of people knew about her sheng playing
— she gets all nostalgic thinking about it — but after she married
and had children, her husband wouldn’t let her play, thinking that
after marriage women should stay home and not be seen in public.
Cuifang obviously loves making music, and is terribly sad to have
had to give up; she is disturbed to hear my female colleagues from
Beijing telling her of successful female musicians there.

But she can’t just ask her father to let her come back to the
band: ‘it’s so complicated once you have a family’. Now she claims
it’s ‘not good’ going out on business with the band; she declines to
say why not. When she did go out on business with the band in
her teens, gender segregation demanded that she sleep in a
separate room. Hua Jinshan's grand-daughter Xiaojiao (b. ¢1991)
also tried learning briefly, but it looks dubious if the new
generation will see any significant change.

At the Xujiayuan temple fair in 2003 enterprising female Beijing
student Wu Fan finds it hard to break the ice with the macho Hua
band. Having done so by teaching teenage gujiang Bobo to play a
Richard Clayderman piece on electronic keyboard (a brilliantly
non-PC introduction), she asks him to teach her the drum-kit
while he leads a pop medley on small suona. He enjoys this, as he
attracts more of an audience — even if they’re watching her, not
listening to him! But Eryuanqing, a young disciple of Hua Yinshan,
reckons it’s bad to have a woman in the band, as people may come
and ‘stir up trouble’ (gihong, naochangzi). But a woman in the
band - ‘even if they’re hopeless’ - gets the audience going,
whereas the men have to be able to play! The other young disciples
agree, adding that no-one would let their sons marry a female
gujiang, as it’s shameful (diuren) — after all, it’s hard enough for
male gujiang to find wives.

Women very rarely become yinyang either. One yinyang in
Xiejiazhuang has recently taught his twin daughters to play ‘small
pieces’ on sheng-guan, but the band is not in much demand.
Female opera singers were also thought to offend the gods, females
being ‘impure’ - they only started performing after the 1937
Japanese invasion.












decline when the Hua band came to the UK in 2005 (see below).
Hua Pu and Hua Yun, both magnificent musicians who learnt the
suites since the early 1980s by playing them daily in rituals, have
only played Da Yanluo and Baiheyan a couple of times these last
few years, and Shuilongyin is even more rare now, certainly the
version in bendiao scale. I had programmed the latter for their
concerts, but when the band tried playing it they got lost each
time. Hua Pu voiced their sadness: “We played it all the time, every
day, around 1991." They soon retrieved it, and played all the suites
magnificently, but it shows how fragile the repertory is; some of
these pieces have already been virtually silent for longer than they
were through the Cultural Revolution.

Since Hua Yun and Hua Pu went off to do business on their
own, Hua Yinshan has lacked a regular family member to play
second shawm to him. He had seven or eight disciples in 2003, a
pool of players learning the ropes on the job by playing percussion,
setting up the equipment, and trying out their hand on sheng, sax,
and electronic keyboard. Sometimes he has recourse to his son
Wugar, a less than ideal second shawm player who is busy playing
trumpet for pop music, but his disciples are more reliable, playing
large shawm for the traditional repertory as well as pop.

Still, Hua Yinshan’s own grandson is promising, though his path
looks like combining traditional upbringing and upward mobility.
Yinshan’s oldest daughter lives in Datong city, and her son, Bobo
(Li Bo, b. 1987), is brilliant, thoughtful, and trendy. He and his
equally gifted little sister are rare in Yanggao in being able to
speak standard Chinese, sometimes acting as translators for me
and my Beijing colleagues. After leaving junior secondary when 15
sui, Bobo was helped by a Yanggao contact to attend a school of
arts (yixiao) in Shijiazhuang, capital of Hebei province just east,
where he learnt shanxi opera Finju. After one year there he
transferred to a school of arts in his home city of Datong,
graduating in 2005 after two and a half years there.

