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Each process of dance
Makes me feel the heaven,
The ocean and the field.

It is like the nature and the universe
Which is endless and ceaseless.

舞蹈的每一个过程,
 让我感受到天空,
大海， 原野
 像自然，像万物
生生不息，永不停歇.






Words of a Chinese Dancer

Tao Dance Theatre Documentary
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Figure 1: The Temple of Confucius in Beijing, 26/07/2019 (Photo: Chistina Panera). 

Figure 2: Yuan Miaozong, The Pace of Yu from Secret Essentials on Assembling the Perfected of the Most High for the Relief of the State and Deliverance of the People, from the Daoist Canon of the Zhentong Reign. Ming dynasty, Zhengtong reign, 1444, woodblock-printed book (Photo: artnet.com).

Figure 3: Ceramic Figurine of a Female Dancer. Western Han period. 2nd century BCE (Photo: Metropolitan Museum).
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This dissertation seeks to investigate how dance literally and metaphorically can express the ideal meeting point of Confucian and Daoist thought. My argument is that in order to achieve harmony in one’s dance, one needs the discipline of Confucianism and when one has learned the ‘choreography’, one needs to unlearn it, to surrender one’s dance in the music, in order to feel it and emerge with the Dao. Both qualities must be embraced in order for a harmonious dance to exist. Daoism does not speak of a choreography but of a spontaneous dance, accepting the ways things are, following the ways of nature, embodying heaven and letting the individual to transcend to Heaven (Tian). I suggest that Daoism, unlike Confucian ritualism, shows a way that does not oppose Confucianism, but aims to fulfil the way of life advocated in Chinese thought as a whole. 

Therefore, I claim that the philosophers who represent these tendencies had ‘a religious experience’ of life through their ‘choreographical’ routine of existence. The ultimate way to picture such a transcendental reality is by using the example of dance, whether metaphorically or literally. On the one hand, various examples related to Virtuous Music (Yue) can be found that present the Confucian value of li (ritual), and on the other hand, the finest Daoist dance, the Pace of Yu, can show the philosophy of wu-wei.

The dancing body appears to embody the ultimate goal of Confucian and Daoist spiritual and transcendent development, namely, to become equal to Heaven, to model one’s behaviour and character on Heaven. Therefore, it becomes clear that we should put dance back into the centre of the Chinese philosophical experience from an interdisciplinary perspective.
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The aim of my dissertation is to elucidate the role of dance in ancient China as the ideal metaphor of a person’s lifestyle. Through dance, it was possible to express, experience and embody some of the main characteristics of Chinese philosophy, religion and lifestyle that in Western scholarship have traditionally been associated with Confucianism and Daoism. As we shall see, dance may be considered the ultimate metaphor that can help to express how ‘Masters of the Dance’ (v. infra) can live one’s life according to Confucian principles in a Daoist manner.

Before we start, I should note that due to limitations of space I cannot enter into an in-depth debate whether Confucianism and Daoism can be defined as philosophies or religions if indeed such a distinction can be made (Fung, 1931; Taylor, 1990). I have used the term ‘philosophy’ as I engage with both the Confucian and the Daoist thoughts, claiming that philosophers who represent these concepts had ‘a religious experience’ of life through their ‘choreographical’ routine of existence. As can be seen from my title, I have named their religious experience ‘Heaven’ (Tian), based on classical Chinese and modern scholarship, and I have embraced the term ‘embodiment’ from anthropology (see Csordas, 2009), as dance literally and metaphorically can help to embody the ideal meeting point of Confucian and Daoist thought. 

At this stage, it is also essential to mention the problematic nature of Western terms, such as ‘Confucianism’ and ‘Daoism’. In Western languages, ‘Confucianism’ is etymologically associated with ‘Confucius’. However, there is no equivalent concept neither in classical nor in modern Chinese. The closest term which may correspond to the Western concept of ‘Confucianism’ is the word ‘Ru’ which may be translated as ‘literatus’ or ‘scholar’ (Zufferey, 2014: 129). Confucius was indeed a Ru but ‘the Ru identity certainly predated Confucius’ (Zufferey, 2014: 129). On the other hand, the term of Daoism is said to have been a term given to Ruists who wanted to achieve immortality through specific practices, and, after the Han dynasty, were called Daoists (Creel, 1970: 11). The later called Daoism has as the second most important book after the Dao De Jing, the book of Zhuangzi. Zhuangzi was a Ru (as he was proudly wearing the robe of Ru) but he was opposed to Confucius. Therefore, Daoism is not a fully formed school before the Han dynasty. It later became a shorthand to refer to thinkers opposed to Ru. However, even within the Ru school there were disagreements, such the debate between Xunzi and Mencius about the nature of xin (see page 37). Consequently, we must be cautious regarding the integrity of terms, like ‘Daoism’ and ‘Confucianism’ (Kirkland, 2004). In the context of my dissertation, I have used the word ‘Confucianism’ as a convenient shorthand, referring to the teachings of Ru and indicate the scholars of ancient China, but also of Confucius himself, as a significant part of the history of Ru. Likewise, when I am referring to Daoism, I refer to the channel of thought that it was opposed to the Ru.

Aims and objectives

This dissertation aims for a better understanding of dance as a religious experience in ancient China, under the prism of Confucianism and Daoism. Through their religious experience of dance, people were able to enter and altered state of consciousness. It is essential to understand the nature of Confucianism and their view on music and dance, as well as the Daoist view as a way that does not oppose Confucian philosophy but aims to fulfil the Chinese ideals of ‘being’.

In the significant context of li (ritual), Confucian philosophers, commonly known as Ruists, were dancing and altering a high conscious state, the one of Heaven (Tian) (Eno, 1990). Xunzi (20.39 - 40) describes the ecstatic sense of dance as:

‘we exhaust the strength of muscles and bone, constraining ourselves to the converging rhythms of gong and drum without the slightest deviation-and gradually, the meaning becomes clear’ (Eno, 1990: 180). 

According to Xunzi’s viewpoints, the purpose of li (ritual) is to develop desires, while the purpose of Yue (music) serves to express emotions; together they are vital to Xunzi’s concept of moral education (Tang, 2016: 28). The moral philosophy of Xunzi could be a response to the contemporary belief of self-realisation and a concern for oneself (Tang, 2016: 2). ‘The dance of Ruism possessed self-fulfilled meaning; the meaning of Tian must be sought in the dance’ (Eno, 1990: 180). The Ruistic Heaven always prefigurated the awareness of the world as perceived by the master of ritual choreography, the exemplary of the sage. Ruists, as ‘Masters of Dance’ (Eno, 1990) turned out to be masters of life as well. Dance as a guiding allegory employs that all the ritual study intends to create simultaneously, a choreography of the ordinary existence in one’s life (Eno, 1990). 

As a transcending concept, ‘Heaven’ is not reasonably comprehensible (Kieft, 2014). People have to use other faculties, their senses and states of awareness, to understand ‘Heaven’. In many cultures, ‘dancing is one of the recognised methods to cause altered states of consciousness’ according to Eliade (1972) and Hume (2007). Kieft’s anthropological research has demonstrated that dancers alter from ‘cognitive facilities into an experiential sensory mode’ (2014: 35), which unlocks new possible ways of observing and understanding life. Even more, Paintner demonstrated that dancers ‘never fully arrive but are always unfolding and discovering’ as they ‘become lost and absorbed’; nevertheless, they are completely present to what they are doing (2007: 4). Csikszentmihalyi and Csikszentmihalyi (1988) explained such experiences as being in a perception of ‘flow or altered awareness where the sense of time changes’. Dancing therefore leads us to one of the main theories of Daoism as it helps people to achieve a state of belonging in the present moment in order to ascent. 

In ‘The Steps of Yu’, which is regarded as the finest Daoist dance, stillness is the main step (Standtaert, 2005). ‘Throughout this pause, dancers do not “move”, but stay motionless forasmuch as the music and chants of the corresponding word of the poem last’ (Standtaert, 2005). The Chinese concept of Music (Yue) is a combined art which embraces not only music, but also dance, poetry and song, and it is more adequately interpreted as virtuous music (Cook, 1995). The pauses in the dance highlight some seconds of non-action (wu-wei) which is central to the changes which occurring in ritual activities (Standtaert, 2005). I suggest these phases represent the yin, while the movements which accompany the music and the poetry, represent the yang phase. I therefore argue that the body of the dancer becomes ‘the Dao coagulated’ (adapting a phrase by Miller, 2017), as the binary forces of the cosmos are imprinted in the bodily movement. Dance is the principal sacred bridge which connects human consciousness with Heaven, as well as the human body with the Dao. As Csordas (1994: 6) defined embodiment as ‘the existential ground of culture and self’, an approach widely discussed in anthropology (see Seremetakis, 1994), I claim that the principles of Confucianism and Daoism can be found embodied in the body of the dancer. 

This dissertation aims to create a deeper understanding of the role of dance in ancient China and to introduce the bodily aspect of the study area of ancient Chinese culture. As a system of palpable, vital signs, dance appears like a barometer of ideology, theology, world perspective and social change. However, dance is not significantly presented in the studies of religions or other non-dance studies in academia, as words take ‘pride of place over kinetic images’ (Hanna, 1988). Nevertheless, music enables us to experience our bodies, our emotions and the sense of the moment, renew our energies, and incite us to action; it can make our feelings richer than simply using words to express them (Younger, 1998: 51–52). Dance usually starts with ‘a measured, controlled and meticulously executed performance, is repetitive and accompanied by music to evoke the emotions and prepare the participants for what is to follow’ (Hume, 2007: 74). All humans have been immersed in music and dance. Contemporary research in bio musicology suggests that rhythmic patterns along with repetition and synchronism facilitate human bonding and interaction and lead to cognitive and emotional responses that condition group behaviour (Kolotourou, 2005: 184, citing Wallin, Merker, and Brown, 2000). Rhythm, in fact, is one of the most primordial expressions of human life, felt from the very beginning in the beating of the mother’s heart (Dissanayake, 2000) and later in life through bodily experience (McClary, 1991). In both, the social sciences and the humanities, the study of ‘performance’ - which embraces several different levels of music, dance as well as ‘spectacle’ more generally - forms an important theme. 
 
Literature

My research methodology was initially inspired by Robert Eno’s book The Confucian Creation of Heaven: Philosophy and the Defense of Ritual Mastery as regards to ‘Ruism’, where he questioned the image of the Confucian scholar as an ideal ‘government official’ and present him instead as a ‘Master of Dance’. Regarding Daoism, the work of the Anglo-American philosopher Alan Watts aimed to inspire contemporary generations for the eastern philosophies; he popularised eastern philosophy in the West by capturing the essence of Daoism in order to enrich human life with eastern philosophy. Though some of his interpretations must be taken with caution, he discussed many examples of dance and music as an analogy of the ideal way of living in his work that provides food for thought for our study. He is an example of certain American discourses of the fifties and sixties who still gathers public influence (Campion, 2015). For the study of religious experience, Alister Hardy’s The Spiritual Nature of Man introduces a useful framework. In my chapter on dancers achieving an altered state of consciousness, I also discuss the neuroscientific perspectives of D’Aquili and Newberg. Last but not least, I have explored the applicability of anthropological approaches (e.g. Csordas, 2009) in dance which inspired me to visualize the embodiment of Confucianism and Daoism.
Methodology & Sources:

The dissertation relies on the close reading of a number of ancient Chinese sources in English translation, like the Confucian Classics and the Daoist Canon, aiming to gather and analyse key passages on music and dance in early Chinese philosophical and historical texts. As I use dance as an ideal metaphor to express Confucianism and Daoism, it was essential to critically engage with a wide range of Western and Eastern academic interpretations from medieval and modern times. Chinese myths, ballads and songs are a crucial source to reveal people’s connection with music and describe the heavenly realm where song and dance play a significant role. Furthermore, visual material, mostly funerary reliefs and figurines provide important contemporary evidence. Even if this dissertation focuses on the ancient Chinese philosophy of dancing, we need to study it in the longue durée (see Braudel 1958; Schmidt 2016: 6); this allows us to understand time, space and cultural context, as well as the bilateral influence between Confucianism and Daoism. Both are ancient but also living philosophies, and we can therefore employ anthropological cultural parallels to provide potential insights into the human behaviour of dance.
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It seems logical to start our discussion of Chinese philosophy by introducing Kongzi, or better known by the Latinised term, Confucius (551–479 BCE). He is the only person whose influence unquestionably was exerted on the whole Chinese and Asian philosophical thought in general (Ni, 2010). Confucius’ ideas were expanded afterwards by Mengzi (373-c.289 BCE) and Xunzi (c.310-215 BCE) (Oldstone-Moore, 2000). As the greatest sage and teacher, his educational views formed the basis of the later Confucian movement, while Confucius himself, was consecrated and offered sacrifice by the Yuan, Ming and Qing emperors (Wilson, 1996). 

Thousands of books, book chapters and articles have been written on Confucius, his followers and their teachings with various, often diverging interpretations (Tan, 2013). However, the greatest emphasis that Confucianism denotes is human welfare. This focuses on the relationships between ‘superiors and inferiors’, based in filial piety, and most importantly on the expectation of the essential goodness and ethical behaviour of all (Descutner, 2010: 91). In other words, Confucianism emphasised the maintenance of ‘correct relationships’ between different social roles, which was paired with formal education (Li, 1978: 69).  

Confucius and the early Confucians lived in a chaotic era, although they are well-known for their ‘austere humanistic ethics’ and ‘puristic political zealotry’ (Eno, 1990: 1). Their movement grew into the dominant philosophical school in traditional China and that is the reason that they are called ‘the founders of social orthodoxy’ (Eno, 1990). Nevertheless, Josh Passmore said that Chinese thought consisted of ‘pronouncements’ rather than ‘philosophy’ (1967: 217-218). Robert Eno, however, tries to change the western stereotype idea that scholars like Passmore had for the early Confucians. Eno (1990) portraits them with a very different way, not as the righteous politicians but as the ‘Masters of Dance:

‘dressed in colourful robes, playing zithers or beating drums, chanting, dancing and living their lives through an eccentric form of ritual playacting suggestive, perhaps, of nothing as much as Peking Opera. They performed this intricate choreography surrounded by the scorn of a society that viewed them as hopelessly out of step with the times-but for these first Confucians, their dance was part of an eternal pattern; it was the times that were out of step’ (Eno, 1990:1).

Visitors to the Confucian temple in Beijing nowadays realise that such a description seems more accurate today than ever (Figure 1). The main shrine of the temple houses the memorial tablets of the four great religious teachers -Confucius, Anzi, Xunzi, and Mengzi- as well as of the ten philosophers. It is worth noting that the only companions for these memorial tablets are musical instruments. Even though a sacred silence dominates the space, imaginary music looks like it surrounds the tablets of the philosophers. 
[image: ]
Figure 1: The Temple of Confucius in Beijing, 26/07/2019. 
(Photo: Christina Panera) 

Early Confucianism has strong performative aspects as there was a strong affinity between Confucius, on the one hand, and music and dance on the other. Confucius in the Analects (15.18) recognises the qualities of a superior person (junzi) as ‘appropriate character, developed through the observance and practice of ritual propriety (li), proper disposition (zhi), demonstrated with modesty and integrity (xin)’ (Garrison, 2012).  Confucianism links ritual (li) and music (Yue) together as liyue (Wong, 2012: 245). Liyue encompasses practices documented in the I-Ching, which mentioned ‘nobles as studying music for a means of honouring ancestors and expressing virtue appreciation’ (Garrison, 2012). Moreover, during the Zhou, dance was considered to be an essential part of the education of male aristocrats, who were expected to perform dance as a means of achieving harmony between body and mind (Yibin, 2000: 208). In addition, The Book of Songs mentions numerous features of ancient rituals and music, including ‘courtly/honorific songs, regional love/courting songs, and political lamentations’ (Wong, 2012: 245). The above examples placed music as fundamental for education in ancient China.

Indeed, Eno’s statement seems so true.  The Confucians can be entitled ‘Masters of Dance’, not only because of their ritualistic dancing performances, but because they used to ‘perform’ a ritualistic lifestyle too. The choreographical patterns of their everyday existence made people curious and made them follow their philosophical way of living. And even if this sounds metaphorical at first, which indeed it is (as the dance can function as the ultimate metaphor for such a ritualised daily routine), these sages were dancers literally as well. 

In fact, the rite to Confucius and other sages is still carried out at the Daeseongjeon shrine today in Seoul (Korea). As mentioned before, filial piety is a very important element in Confucianism. Specifically, filial piety to living parents is considered to continue even after dying, as ‘they were still alive through memorial rites’ (Song, 2008: 13). The same thing is considered for the sages as well. The participants of the rite enter ‘the divine gate’ and they perform a ritual known as ‘Seokjeondaeje’. It occurs at the main hall, beside the ‘divine walk’ way who reaches to the Confucian shrine. Line dance, which is called ‘mu’ in Korean, is a very important aspect of the ritual (Song, 2008). The ritual music reflects the order of the universe as the position of the ensembles and the performance of music and dance symbolise heaven, earth and humanity (Song, 2008: 33). This symbolisation expands even to ceremonial utensil and foods, which are used during the rite. Everything in the ceremony has its own function and meaning. However, the Rite to Royal Ancestors is not only a ceremonial tradition that has been passed down to the present generation but also a performing art presented in contemporary performance spaces (Song, 2008).
The previous two examples, the temple of Confucius in Beijing and the cultural parallel of Confucian rites in the Korean temple, have great significance for the Asian culture, as they can reveal important elements of Confucian philosophical thought. They show to the public and other devotees how people want to commemorate the Confucians; and this answer lies in their connection with music. In other words, the relationship between the sages and music is the one which should be sacredly remembered and adored. Indeed, music was one of the most important elements in Confucianism and in the present days’ the pamphlet (Confucian Temple Guozijian, no date) inform the visitors that the Bookstore of Ancient Music was created in order to enhance the educational functions of the place. Here, one can find information about the musical instruments that have been used through centuries until our present days and specific manuscripts related to music with significant material about musical rituals.

Anyone who engages in a careful study of the writings of ancient Confucian philosophers cannot escape the close association between music and ritual propriety (Sigurdsson, 2015). Confucius is said to have ‘spent the few remaining years of his life in collecting the old songs and traditions, the best specimens of which he has transmitted to us; in fixing the principles of music; and establishing forms, ceremonies and etiquette’ (Parker, 1910: 208).

In the next two sections, I am going to discuss the concept of music in ancient China deriving from the Book of Rites and the concept of ritual propriety, a concept mainly known in Confucianism.

[bookmark: _Toc31125159]1.1 Music

The most comprehensive evidence that examines the meaning of music in ancient China is the Book of Rites (Li Ji). It belongs to the Five Confucian Classics (4th to 2nd century BCE) and might have been written by a later disciple of Confucius at the beginning of Warring States period or perhaps by scholars of the Han dynasty (Cook, 1995). A section entitled Yue Ji (The Record of Music) is the oldest written text entirely related to music that analyses its roots, substance and characteristics, along with its transformative effect and bond between music, humanity, nature and government (Cook, 1995).