For now Bobo has had to return to Yangjiabu to work with his
grandfather’s band, though we would all like him to escape from
the life and find a comfortable job with urban registration. He
mainly plays percussion and pop pieces on small suona (+ B7:















The trip to Washington DC eventually came to fruition in June-
July 2002. Five musicians of the Hua band were accompanied by
the affable i Hengrui, deputy head of the Datong Bureau of
Culture, who had done much work over the previous months to
complete the paperwork for the trip. This was far too earthy a style
for Chinese officials themselves ever to promote, but thankfully
the Shanxi authorities accepted my recommendation, and did not
attempt to modify the Hua band’s music. The Bureau of Culture’s
main contribution was what looked like a set of gaudy yellow
pyjamas for the band to wear on stage, and black hats for the two
senior brothers. The musicians had no scruples about this, and my
own reservations were soon forgotten, as I came to feel it was
quite distinctive — particularly when we dedicated a piece to
Ronaldo and the Brazilian football team the day they won the
World Cup, kitted out in the same colour.

By the way, costume for such bands for their rare appearances
on the concert stage is a difficult area: I now tend to think that
they should wear smart Western suits, since these are quite
common in Yanggao. Too artificial a peasant outfit will merely
look silly (no-one except me wears traditional cotton jackets any
more), though it may pander to foreign audiences’ expectations.

The band gave two 45-minute programmes daily for ten days.
They were happy to trust my judgement about the daily
programme, always based on the classic suites, with an interlude
of more popular pieces leading into some ‘fooling around’ (see
§13.4 below). We sought to ring the changes and elicit some of the
less common repertory while stressing the most powerful pieces:
the majestic Jiangjun ling, the plaintive meihuadiao version of
Shuilongyin, and either Baiheyan or Da Yanluo, proving the
audience’s ability to remain spellbound by the irresistible build-up
of the long suites, and refuting the official Chinese myth of feeding
audiences a diet of short catchy little melodies. The only sign of
adaptation I could detect in their playing style was Hua Yinshan’s
somewhat more frequent raising of his bell for high notes, but this
never became excessive. They were delighted by the audiences’
enthusiasm - for their daily business back home their music is not
greeted by applause — and put more into their playing every day. I



was thrilled, and relieved.

This was the Hua band’s first trip outside China, indeed outside
their immediate vicinity. The hotel was great, they got used to the
food, and though it was incredibly hot we all had a wonderful
time. | hope they don’t think this is typical of life abroad. At the
hotel we were with 300 other musicians from different parts of the
Silk Road, and they were curious and happy to meet new people -
particularly the amazing Rajasthanis. Whacky Hua Jinshan got his
day on drum-kit at the end of the festival when they did a set in a
jam session, having been invited to sit in on a piece with Kazakh
folk-rock band Roksonaki, which they did with no problem.

Cadre Li Hengrui gave a refreshing perspective on this
prestigious festival — held in tents on the vast National Mall, with
day-to-day organization pleasantly chaotic — finding it to resemble
a Shanxi temple fair! Even if this is a disparagingly humorous
comment, at least the musicians feel at home: it is hot, dusty, and
sweaty, as they lug their instruments round.

As my contribution to globalization and the world music bazaar,
in 2001 I had given young trumpet-player Wugar a compilation
tape of world brass and jazz (including Miles, Bird, and Papasov)
which I had recently, no less cavalierly, given to a few shawm
bands in Shaanbei further west. He didn’t seem very excited about
it, but in DC he loved the blues in a bar where I took him and
Tiantian, and went home with more jazz CDS.

As a disciple, Tiantian realized he probably had no right to
claim his $500 fee which was handed out to all the five gujiang
who performed in the USA. So he didn’t dare buy any souvenirs at
all in the USA, or even in Beijing on the way home - when they
got home he just bought a few cheap items of stationery in
Yanggao county-town for his younger sister. He handed his whole
fee over to his master, who repaid the compliment by giving him
1,000 yuan (¢ $120), which Tiantian then handed over to his
parents. None of the gujiang spent a single cent of their fee in the
USA.

The trip was the most memorable event in their lifetime; they
talk about it constantly, and their photos are worn from use. They
claim the USA visit has enhanced their reputation so that they are






Maoist administration. After the kitsch of the yellow pyjamas in
DC, I had thoughtfully asked Li Hengrui to provide them with
Western suits, without a tie, a most successful concert outfit.

After a splendid session in the village pub and wonderful
hospitality, the next day we returned to London to do a concert in
LSO St Luke’s, when they played their hearts out. Hua Yinshan
had been seriously car-sick, and had barely eaten for two days.
Before the gig, when I advised him not to blow too hard, he
exclaimed ‘T've been to USA, I've been to the UK, I don’t care if I
die now!’, and indeed he was evidently trying to breathe his last
by playing the shawm. In the interval I reminded him that ‘it’s
only music’, and he relaxed a bit, but it was a magnificent gig. The
following day they played on parade in the Cowley Road Carnival
in Oxford, a familiar kind of context.