Cook (1995) has shown that the Chinese word that is used for music, 樂 (Yue), needs to be fully understood. In his commentary, on the chapter Yue Ji (The Record of Music), he has demonstrated that there are three terms equivalent to the music : sheng (聲), yin (音) and Yue (樂); each term represents the development until the last phase of musical production (Cook, 1995). ‘Sheng’ can be interpreted as an audible sound which exists in nature and all animals. By contrast, ‘yin’ is created by several sounds in an ordered combination, created by humans. It can easily be explained as music as it shows a musical composition among the components of the sheng. The final stage is called ‘Yue’, the musical perfection. It can be described as ‘a multimedia art which includes not only music, but poetry, song and dance, and most importantly it can be interpreted as an ethical principle which incorporates virtue’. Therefore, the best translation of Yue would be ‘Virtuous Music’ (Cook, 1995).

The term Virtuous Music (Yue) relates to the emotions and the nature of humans (Cook, 1995). In Yue Ji (28) says that ‘the ancient kings framed their music in the context of feelings and nature of men’. To achieve the necessary deep understanding, knowledge of the ancient kings would definitely have derived from the early Chinese cosmology, which I will analyse later. In the Yue Ji, it is also noted that ‘the grandest music is interpreted as something that has nothing to do with the element of sorrow’ (Yue Ji: 16). In another part at the Book of Rites, where details of ritual and social observance are discussed, it is said that for the prescription of a peaceful government, ‘peaceful and joyous’ is required, rather than resentful and angry music (countries in confusion) or pensive (with its people in distress) (Strauss, 1977: 20). However, feelings, such as sorrow and anger, that are rather likely to be commonplace in society, ‘could be healed with a relevant sound of music for each’ (Yue Ji: 2).  In other words, Virtuous Music has the power to balance the internal feelings of the man. 

To sum up, harmony is the goal that is primarily sought in music and likewise in dance. The Yue Ji makes this clear: ‘Music springs from the inward movements of the soul, ritual appear in the outward movements of the body’ (46). And when the music is ended the honour has been paid to virtue (Yue Ji 35). Cook (1995: 12) argues that ‘all under Heaven would be happily united through the power of Music’ as ‘there is the true beauty, the embodiment of heaven as interior and exterior sense and it reaches perfection’ (Yue Ji 49). All in all, Yue Ji clearly shows the importance of music and dance to humans and the entire cosmos. 

[bookmark: _Toc31125160]1.2 Ritual Propriety
The re-reappearing central concept of Yue Ji is harmony, as it is controlled by the principle of duality. In other words, the dual features of such cosmological and philosophical belief are Virtuous Music (Yue) and Ritual (li), which can be associated with heaven and earth, generating the yang and yin forces (Cook, 1995). There are great balance and interrelation between music and ritual; which has been shown above, as the most common acquaintance of the ritual was music. The Yue Ji starts by analysing that the mind is affected by external events/acts, indicating the importance of ritual. Besides, ‘music comes from within and ritual from without; the one produces stillness and the other elegancies of manner’ (Yue Ji 11). More specifically, at its beginning the Yue Ji stresses that music ultimately comes from the feelings of the human heart (xin). Steben (2010: 111) states that ‘implying that no matter how culturally refined and formalised the music may become, its ultimate root is in the spontaneous voice of the human heart, the “honne” or “original voice” of the heart of the individual’. He continues by saying that yet it is ‘an “original voice” that arises in response to external things and situations, the “heart” replying to “things”  and poetry, like music, is also the expression in sound of the heart’s response to external things, and like music it can also draw the heart back to the tranquil silence that is its original Heaven-given nature.’ (Steben, 2010: 111) In other words, music represents the heavenly nature and ritual the human earthly existence which should be expressed through ritualistic elegant manners. 
In other words, music represents the heavenly nature and ritual the human earthly existence which should be expressed through ritualistic elegant manners. Through their differences, they bond and complete one another. For Cook (1995: 14), they are equally important by cause, i.e. they achieve opposing, but same resolutions. Therefore, the Virtuous Music should present itself in a ritual setting: ‘Music, like yang, representing action, with Ritual, like yin, representing stillness’ (Cook, 1995: 47). This clearly indicates the close relationship of Confucian rites with the Daoist cosmology, if we can characterise them with such terms (see Introduction). I believe that this is an important example that indicates once more the bilateral influence of the two later known as distinct philosophies. 
Although the Chinese ‘li’ is often translated into English as ‘ritual’ or ‘rites’, this is problematic as ‘it is being embedded in a Chinese cosmological sensibility of constant change in time’ (Sigurdsson, 2015: 15). In Confucian society, performing rituals accompanied by music and dance had a particular meaning: it was not simply a matter of practicing filial piety and ethics, but also of symbolising an era that could boast a peaceful reign and a flourishing culture (Song, 2008: 14). The power of rituals was seen as the stabiliser of the cosmos and humanity, that they can even solve problems and heal the world (Seligman et all, 2018). The ancient kings ‘they intended to teach the people to regulate their likings and disliking, and to bring them back to the normal course of humanity’ (Yue Ji 6) and that is why ‘they instituted their ceremonies and music, regulated them by consideration of the requirements of humanity’ (Yue Ji 9). According to a popular proverb, also found in Liji, is ‘when it comes to bringing peace to the ruler and governing people, nothing is finer than ritual’ (Liu and Habberstad, 2014).

Tang (2016: 8) suggests that ritual propriety is good because it represents accumulated practical knowledge. Rituals may vary from a bow to an elder or from a ceremonial dance.  Furthermore, Confucianism possesses coherence and intellectual discipline. It does not seem analytical, and it makes no categorical division among practise and theory.

In addition, a significant aspect of the Confucian ritual tradition is repetition. It can be argued that repetition is one of the areas where one can feel the continual dynamics and tensions between ritual and sincere orientations (Seligman et al. 2008: 119). Through the repetition of such practices, one can eventually achieve progress a solid awareness for various appropriate activities even outside the actual ceremony. It is, for example, no coincidence that ‘the Chinese characters for ti (body) and li (ritual) are cognates, as they referenced “a living body” and embodied living respectively’ (Jennings, 2002:78 cited in Sigurdsson, 2015): 

Being enacted through bodily action, the ritual is capable of providing one with a sense for appropriate movements, as well as for appropriate responses to others’ response to one’s movement, like as practicing martial arts or in dance’ (Sigurdsson, 2015: 11).

All in all, Confucian ritualists goal was to train ‘practitioners to be able to act as if there were a ritual telling them what to do’ (Seligman et all, 2008: 119). Jennings (1982) also appears to support such an idea arguing that ‘the performance of ritual, then, teaches one not only how to conduct the ritual itself, but how to conduct oneself outside the ritual space-in the world epitomised by or founded or renewed through the ritual itself’ (Jennings, 1982: 115). The Confucian ritual is the product of human agency and not the result of natural development. This means that people who follow the rituals are able to live in harmony not only with their fellows, but also with the cosmos, enveloping all, and those who do not are wicked and pitiable (Goldin, 1999: 81). Perhaps there are many diverse forms of ritual and Music, although the common ground will be that ‘both cultivate the feeling of mutual respect and love’ (Yue Ji 12). These two feelings seem that they can best describe the ideal Confucian values in life.

In this chapter I presented what can be labelled as the religious experience of Chinese philosophy through performance rituals. In a dance, one can understand the meaning of Heaven (Tian) and totally embody it. In other words, this meaning of Tian is ‘the source of value that Confucius was able to obtain from the external sacred “heaven” and practice moral principles’ (Qie, 2010: 227). It looks here that the aim of one’s cultivation is to understand the ways of Heaven. But what exactly is this heavenly experience that a chengren should evolve to? The answer must be found by looking at what heaven meant in Chinese cosmology, everyday life and religion. Before I move to Chinese perspectives of Heaven I will present likewise with Confucianism, Daoism so a clear image of the view of body, dance and cosmos will be completed. 


[bookmark: _Toc31125161]2. The ‘Daoist’ Mastery of Dance

As we have seen, it is hard to distinguish Daoist and Confucian thoughts prior to the Han dynasty when those seeking immortality gradually adopted the name of Daoism (Creel, 1970: 11). The aim in Daoism is how one can live in harmony with the Dao, the primordial energy which exist everywhere in nature and the cosmos. Zhuangzi (13) mentions that the so-called heaven’s Dao is following the pattern of Heaven. He argues that the pattern of Heaven resembles the way of nature. By being aligned with the primordial energy and nature, one is able to seek immortality and that is why bodily oriented practices are very important in Daoism. For Chinese culture, the universe is an organic whole founded on the concept of holism and best exemplified by the ideas of ‘the harmony of human and nature’ and the ‘unity of body and mind’ (Xia, 2010: 255): ‘Daoism reaches not only into the intellectual and spiritual lives of its followers, but also into their physical life’ (Hartz, 2009: 11). 

Csordas (2009: 5) claimed that ‘the body is not an object to be studied in relation to culture but is to be considered as the subject of culture, or in other words as the existential ground of culture’. We therefore need to understand the Chinese view of the body. Hartz (2009: 11) mentions that ‘Daoists see the physical body as a kind of microcosm, or miniature model, of the universe’. To be more specific, the world (cosmological) and the human body (medical) are metaphorically composed of five phases: wood, fire, earth, metal and water. These are carried by the wind (feng) and the water (shui) and are subject to an eternal circulation (Chen, 1999: 7). These elements can be found as systems within our body and in every system in the natural order. This explains, why bodily oriented practice, such as dance, are important, in Chinese philosophy. Even though the philosophical Daoists were opposed to the ‘obsession’ with ritual of Ruism, through time, as it became a religious tradition, Daoism incorporated rituals into their liturgies to express their belief systems. I will present a very important ritual dance which is named the Pace of Yu.

[bookmark: _Toc31125162]2.1 The Pace of Yu

The Pace of Yu is an ancient ceremonial dance known as ‘pacing the guideline’ (bugang), the roots of which can be found in pre-Daoist rituals of the Warring states period (475-221 BCE) and the Han dynasty (206 BCE-220 CE) (Little, 2000: 200). Sixteen occurrences of the Pace of Yu in five third-century BCE daybooks and  manuscripts provide the most striking evidence of Yu in popular culture at the end of Warring States period and the beginning of Qin empire (Harper and Kalinowski, 2017: 130). The first depictions of the steps of Yu date back before 300 BCE but our comprehension for the ritual dances comes from manuscripts dating from the Ming dynasty (after 1368 CE) and from wide-ranging choreographies printed since the sixteenth century (Standaert, 2005).

The Pace of Yu is a Daoist ritual dance, named after the mythical Emperor Yu (c.2250-1750 BCE), who is said to have founded the Xia dynasty In this dance, the priest impersonates both Yu, ‘who paced the boundaries of the terrestrial world, and the god Taiyi (‘Supreme Deity’), who paced the heavens’. (Little, 2000: 200). Similar to other religions that tend to present static or kinetic (danced) images of the divine (Hanna, 1988), the priest action visualises walking through the Dipper Stars, dragging one foot behind him in imitation of the limp of Emperor Yu (Little, 2000). In this case, the image of the divine that one embodies is heaven itself.  Nowadays in the steps of Yu, priests dance these ancient steps as they chant Daoist liturgy (Hartz, 2009). This dance serves many functions, including exorcism and purification (Little, 2000: 200). 

Music and dance are not only part of Daoist rituals, but also ‘part of the harmony of the universe’ (Hartz, 2009: 119). Hartz (2009: 120) argues that ‘the Daoist music was never written down because it was considered “heavenly” music, a ritual form to be passed on by priests to the next generation of musicians’. Even though religious and philosophical Daoism are different, as now we are talking about the religious Daoist, as the philosophical Daoist will not have rituals, there is a great example of dance which shows how Daoist priests were literally embodying heaven. This also shows the strong connection between the Daoist cosmology and the human body. Hartz (2009:121) shows that ‘the circling movements of the ritual dances are believed to brings worshippers into harmony with the natural cycles of the universe’. Repetitively the priests will dance a constellation of heavens, stepping were from star to star in beautiful sweeping movements and high steps. ‘These “magic circles” are repeated in ritual swordplay, in which the pries or master wields a sword to drive away evil spirits, and in the graceful movements of Taji-quan, both of which have devotional value for the Daoist’ (Hartz, 2009: 121).

[image: ]
Figure 2: The Pace of Yu from the Taoist Canon of the Zhentong Reign Ming dynasty.
(Photo: artnet.com)

Figure 2 looks shows the steps of the dance: it looks like it corresponds to pauses and not movements.  Standtaert argues that the illustrations of the manuscripts did not aim to seize movement, but instead to highlight the ‘frozen moment’ in dance: at these moments like these, dancers do not ‘move’, but keep themselves still ‘as long as the accompanying musical tone and chanting of the corresponding word of the poem last’ (2005). Here we see again that the Chinese concept of music (Yue) is a ‘combined art’ that unites music, poetry, song and dance, and can therefore be interpreted as Virtuous Music (Cook, 1995). 

Personally, I consider that the pauses in the dance are at the heart of the idea of The Pace of Yu, as it expresses the core of Daoism. In Stephen Mitchell’s translation of the Dao De Jing we read in chapter 26 that: ‘The unmoved is the source of all movement’ indicating the strong metaphor of this dance with the Daoist Canon, which represents the relation between the binary forces of yin and yang.

In the above section we can see how the Chinese priests and dancers were embodying heaven literally with their bodies trying to dance geometrically according to the constellation’s geometry. Today, the Korean ritual music reflects the order of the universe as the position of the ensembles and the performance of music and dance symbolise heaven, earth and humanity (Song, 2008: 33).
To sum up, ‘The Steps of Yu’, regarded as the finest Daoist dance, stillness is the main step (Standtaert, 2005). Stillness is another aspect of ‘doing nothing’ wu-wei (Allan,1997).  The pauses in the dance highlight this instant of non-action (wu-wei) as a crucial element to the alteration that occurs through ceremonial action (Standtaert, 2005). I suggest these phases represent the yin, while the movements which accompany the music and the poetry represent the yang phase. Therefore, I argue that the body of the dancer becomes the Dao coagulated (Miller, 2017), as the binary forces of the cosmos are imprinted in the bodily movement.

[bookmark: _Toc31125163]2.2 Embodying Heaven

As we seen above, Daoism has a specific image of the body as its followers wish to preserve it by attaining immortality. The goal of Daoism was the status of xian, which originally referred to non-human winged beings who could only be found in mountain fastnesses or divine realms but came to refer humans who had attained some form of physical longevity or immortality (Kleeman, 2016: 16). The pursuit of immortality was the aim of Daoist practices (Hartz, 2009: 14) and therefore systematise practices aimed to gain eternal life. The underlying assumption of such practices is the correlation of the microcosmic body to the macrocosmic universe (Oldstone-Moore, 2000: 94).

Morality in Daoism encompasses the necessity of physiological cultivation practices (Bokencamp, 1997: 78). As Daoists aim to live a very long time they must preserve the ‘three treasures’ of human life: vitality, energy and spirit, which are indivisible and codependent (Hartz, 2009: 77). One must retain the vital bodily essences of ‘breath’ (qi), ‘life force’ (jing), and ‘spirit’(shen) that leads ultimately to death (Oldstone-Moore, 2000:94). To keep harmony, all three should be in balance. 

The qi is very important as it influences the other two and so Daoists have established various exercises aimed at controlling and preserving qi, like taijiquan, kung fu, chi kung, etc. What about dance? Through martials arts, one can balance his emotional impulse and rational impulse so as to achieve the mental equilibrium and promote mental health (Xia, 2010: 230).  Both have an essential difference. The body movements of one aim at sport. What distinguishes the body movement in martial arts from dance is that in dance the aim is to express emotion; dance is a ‘systemic body language, which is a symbol of art aesthetic as “expressive form” (Zhao, 2010: 345). In a preface to one of the Chinese classics, the Shi Jing (Classic of Poetry), a fifth century CE scholar summarised the contemporary Chinese view of dance: 

‘Feelings arise within us and may be expressed in the form of words. If words alone do not suffice to express our feelings, we sigh. If sighing fails, we sing. If singing is still not enough, we express them by dancing with our hands and feet’ (Yibin, 2000: 208). 

The above section shows clear what the Chinese philosophy is embodying because it cannot be expressed better but in an image of a dancer. There is a close relationship of dance and religion in the Asian cultures which makes it easy to understand ‘how religion functions to provide expressive and substantive needs within human culture’ (Descutner, 2010: 21). 

A religious approach toward the body affect how one uses dance in religion and other aspects of life (Wilson, 1982: 65). ‘Dance uses the body’s primal energy directly and evokes bodily associations: life is a bodily motion’ (Hanna, 1982: 284). The Dao has emerged in our bodies (Miller, 2017) and it therefore seems correct to assume that Chinese cosmology can be experienced through our body. According to the Chinese cosmology, we have possessed the yin and yang in our body, the essence of life, the Dao congealed to form the body (Lagerway, 2010: 792). In other words, as Miller (2017) argued our bodies are ‘the Dao coagulated itself’. Therefore, I suggest that only through experiencing our bodies we can experience the Dao because it lays at the core of our bodily existence. Dance can therefore be understood as the last and supreme expressive from of our bodily existence since it is the ideal way to experience the Dao and the ways of Heaven.

Stephen Mitchell (1988) suggests in his introductory notes on the Dao de Jing that dance is a good example to understand what wu-wei means. He translates it as an ‘effortlessness’ action of the art of living. Like a good athlete, who achieves body awareness during his practice, so does the dancer dive deep in such a bodily awareness. The dancers trust their bodies, and this is what he describes as ‘the purest form of expression… where we cannot tell the dancer from the dance’(ibid). He is in a perfect harmony with the way that things are, not by dominating nature but by embodying it: the oneness with the Dao.

[bookmark: _Toc31125164]3. Religious Experience in the context of China


In the cultural context of China, the term ‘religious experience’ is rather problematic. Schmidt (2016: 6) argues that ‘we need to understand the set of beliefs and values that provide the cultural framework in which the experience is embedded’. We therefore need to discuss first the cultural context of the Chinese view of heaven before we focus on people’s religious experiences.

[bookmark: _Toc31125165]3.1 Chinese Views on Heaven 

First, the Chinese word for ‘Heaven’ is Tian. Eno (1990) observes that this translation is useful as ‘Heaven’ can refer to a deity and the sky. But ‘Heaven’ is not a ‘place’ as in the Christian conception, but ‘rather a godlike being who can send down orders, control the weather, determine success in battle, and reward and protect its followers’ (Slingerland, 2014: 41). The concept of Heaven appears for the first time in the bronze vessels inscriptions from the second millennium BCE referring to the high god worshipped by the early Zhou kings (Shaughnessy, 2000). From Zhou times on, heaven is also as the basis of value or virtuousness: what Heaven requests is, by definition, moral (Slingerland, 2014: 41). 