The main gain for us all is that they transpire to be dedicated
musicians, not mere mercenaries: they really care about their
music. Even tough cookie Hua Jinshan exclaims, T've heard these
pieces all my life, I can never tire of them [bufan]!” They burst into
tears on hearing the 1985 recording. Now that the suites are
endangered by the invasion of pop, we often discuss remedies.
Over beer and fags in the hotel bar, they listen politely to my ideas
about the transmission of the suites, though I fear these ideas are
more idealistic than practical.

“You can’t rely on the occasional trip abroad to play the suites
for foreigners, nor on the occasional tourist gig at the Yungang
Buddhist grottoes or in Beijing - this problem can only be resolved
in the Yanggao countryside. OK, Yanggao peasants don’t want the
suites now, but you guys have to take a lead! I'm not saying you
shouldn’t play pop, just that you can’t play it all bloody day long!
Sure, in the afternoon you can play pop, opera, tricks, all that, but
first you must play Shuilongyin in meihuadiao scale! And some of
the suites in the morning too!”

I go on (and on): ‘OK, even if you can’t play the suites much
these days when you’re doing ceremonial business, then you must
get together as a family [what?!] for fun [what?!] once or twice a
year, just to play through the whole repertory, just to keep the
suites alive in your hearts and fingers. And lastly, you must teach

































5th, and 7th days. Traditionally, they may also play at intervals
through the second and third seven-day periods after the death,
and at the grave for the 100th day and the first and third
anniversaries, but today rarely do so — the Hua band now plays
about one third-anniversary ceremony a year. still, one death may
provide several days’ employment for the gujiang apart from the
two days of the main public ceremonies.

Before the 1950s the full ritual sequence was observed more
often in the county-town, where more affluent families were to be
found; village ritual tended to be simpler. Since the 1980s reforms,
modern thinking tends to make town funerals more condensed,
whereas in the surrounding countryside tradition is more
persistent, and rather more money is available.

Apart from the gujiang, the other main performance at funerals
is that of the yinyang lay Daoists. While one yinyang is closely
involved right from the death, selecting an auspicious site and
timing (‘selecting the days’ kan rizi) for the burial, the full
yinyang band usually only performs rituals on the day before and
the day of the burial. They perform vocal hymns ( zantan),
accompanied sometimes by ritual percussion, sometimes by sheng-
guan wind ensemble; suites for the wind ensemble are also
performed separately - all in prescribed sequences.

Firecrackers are let off deafeningly at liminal moments, an
indispensable part of the festive soundscape. Women (less often
men) perform funeral wailing while leaning on the side of the
coffin as paper is burnt ( ~A1); their wails have a descending
cadence, but are not very melodic. In recent years a pop band with
singers often also performs pop songs ( + A5); apart from national
hits as heard on TV, they may sing pop arrangements of the local
Errentai dramatic music. A small-scale traditional opera troupe
performing Errentai may also be hired for the evening before the
burial.

In addition, a group of itinerant beggars (maichangde, “sellers of
singing’) may arrive to sing short auspicious songs, called ‘wailing
for the soul” (kuling). I saw such groups at funerals in 2001 ( « A1).
one group was part of a larger band of nine peasants from Inner
Mongolia just north, who have spent most of their time in
























The opera troupe is in full swing today. After supper, as the
opera troupe performs again, the resident Buddhist priests perform
an impressive ‘Releasing Flaming Mouth’ (Fang Yankou) salvation
ritual inside the main temple, lasting around five hours, the chief
celebrant performing all the complex Tantric mudras and
incantations while scattering food for the hungry ghosts ( *B5).

On the third day, the ‘main day’, at 4.30am, before daybreak,
the gujiang perform ‘rising at the fifth watch’ (gi wujing) as a kind
of alarm call for the gods. They begin as usual with Shang giaolou,
this time with a lengthy percussion introduction called da paigu,
leading into fiangjun ling. Meanwhile four singers from the opera
troupe in costume, accompanied by one shawm player from the
troupe, sing a ritual song in the main hall for the gods.