The original Chinese concepts of the heavens are called gai-tian (‘covering heaven’) and hun-tian (‘englobing heaven’) (Shaughnessy, 2000). The gai tian theory, the earliest of the two, depicted heaven as a hemisphere hovering over a square earth, and turning like a millstone. The earth itself was stationary on a watery abyss into which the waters of the earth drained. The huan tian theory, which developed later but was certainly current by 350 BCE, envisioned heaven as a sphere totally encompassing the earth (Shaughnessy, 2000: 124-125).

Zhu Xi, a twelfth century philosopher, mentions that Tian can be understood in three distinct aspects. In the first one, Tian has the image of a ruler or god, in the second, it embodies ethical law and in the third one, Tian becomes one with nature (Ikeda, 1968: 31 in Eno 1990). Fung Yu-lan (1931: 55) expanded the study into five divisions as ‘the physical sky, as ruler or god, as fate, as nature and as an ethical principle’. In Qu Yuan’s poem ‘Tian Wen’ (Heavenly Questions), he mentions that there is not a former creator but ‘from a “formless expanse” the primeval element of misty vapor emerges spontaneously as a creative force, which is organically constructed as a set of binary forces in opposition of each other -yin and yang- whose mysterious transformations bring about the ordering universe’. Maybe the development of Tian from a deity to a ‘space’ happen in the early ninth century (Lamont, 1973). 

Until 1912 China’s ultimate ruler was entitled the ‘Son of Heaven’. Under the Zhou dynasty, Heaven (Tian) was the highest deity. The emperor’s title not only shows his position as the overload of all people, but also gave him the cachet of divine authority. His exclusive connection with Heaven was the basis of imperial authority throughout time (Chinnery, 2000: 44). The mandate of Heaven was based on a cyclical dynastic change based on the five phases (see the Daoist section). This concept, called ‘The Mandate of Heaven’ (tian ming), was well-known even from the First Emperor rule Qin Shihuandi (221-210 BCE), in which Heaven had granted the ruler the authority to govern (Chinnery, 2004). 

During the Han dynasty, Emperor Wu introduced music and dance officially into the service of thanksgiving to Heaven for a victory, by establishing the Bureau of Music (Birrell, 1993). There was a magnificent imperial rite to the Altar of Heaven which began in the Han dynasty and continued into the early twentieth century (Birrell, 2000: 73). As mentioned before, the Chinese served their ancestors as ‘they were still alive through memorial rites’ (Song, 2008: 13). As the Chinese cosmic principle associates the microcosm to the macrocosm, the emperor as the head of the nation would perform state rituals as well, very similar to ancestral rites in the procedure of inviting ancestral spirits, serving them and/or sending them away. However, the royal rites were a bit different. The king was considered a person who received offers from heaven as well as from ancestral spirits, his rituals were based on a code of ceremony that revered heaven, the earth and the great teachers of humankind. In such a way, the emperor used such imperials rites as the one of the Altar of Heaven, to gain his imperial authority by presenting himself as ‘Son of Heaven’ (Shaughnessy, 2000).

The Mandate of Heaven was an assertion mainly expressed by Mencius. However, Xunzi, the third of the great classical Confucians, challenged the authoritarian regime of the Emperor with his ideas (Oldstone, 2000). Xunzi claimed that heaven is not a person, like a ruler, whose moods and predilections a minister must learn to recognise. ‘Heaven is a constant force with a constant ethic by which people must learn to live’ (Goldin, 1999: 74). Moreover, Xunzi saw the renewal of the ways of Tian as manifest in the ethical practice of humankind as achieved through ritual propriety (li). The oneness with Heaven (Tian) directly affected human beings’ brain function.

Eno suggests that there are three ways to define heaven from a Chinese perspective. First of all, heaven can be used as a normative way to legitimise Confucian devotion to ritual. The problematic function of the word Tian or Heaven can be traced in the primary texts of early Confucianism, the Analects of Confucius, Mencius and Xunzi. However, all of these function as a way to defend the Confucian doctrine, ‘the doctrine itself seems always given, defended but unquestioned (Eno, 1990: 3): ‘Confucius’ thought was grounded in the human realm; nevertheless, he had an abiding sense of faith in Heaven, and in the mission with which it had entrusted him to bring righteousness to the world’ (Oldstone-Moore, 2000: 79). Secondly, Tian can be defined as nature, which is a model of perfection that a man can achieve and last but not least, heaven can stand as the ethical perfection exemplified by ritual order (Eno, 1990). In any case, one might happen, or all three together. 

Confucius said that everybody can be Yao and Shun and the key is to see if you have the intention and make every effort to get close to that goal; and that according to him requires time. And only at the age of fifty will man be able to understand the decree of heaven which are ‘the morals that heaven order people to obey, which is also the source of value that Confucius was able to obtain from the external sacred ‘heaven’ and practice moral principles” (Qie, 2010: 227). In other words, Confucianism introduced the value of discipline (wei) while Daoism introduces the value of surrender (wu-wei).

In a period of political uncertainty, the early Confucian concept of heaven was ultimately the moving reflection of a patterned choreography elaborated by groups of masters and disciplines increasingly alienated from a society in disruption (Eno, 1990: 2). In this dissertation, I claim that all the above statements can be true at one time or another, but most importantly that all of them are referring to a specific mental state, an altered state of consciousness, or likewise, a ‘religious’ experience of realisation of the core of Chinese philosophical culture. By saying Chinese philosophy, I refer to the main teachings of Daoism and Confucianism in human welfare, which I presented at the previous chapters. Having analysed the Chinese view of Heaven from many different time periods, I am to show in the next section how primary ancient sources, like Chuci and other old popular songs, have recorded the link between heaven and dance. These verses provide descriptions of heaven that were made of the celestial journeys in Han dynasty in order to understand the feelings and the ‘religious experience’ of such dancers by quoting mostly Xunzi’s work.

[bookmark: _Toc31125166]3.2 Journeys to Heaven

Birrel (1999) shows that a divine paradise is portrayed in Chinese mythology. Many paintings in Han tombs present heaven in a visual art form (Tseng, 2011). To overcome the separation of heaven and earth, all sorts of agents were invented, i.e. immortals, auspicious animals or, goddess in charge of the immortal’s land .to guide them upward as we can see from the architecture and paintings of the Han art (Tseng, 2011: 233). For our study, I have chosen to present Heaven through some popular songs, that reveal the special relationship of Heaven with music and dance.

Departing from the Zhou legacies, the Han people embarked on celestial journeys to Heaven (Tseng, 2011). The most popular song which storytelling a celestial journey to Heaven is The Far-off-Journey or Yuan You. It is part of a larger anthology of poetic songs which called The Songs of Chu/South or Chuci (Hawkes, 1985). The protagonist of the story reaches the realm of Heaven and describes it in such a way: 

‘I made the Xiang goddesses play on their zithers,
And I bade the Sea God dance with the River God.
The played the ‘Pool of Heaven’, then struck up ‘To the Clouds’,
Then the two Goddesses performed the Nine Shao Songs.
They lined water monsters up to join them in the dance:
How their bodies coiled and writhed in undulating motion!
Gracefully the woman-rainbow made circles around them;
Phoenixes soared up and hovered overhead.
The music swelled and swelled into infinity…’
Chuci 144-153 (Yuan you, Hawkes, 1985: 198)

In another popular ballad from the Han dynasty, the ‘King of Huainan’s song’. The protagonist moves beyond the earthly realm and enters the heavenly one when he describes a vision of Heaven which is often alluded to through divine dance and celestial music: ‘Colourful dance, marvellous sounds, they all soothe me…’ (Birrell, 1993: 74 -75).

Both songs portrayed Heaven as an ethereal, gravity-less and light-filled space where deities are dancing, and the sky is dominated by music. Such an atmosphere aims to influence the inner world of our mortal visitors. Nietzsche (1967: 37) wrote that ‘in song and dance, man expresses himself as a member of a higher community. He has forgotten how to walk and speak and is on the way into flying into the air, dancing…his very gestures express enchantment’.

A very specific characteristic of Chinese dance is the sleeve dance, which can be seen even nowadays, where mostly females dance with their long sleeves creating beautiful movements. Archaeologically, this dance can be traced back to some popular Han figurines. A painted ceramic figure of a female dancer dates from the Eastern Han period and was found in a tomb near Xi’an in Shaanxi province (Shaughnessy, 2000). The dancer performs a long sleeve dance; it is thought that such figures, many of which were later carved in jade, were intended to entertain the deceased after death (Yibin, 200: 208). Nevertheless, bearing in mind the previous popular songs of Han dynasty were female goddess dance in such a way in heaven and seeing all the heavenly female dancers from the Peking Opera, maybe these figurines could be seen as a first heavenly encounter of the deceased who will enter such a realm.
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Figure 3: Ceramic Figurine of a Female Dancer. Western Han period. 
(Photo: Metropolitan Museum)
Mencius commented on a fourth-century BCE text: ‘He who exhausts his mind, knows his nature; knowing his nature, he knows heaven’ (M: 7A.1). In addition, one might ask how one can exhaust one’s mind in order to know Heaven. Surely, the answer would not be only mentally, but also physically. In Confucian education one must learn and attain not only cognitive skills related to studying calligraphy, poetry and ethics, but I claim that bodily-oriented practices can express the same values. Having reached the cognitive knowledge, Confucians joined the ritualistic dances as the last but finest mean to their education. We experience the world not only with our mind but with our senses, and as Xunzi (20.39-40) describes the ecstatic sense of dance as ‘we exhaust the strength of muscles and bone, constraining ourselves to the converging rhythms of gong and drum without the slightest deviation-and gradually, the meaning becomes clear’. This is ‘how we come to know the meaning of the dance’ (Xunzi 20.39).  As Eno (1990: 180) states: the meaning of Heaven must be sought in dance. To put it in another way, ‘through manifold option for religious practice, an individual may absorb in the divine’ (Hanna, 1982: 300). 
Confucian scholars were embodying Heaven through their dance. I have described above that the Confucian cultivation led to the enjoyment of the dance of the present moment. Moreover about the feeling of enjoyment, Confucianism’s ‘fondness of learning is a kind of crucial requirement for the journey and it can be found in the beginning of Lunyu at the initial passage and ‘express the profound pleasure found in the combination of learning and applying what one has learned’ (Sigurdsson, 2015: 127). Confucius wrote:

‘I find inspiration by intoning the songs, I learn where to stand from observing ritual propriety (li), and I find fulfilment in playing music.’ (Analects 8.8). 