Then, exceptionally, the gujiang play the meihuadiao version of
Shuilongyin — because they know I like it! It is so early that I am
still the sole willing mortal audience. The gujiang rest a few
minutes between pieces, smoking and chatting. Then they play the
suite Da Yanluo. At 6am, before breakfast, they ‘pack up the drum’
(shougu) with the short piece Da Bamen. My presence is irrelevant
to the use of traditional pieces: they realize that this alarm call is
for the gods, not for mortals, and have to play the traditional
repertory.

Still before breakfast, another group of pilgrims asks Hua
Yinshan to accompany them on another xian'gong offering
procession; he asks me to play sheng with the band, processing
from the opera stage up the main steps to the main hall. Though
the piece is a simple pop tune repeated again and again, my ears
and fingers can’t follow it, and T feel useless. The pilgrims donate
500 yuan to the temple, and 150 to the gujiang for their brief
contribution.

As if my self-disgust at letting my gujiang master down isn’t
enough, I have cut my arm rather seriously after falling headlong
into a deep ditch on the previous evening, ['ve had even less sleep
than usual (not just from the pain and the late finish of the opera
troupe, but with huge moths and bits of ceiling constantly falling
on our heads as we lie on the kang brick-bed in one of the newly-



built side-rooms off the busy courtyard), the gujiang are at each
other’s throats arguing about money, and with the rain the tracks
are muddy and slippery. I won’t go into the state of the public
latrines, and indeed it was largely because I didn’t want to go into
them that I had sought a more private spot outside the temple
grounds the night before and fell into a ditch in pitch darkness.
But maybe you don’t need to know all this ...

Anyway, after breakfast, at 8am the gujiang play a pop set on
their truck. Meanwhile a separate pop band from the county opera
troupe, with one male and one female singer (Wugar's wife;
Wugar is playing trumpet in this band) perform pop in the main
arena before the opera stage ( + B7: "Embrace tomorrow’ [ Yonghbao
mingtian]). This is sponsored by a local baijiu liquor company, a
glitzy affair. Light aircraft fly over with streamers advertising the
baijiu, and a man swings from a trapeze below an air-balloon. By
now the crowd is dense.

At 8.30am the Buddhist priests begin a fixiang puFo ritual in the
main temple. At 9am the opera troupe begins a new performance.
We leave at 10am to catch the temple fair at Gushan village
nearby. The gujiang are still performing the rest of the day, and
will play again next morning, returning home at midday.

Rising at the fifth watch

‘Rising at the fifth watch’® makes a nice example of the
impoverishment of tradition. For temple fairs it should be
performed for the second of three days, or the third of four days
(as in fairs like Xujiayuan), or the first of two days (as in
Zhenmenbu). They used to do it for funerals too. According to the
Hua brothers, the traditional sequence, beginning around 3.30am,
and alternating as ever with visits of the yinyang, begins with a
short overture (known as da paigu) using only hao long trumpet,
gong, and drum, replacing the pieces Fiangjun ling and Shang
giaolou. Then the sequence is the same as their regular morning
seated programme: Shuilongyin in bendiao, Baiheyan in liuzidiao,
Da Yanluo in fanzidiao, Da Yanluo in meihuadiao, and Baiheyan
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Today the gujiang band plays the short processional pieces
Huadaozi (in bendiao and fanzidiao scales alternately) on the
outward procession and Yijuban on the return procession. The
older generation of gujiang chose from a wider range of pieces
such as Shifan (in fanzidiao scale) — Li Bin’s stepfather also played
pieces such as Qiansheng Fo, now little known.

As the procession nears the well, the gujiang stop at the foot of
the slope which leads to the well, while the yinyang climb the
slope and then stop too; the pennants are stuck in the ground. The
elder, with helpers, goes to the well, where they set the tray down
on the ground, light three sticks of incense and place them on the
tray, burn the yellow paper petition in front of the tray, break the
biscuit and disperse it, kowtow, and then fill the vase with water
from the well. Usually they only fill the vase a third full, so as to
attract a reasonable amount of rain, not a flood, but since 2000
there has been a serious drought, so today they fill it to the brim -
something of a metaphor for modern Chinese history?