You need to enjoy the process as the dancer would enjoy the dance. Qie (2010) explores the realms of ‘harmony between the heaven and the man’ in fitness Qigong from a Confucian perspective by analysing the spirit of joy. He describes it as an individual psychological experience of happiness as people ‘seek the greatest spiritual joy which goes beyond the instinctive senses’ (Qie, 2010: 226).

We now need to discuss the description of the state of Confucian dancing, but not from an interdisciplinary perspective. To be more specific, I claim that such dances were a central element of people’s religious experience as the devotees embodying Chinese philosophy were entering an altered state of consciousness. Hanna (1988) explores the relationship of dance to divinity and aims to call attention to an abandoned form of expression in the comparative and critical examination of religion. This offers, from an ethnographic and historical record, an analytical typology regarding some of the ways in which dancers and audiences are able to draw the power of the supernatural to the mortal realm whilst reaching out to the sacred (see Hanna, 1988).
Therefore, I presented first the Confucian Wei (as opposed to wu-wei) and the cultural framework of music, ritual and the image(s) of the Chinese Heaven. 

In general, religious experience is a permanent element in the life of humans and present in all cultures as already demonstrated by nineteenth-century anthropologists (Hay, 1990:7).  Alister Hardy (1979) defined the term ‘religious’ experience as a strong feeling of transcendental reality, using the word ‘religious’ as an umbrella term which can include any such event. He suggested the existence of two main kinds of religious experience, the numinous -which stands for the awareness of the holy, as it was defined by Otto, who described the experience of ‘mysterium, tremendum et fascinans’ (Otto, 1923: 53)- and the mystical, i.e. the sense of the merging of the self with a divine reality, claiming that ‘the transcendental reality is  far more important than these other two elements, for not only does it form a part of both of them but is essential element in so many other kinds of spiritual experience’ (Hardy, 1979: 132). It is worth considering that dance could be an element of ‘Confucian mysticism’, as there is a direct encounter with the absolute. An interesting cultural parallel are the Whirling Dervishes who use the dance as a bridge of experiencing the divine physically. The dervishes believe the turning dance vibrates the energy centres of the body to raise it to higher spheres toward detaching the self from the earth in order to achieve an inner experience of illumination and unite with a non-personified god (Friedlander, 1975). Such a perception could be easily be associated with the Chinese cosmology and the Daoist view of body that it was described above.

[bookmark: _GoBack]According to Hardy’s definition, religious experiences are not repetitious but one-time occasions. Nevertheless, in our case, the religious experience is a goal that results from years of disciplined practice as Confucius described in the Great Learning, i.e. such a unique experience must be attained through repetitive practice. The Confucius’s claim that ‘goodness comes from wei’(doing) can provide a better understanding as ritual propriety belongs to the wei. In contrast to the Daoist wu-wei (non-doing), Xunzi talks about the importance of repeating the dance (see page 20). Their practice can be considered as a religious experience and analysed in such a context.

Dance has been described as a trigger of religious experience. Hardy (1979) talked about the essential features of man’s spiritual nature, particularly in regard to his religious feelings. He explains the spiritual nature of man as a meaning ‘side of his make-up which, if not always leading him to have what he might call religious feelings, may at least give him a love of non-material things of life such as natural beauty, art, music, or moral values’ (Hardy, 1979: 131). For our case, Fung (1948: 6) argues that in ancient China ‘it is not necessary that a man should be religious, but it is necessary that he should be philosophical’. He essentially states that ‘when he is philosophical, he has the very best blessings of religion in China’ (Fung, 1948: 6). Whether if we can call it a religious or a philosophical experience, this praxis of lifestyle was attained through many means, which lead to such an effect. The antecedents or ‘triggers’ of this experience are prayer, the participation in religious worship, meditation, music and physical activity (Hardy, 1979: 84-85). Certainly, these were well embedded in the Confucian lifestyle. Even visual art can be a trigger (Hardy, 1979: 85) and it is known that Confucian scholars gave most of their time for studying calligraphy. In our case, we have everything as the concept of Yue, which I analysed above includes music, dance, poems and virtue (Yue Ji). All these can be found during the ritualistic dance of the philosophers, which makes the Confucian lifestyle seems to look like that it was exactly as an experiential faith.

On the other hand, the cognitive and affective elements that lead to religious experience are ‘feelings of religious experience associated with the spiritual side of man: the sense of joy, peace, security, awe, reverence, and wonder; the feelings of exaltation and ecstasy, of harmony and unity, of hope and fulfilment; the sense of timelessness, the sense of presence, the sense of purpose…’ (Hardy, 1979: 27/51). Intense, vigorous dancing can lead to an altered state of consciousness through brain wave frequency, adrenalin, and blood sugar changes; and these can provide a fatigue that abates rage or alleviates depression (Hanna, 198: 285). Ritual, and in our case, this type of religious experience reveal two dimensions: firstly: intermittent emotional discharges involving the subjective sensation of awe, peace, tranquillity, or ecstasy, and secondly by varying degrees of unitary experience or feelings of oneness, correlating with the emotional discharges just described (D’Aquili and Newberg, 1999: 95).

[bookmark: _Toc31125167]3.3 Dance and Trance

The religious significance of dance is without doubt (Hume, 2007: 61). For Hardy (1979), dance enables ‘a feeling that there is a spiritual reality that appears to be beyond the conscious self with which the individual can have communion’, while Hanna (1982) suggests that embodying the supernatural leads to inner transformation. Such an experience leads to new forms of awareness ((D’Aquili and Newberg, 1999), notably the awareness of ‘Heaven’ (Tian), which I argue is manifested through dance in Confucianism and Daoism.

In many cultures, dances are performed to unite the dancer with the Divine (Hume, 2007: 70). Ethnographic studies can provide food for thought for alternative interpretations (Collard, 2016: 227; Bourguignon, 1973), such as: feelings of intense emotions and changes in body image; from ancient times until today, the dancer’s ethereal dresses are used to transform the idea of physical body and make it seem more divine. The dissolution of boundaries between self and others, often interpreted as an experience of cosmic ‘oneness’; perceptual distortions and hallucinations; and the ascription of increased meaning or significance to such experiences (Ludwig, 1968: 77–83). 

Societies across the world include a dualistic metaphysical concept, ‘whereby a distinction is made between an empirical ‘everyday’ world and the ‘spirit realm’, where deities, spirits and other divine beings reside’ (Ludwig, 1968: 85; Morris, 2006: 313). In this scenario, the body itself (as opposed to reliance on sounds, smells, artificial stimuli, etc.) is regarded as a suitable vehicle to enter the altered states of consciousness to experience the divine. Entering an altered state of consciousness is frequently considered to offer a means of entering or interacting with the supernatural world and its inhabitants (Hayden, 2003: 5; Lewis, 1971; Ludwig, 1968, 85; Pearson, 2002: 74; Sherratt, 1995: 16). In our case, the Chinese image of Heaven can be pictured as such a supernatural world, where music plays a very important role. Dancers using their bodily experience are entering in a mode of perception where all their teachings from songs and rituals can be find manifested.

‘Dance is the art of portraying a certain state of mind through the ordered rhythmic actions and configurations of the human body’ (Wang, 1985: 1). 

Wang’s ‘state of mind’ is the experience of Heaven that I argue for. According to Hume’s new anthropological perspective, trance is intimately connected to dance and relevant to other altered states of consciousness such the feeling of oneness with the Divine (Hume, 2007: 75). The body enters to a kind of ‘flow’ experience (Csikszentmihalyi and Csikszentmihalyi, 1988), consisting of ‘a totally focused involvement, the sense of being outside everyday reality, a sense of serenity and timelessness’ (Hume, 2007: 75). The fluidity of time and space is what may be called the presentative aspect of many rituals (Smart, 1995). 
People by being participated in rituals are more likely to become incorporated into mythical narratives (D’Aquili and Newberg, 1999). By participating in rituals one can experience directly the meaning of every action. Dance cannot only be seen as a beautiful bodily presentation, but it can bring ‘experiences that occur in the here and now into a culture’s mythic and spiritual worldviews, reflecting ancient religious beliefs and practices while embodying them in present-day performance’ (Descutner, 2010: 21). In our case, the devotee possessed by the meaning of heaven crosses the threshold into another state of being, and in such a state it is the incarnation of heaven, which can be described as Hume (2007) a ‘sense of serenity and timelessness’ (because Tian is actually the mythological story that Chinese have for its image). The function is not to flash messages back and forth from brain to brain, but to embody such a significant form, in our case heaven. Joseph Campbell explained what a significant form can be; it is the rhythm of life projected in design; the invisible pattern of the psyche reflected in time and space…the creative centre where human consciousness and unconscious fruitfully touch (Campbell, 2017: 11). And this is the moment of the dance, when only then such a great union is achievable.