As the elder returns from the well, he sets the tray down before
the yinyang, who, standing facing each other, with one chief
reciter facing the tray, perform the hymns Taishang song and Wu
gongyang, each with several verses, accompanied by the sheng-
guan instruments, with the incantation Jingzhi zhou (accompanied
only by the ritual percussion) in the middle.

As the procession returns towards the temple the gujiang and
yinyang again play instrumental pieces alternately. On arrival, the
vase is placed between the large and small statues of Hulaoye,
where it stays until the next rainfall, when it can be poured away.
The gujiang disband while the yinyang stand in double file at the
entrance to the temple, performing another sequence of hymns,
some with sheng-guan accompaniment, in praise of water and the






























more melody-based Baiheyan and Da Yanluo, but they are quite
distinct. The ostinato sections of the two pieces are different: they
are not interchangeable.

The opening section of Jiangjun ling is melodically distinct from
that of the other suites. In a fast 4/4, it contains one short repeat
early on and then a longer repeat; the melody is neither so easily
divisible into phrases as the opening of Shang giaolou, nor as
organic as Shuilongyin or the sections of Da Yanluo and Baiheyan.
Though it may sound at first like short motifs being thrown
around, this is not like the ostinato style. One might adopt the
military metaphor and hear it as a succession of fanfares, based on
a dazzling sequence of rhythmic variations on the progression
from mito re.

A separate piece called Baitang (‘for worshipping in the family
hall’) Fiangjun ling is sectional, divided by percussion interludes.
Until the 1960s it was played to fetch the bride (jie xifur) - recently
the Hua band sometimes plays it on funeral processions. It begins
with two short melodies in bendiao scale, followed by one short
section of Fiangjun ling repeated several times; the later fast
movements, in fanzidiao, are from the final sequence of Da
Yanluo, to be played as the procession arrives back at the groom’s
house. This appears to be the only processional piece requiring the
gong, freeing the cymbals to play zany syncopations.

Shuilongyin

This piece is stylistically unique in the repertory, a long through-
composed melody, distinct both from the sectional Baiheyan and
Da Yanluo and from the ostinato-dominated Shang giaolou and
Fiangjun ling. It is not a ‘suite’ in the usual Chinese sense, but nor
is it a typical labelled melody: whereas the latter generally
maintain a fairly constant tempo, Shuilongyin accelerates
gradually through all the tempi of a suite.

Gujiang today can play Shuilongyin in bendiao and meihuadiao
scales (CD tracks 2 and 3). Surprisingly, the latter version — played









rarely heard after the very opening, and with phrases commonly
descending from G to E, A tends to sound like a fa rather than a do
— to me, but not to Chinese people? Sections 1 and 2 share melodic
material, but section 2 begins to confirm fanzidiao, as the note A
becomes more established. The fast part of section 1 revolves
around F#, the fast part of section 2 around B, the same notes as
their final cadences. Central sections of Baiheyan settle on A (a do
mode on A); the later sections are shared with Da Yanluo.

The Hua band sometimes inserts a piece called Haiging na e
("The vulture captures the swan’) into this suite. This ancient title
is common in northern wind music, and indeed in the elite pipa
and gin repertories. In Yanggao it is a fast piece in bendiao. In a
rare programmatic moment, the shawm imitates the anguished
noises of the swan as the vulture sinks its talons into it. However,
Erhur said it should be part of Xiao Yanluo, while Liuru said it
should be part of Zhong furong — neither of which is now played
(see below).

Da Yanluo

I am relieved to be able to announce that the title Yanluo (‘Geese
landing’; the common version of the title in vocal and instrumental
traditions since the Yuan dynasty is Yanrluo) relates to the ancient
Pingsha luoyan ‘Geese landing on the sandbank’, common in
meditative literate solo traditions like that of the gin zither; though
the contrast in mood seems extreme, the melody is far more
complex than gin versions, and probably just as ancient. The Da
(‘Great’) of the title distinguishes it from another suite called Xiao
(‘Lesser’) Yanluo (see below).

Da Yanluo is the only other suite clearly divided into sections
linked by percussion interludes - the full version has 14 melodies.
As the tempo quickens, the cumulative effect is exhilarating. The
Hua band usually plays this suite in fanzidiao scale. Section 2 is a
variant of section 1, with a fast interruption in the middle, both
cadencing on C#, perhaps mi; section 4 is a longer variant of
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