D’Aquili and Newberg tried to give light to the neurological state that happens to the brain during a religious experience. The nature of ritual behaviour consists of a sequence of behaviours that are structured and patterned, rhythmic and repetitive, and act to synchronise affective, perceptual-cognitive, and motor processes within the central nervous system of an individual participants (D’Aquili and Newberg, 1999: 89). They claimed that in a case of rhythmic stimuli, the brain generates ‘a state that consists not only pleasurable sensation but, also, under proper conditions, a sense of union with conspecifics and a blurring of cognitive boundaries (D’Aquili and Newberg, 1999: 89). They suggested that such driving of the autonomic nervous system by rhythmic stimuli strongly stimulates the holistic operator, letting numerous degrees of gestalt perception (D’Aquili and Newberg, 1999: 89).

It is known that within the experience varies from individual to individual. However, one can experience gradual growth of a sense of awareness (Hardy, 1979). Self-transformation is a consequence and corollary of self-transcendence (D’Aquili and Newberg, 1999: 161). As we talked before about self-realisation in Confucianism, we can understand now, that this state of being rules their life, after achieving such purpose. In other words, the subjective awareness can become primary (D’Aquili and Newberg, 1999), which mean that the beliefs of Confucians can be seen as their primary awareness through their transcended dancing experience of heaven.

[bookmark: _Toc31125168]3.4 Heaven and Dance

One of the most significant features of the Virtuous Music (i.e. the music which contains song, dance, poetry and ethics, according to the Yue Ji -see above), is that it has its origin from heaven, while ceremonies take their forms from the appearances of earth (Yue Ji 14). Ceremonies are a return of the feelings as carrying the mind/heart (xin) back to what originated; and by this it meant the heavens (Li Ji 37). After Yue Ji (7), ‘it belongs to the nature of man, as from heaven to be still at his birth’, i.e. human nature is good as it is originated from Heaven. If a man is affected by ‘external things’ like unvirtuous music (yin), he ‘cannot come back to himself and his heavenly principle is extinguished’ (Yue Ji 8) and this leads to unwanted disorder. The power of music is to influence people’s heart/mind in order to bring them back to their initial stage of humanity. Dance induced altered states of consciousness might induce catharsis and turning, a state of vertigo (Hanna, 1988: 285). In other words, music and dance can heal wounds created by external things and drives people’s heart back to their heavenly nature. Indeed, the text follows clearly the Confucian theory of human nature as good, as discussed by Mencius (Nadeau, 2012). However, Xunzi claimed that it was evil, but such a statement cannot be found in the text of Yue Ji, although he believed that it can be cultivated through the power of the ritual (Cook, 1995: 9).

Xunzi (born c.310 BCE) is known for its phrase that the human nature is evil. To understand Xunzi’s moral philosophy, he claims that xing is originally without an ethical framework but people’s xing has a natural tendency to dominate us, leading to a bad behaviour (Tang, 2016: 135). Human nature is the translation of the Chinese term xing. Confucians believe that the xing can be transformed; in case of Xunzi from evil to good by Confucian learning, the centre of which is ritual propriety (li) (Tang, 2016: 1). By contrast, Mencius argued that the xing is good. Both are considered to be Confucians, showing that the terms Daoists and Confucians do not have fixed boundaries. 

An additional feature of undoubtedly Confucian origin the appearance of ‘gentleman’ or ‘superior person’ (junzi).  Yue Ji portrays a gentleman as a man of virtue who understands music. In script (Yue Ji 5) speaks that ‘he who has apprehended both ceremonies and music may be pronounced to be a possessor of virtue. Virtue means realisation (in one’s self)’. Yue is one's self-conscious enjoyment of music, or the return of the self-conscious individual into his own creation (Cook, 1995: 27).

Music is not only an indispensable element in formal ceremonies, but it is also conceived as reflecting the moral and political condition of state and as having a profound influence on the moral sentiments of the individual. Harmony is the ultimate aim of ritual music and this harmony can be expanded in a political and cosmical level and so on a personal level (Legge, 1871). The Book of Rites, the Confucian classic that describes ceremonial activity in ancient China, places the instigation for dancing in the sound that ‘issues from Man’s innermost being’, and declares that ‘Man’s feelings are excited by the external world’. All this produces ‘music’, which is the combination of song, poetry and dance as well as instruments, which ‘were considered as arts for expressing Man’s ideas and feelings’ (Wang, 1985; Descutner, 2010: 92). Furthermore, Cook (1995) describes Yue as the ultimate flawless ‘vibration’ that directly reaches the heart of a human and which can accomplish harmony in one’s self.

People who follow the rituals and the musical education are able to live in harmony not only with their fellows, but also with the cosmos, enveloping all, and those who do not are wicked and pitiable (Goldin, 1999: 81). But most importantly harmony within themselves (Cook, 1995).


[bookmark: _Toc31125169]4.Dance: A Great Metaphor

As seen above, dancing rituals played a significant role both in Confucianism and Daoism. In my last chapter I aim to demonstrate how dance can metaphorically express the ideal meeting point of Confucian and Daoist thought. 

[bookmark: _Toc31125170]4.1 Li

An important theme that it was highly valued in Confucianism is education and learning. According to Liu and Habberstad (2014: 298), the Record of Music (Yue Ji) presents a ‘comprehensive explanation of the meaning of ritual or the techniques for learning’. Hence, the Confucian vision of Virtuous Music is a crucial element for personal cultivation (Sigur, 2015: 16). In Confucianism, it is the individual aim to become fully human (chengren), but humanity in general and the self-realisation of each person are part of a journey, a dynamic process of ‘human becoming’ (in the words of Ames, 2011). The ritualistic and musical learning are self-cultivation techniques that lead to self-realisation (Tang, 2016). Confucius in The Great Learning said that to be cultivated and to become ‘chengren’ is to experience Heaven. Steben summarised: ‘The Confucian self-cultivation, as is so in every other great culturo-religious tradition, involves the integration of body, mind and will be catalysed by experiences of self-submission and self-transcendence mediated by music, art and ritual’ (2010: 110). Having successfully practiced self-cultivation, there follows – as a kind of domino effect – social order and eventually cosmological order.
 
In chapter seven of The Great Learning, Confucius explains what he meant by the term ‘cultivation’: 

‘The cultivation of the person depends on rectifying the mind may be thus illustrated: - If a man be under the influence of passion, he will be incorrect in his conduct. He will be the same, if he is under the influence of terror, or under the influence of fond regard, or under that of sorrow and distress. When the mind is not present, we look and do not see; we hear and do not understand; we eat and do not know the taste of what we eat. This is what is meant by saying that the cultivation of the person depends on the rectifying of the mind.

In other words, Confucius’ definition of a cultivated man is the man whose mind/heart (xin) stays present. Their graceful dance education has the great quality to represent such a statement. In addition, Joseph Campbell (2017: 11) claims that art – including dance – brings out the living structure-lines of the cosmos and presents them to the mind, thus revealing to us the proportions of our existence: this sets our minds in harmony for a moment and this harmony is the essence of life. As mentioned above, the ritual propriety in pair with Virtuous Music could achieve harmony from a personal to a cosmological level. Confucius said ‘a man who understands this way in the morning dies with content in the evening’. Because when you gain understanding, you do not put your hope in time because time will not solve your problems (Watts, 2002: 46). For Watts (2002) the present moment means eternal life when you ‘come to your senses and join the dance’.

[bookmark: _Toc31125171]4.2 Wu-Wei

Wu-Wei is the Daoist principle of ‘non action’ or ‘non-forcing’ (see Chapter 2). Zhuangzi (13) wrote that the so-called heavenly Dao is following the pattern of Heaven. For him, the pattern of the Heaven means following the way of nature, like resembling water: ‘if it is blocked and cannot flow, it cannot remain clear. This is like the virtue of Heaven’ (Palmer, 2016). Wu-Wei is to ‘roll with the experiences and feelings as they come and go… this is called flowing with the moment… this now-streaming is the Dao itself’ (Watts, 1975: 96)

The Heaven’s Way is considered ‘the grounding of all goodness or value in the world’ (Slingerland, 2014: 42). So, wu-wei and de are fundamentally linked to Heaven (ibid). Wu-wei works because to be wu-wei, one has to follow the Heavenly Way – and whoever follows the Heavenly Ways gains ‘de’, i.e. power. This association has important implications for understanding the kind of spontaneity that the early Chinese valued so highly. Spontaneity in the West is stereotypically related to people just doing what comes to their head. However, wu-wei means to be part ‘of something larger: the cosmic order represented by the Way’ (Slingerland, 2014: 42).

While Slingerland (2014) analyses spontaneity as an important element in Daoism, Watts (2002) calls the same Daoist concept ‘Purposeless-ness’: both aim to express the importance of being in the present moment. By observing nature, one can comprehend how valuable the present moment is. Already Watts (1999) has shown that the best way to understand is by the analogy of music and dance, i.e. when people listen to music, they do not think what they have heard before or what will follow; they just enjoy the present moment as the music unfolds. Dance works the same way as music, as ‘great dancers don’t aim to a specific place at the dancefloor; they just dance, the aim of dancing is to dance’ (Watts, 2002: 33). Both qualities, spontaneity and purposeless-ness, can be comprehended much more easily if we visualise such examples.

For the early Chinese, the Daoist philosophy had cosmic implication since the Way was considered the proper means on how to become a perfected human being, or faithfully doing the will of Heaven (Slingerland, 2014: 42). The same inherent goodness of Heaven characterises the Way (Dao), which literally refers to a path or road- a physical way. By extension, it can also mean the way to do something and, in this context, the right way (Slingerland, 2014: 41).
Scholars, such Hartz (2009: 17) have associated Confucianists and Daoists not with the term religion but as living philosophies because they advocate ‘a practical moral behaviour and self-improvement’. We already discussed the Confucian view on dancing to embody such a philosophy. We can now compare it the Daoist point of view.
After the dedication of Confucians and their disciplined practices (li), the Daoists argued to surrender and leave such knowledge behind (wu-wei). Confucians teach the art of discipline while the Daoists teach the art of surrender. In this respect, I argue that one can embody the main core of Chinese philosophy, starting from the Confucian ideology and embracing the Daoist ideology at the end. Such a balance can create the amazing flowing state in one’s life. Again, dance can be the supreme metaphor to picture such a philosophical union of these two tendencies. To achieve harmony in one’s dance, one needs the discipline of Confucianism and when one has learned the choreography, one needs to unlearn it, to surrender one’s dance in the music, in order to feel it and emerge with the Dao. Both qualities must be embraced in order for a harmonious dance to exist.  To support my argument, I am going to give an example from the Zhuangzi (the second most important text in Daoism after Dao De Jing), where it is hard to draw a boundary between ‘Confucianism’ and ‘Daoism’ view.

The Dao De Jing’s evolutionary ontology has four distinct stages: from human to earthly, from the earthly to the heavenly, from the heavenly to the Dao, and from the realm of Dao to the natural law of Nature (Chai, 2019: 29).These four stages occur in a story of Zhuangzi, between Confucius and his discipline Yan Hui, who is attempting to conjoin with Dao. The first stage is forgetting benevolence and righteousness, followed by rites and music. Having unlearned all social norms and epistemological conventions, Yan Hui’s mind returns to a state of quietude and emptiness (Chai, 2019: 29) (emptiness in Zhuangzi context). Here, I should say that even if this is clearly opposed to the Confucian view of rites and music, I will argue that it is a step beyond and not backwards. You need to learn something in order to unlearn it. Only in such a way someone can return successfully to the stage closest to Dao (Chai, 2019: 30). The flow of ritualistic action and that is the best description in my opinion that it can be given as the rhythm can be better understand by their analogy with music and dance.  

[bookmark: _Toc31125172]4.3 Surrender

Another story of Zhuangzi describes and analyses the concept of natural existence, which is the state of letting go and flowing in the story of a master carver. The wood carver had to forget himself and all he had to learn in order to create the perfect bell stand. In other words, he had to let Dao take over and once he was in harmony with the nature of the tree, the beautiful bell stand emerged from the wood without effort on his part (Hartz, 2009: 108). Zhuangzi’s story of the master carver shows ‘how the creative force of Dao can work in people who let it come into their minds and bodies’ (Hartz, 2009: 108). This philosophy can be applied in any type of art especially in dance, as Watts has argued (1999; 2002). The dancer is a work of art in the flesh (Campbell, 2017: 11). Because motion attracts attention and dance is cognitive and multisensory, dance has the unique potential of going beyond other arts and audio-visual media in framing, prolonging or discontinuing communication and in creating moods, a sense of situation and a divine manifestation (Hanna, 1988: 285). 
 
The concept of wu-wei, the exercise of quietism, means letting go of all worldly thoughts and actions so that the Dao might enter. This concept suggests the way of ‘existing without conscious effort as nature does’ (Hartz, 2009: 14).  That is how Daoists can achieve immortality and ascent to heaven, not just in spirit but materially too.  Through their body, they ascent the human nature; and this immortal state is called xian.

In the ancient Daoist classic, the Zhuangzi (c. 3rd century BCE), we read about the sages who preserve their own ‘constancy’ within the flow of things by changing along with them in their continuous flux. Being ‘constant’ in this sense does not imply being static or stagnant; in fact, it means quite the contrary since, no less than nature, society is subject to constant change (Sigurdsson, 2015: 10). The Daoist orientation toward harmonious coexistence with nature, therefore, is no mere adaptability or submission to its forces. It is no stoic adoption of inner passionless-ness or apathy toward the events of our surroundings. It is rather a movement toward understanding the process of nature in its entirety, its internal interconnections, and the mutual influences of human beings and their environment, and, for such a movement, experience is vital (Sigurdsson, 2015: 10). In this case, dance looks the ideal image to resemble such a movement. 

[bookmark: _Toc31125173]4.4 Trust

As we have seen above, the fundamental virtue of a human being in Confucian thought is the one called ‘ren’. Alan Watts interprets the term as: ‘human- hearted-ness’ and de (‘virtue’) ‘not in a sense of moral propriety, but virtue in the sense of magic, as when we speak of the healing virtues of a certain plant. A man of virtue… trust human nature in the full recognition that it is both good and bad, that it is both loving and selfish’ (Watts, 2002: 25).

Watts (2002: 34) ended his argument by saying ‘to live we must have faith’. However, as faith is a term used in Christianity, it is be better to call it ‘trust’ (xin ‘honesty’) as there is no perfectly corresponding English translation. This means that, whether one follows the way of li or the wu-wei or both, one should trust one’s own path. Such a statement seems equally important in both philosophies and if we want to interpret it more, we should think of what ‘faith’ means as Christian concept. In my opinion, the meeting point between Confucianism and Daoism is the one of trust. Chinese people say that “If you cannot trust yourself you cannot trust anything, because if you cannot trust yourself you cannot trust anything…” and this is something that the Daoist philosophy and Confucian philosophy agree (Watts, 2002: 24).

Therefore, the choreography of our everyday existence must be characterised by the value of discipline which was introduced by the Confucianism (wei) but also of the value of surrender (wu-wei); the last quality indicates that the dancer should flow like the Dao and (s) he should lose himself/herself in this ritualistic experience. In other words, one should live according to Confucian principles in a Daoist manner. Follow the disciplines by flowing in every situation. This is the cosmic pattern of the dance that one must join. And this dance embraces these two tendencies as a whole. Sages from Confucius at age seventy to the Daoists describe wu-wei as a way of fitting with the universe (Slingerland, 2014: 42).

Nevertheless, if we insist on separating these philosophies, I think it will be useful to see the way they perceive the human body. In the previous chapter we have seen that ‘The Ruist ideal is still a mortal man, albeit a perfect one’ (Eno, 1990: 178). In contrast with Ruist texts, the Daoist ones do not usually present the sage having powers in conflict with the physical boundaries of man, such as the ability to fly (Eno, 1990). And so, in the dance, the Confucians experience the transcendent through their bodies, while in Daoism they transcend their bodies, existing and flowing in the sky as the dancing deities that were described.

[bookmark: _Toc31125174]4.5 Dancing in the Longue Durée

Like music, traditional Chinese dance originated in ritualistic activities, such as courtship and ancestral worship. The first known dances come from the Shang dynasty (sixteenth to eleventh century BCE) and were performed by Wu (‘shamans’) as a way of communication between the gods and humans (Descutner 2010: 86). With such an ability they quickly acquired a high status, and later on, they were using dancing in order to guarantee a good harvest, to end a drought or flood, or to quell evil spirits (Yibin, 2000: 208). As early as the 11th century BCE, in the Western Zhou state, musical rites and dances were significant in paying homage to Heaven, Earth and the ancestors (Wang, 1985). Furthermore, they created an elaborate system of ritual music and dance as tribute to past military victories as sacrifice for future support (Descutner, 2010: 91). Subsequently, dance developed as part of political ceremonies and as an important form of entertainment. The folk and ritual songs collected in the Shi Jing describe female dancers of the Zhou dynasty entertaining guests at official banquets and private drinking parties with their splendid costumes, elegant movements and dynamic formations (Yibin, 2000: 208).

There are many examples of these types of dances that can be drawn from ancient times until today. Nowadays, dance is performed in many theatres in China as a way of entertaining tourists visiting the country and its famous sights. But as Hanna has convincingly demonstrated, danced forms of the divine, incorporating hyperactive and ‘seemingly spontaneous move in possession dances, are culturally patterned, whether the instruction, schooling, or watching performers’ (1982: 284). Even though the character of the dances might change through time, we must examine which philosophical understandings and cultural patterns have created these forms of music and dance. Though dance can be an important form of life entertainment, but it is much more than that; it can carry with it important aspects of the culture and, in our case, as I have aimed to demonstrate, it carries and even embodies the aesthetics of people’s philosophies towards their body.

Our holistic approach to dancing in China has enabled us to see how every single dance move across Chinese history may have had a much deeper meaning and sense than it may appear at first. To dance is to feel one’s self as part of the cosmic world. And this is precisely what Confucianism and Daoism wanted people to do, to join this cosmic dance by our way of living. And even if dance only seems to function metaphorically here, by literally joining a dance the Chinese ‘philosopher’ became part of the cosmos, as I hope to have demonstrated in this dissertation. And even if some people would argue that dance is merely a form of entertainment without much meaning, we should remember Alan Watts’ statement: ‘in this kind of meaninglessness that we come to the profoundest meaning’ (2002: 70). 



[bookmark: _Toc31125175]Conclusion

As our study of dancing in China in the longue durée has shown, dance was used – and is still used today – as a physical and emotional form to experience fundamental concepts of Confucianism and Daoism. If we follow Hardy’s understanding that the human experience of our world is intellectual, practical, aesthetic and moral (1979), then we can see that all of these aspects can be expressed in dance. The interconnection of mind and body, of cognition and emotion justify the power of dance (Hanna, 1982: 284). In Confucianism-Ruism, the ‘Way of Sages’ indicates that ‘dance’ is a life praxis experience, since the philosophers lived according to the rhythmic qualities of their rituals. Having created a ‘choreographical’ lifestyle, this ‘choreography’ can be metaphorically entitled as the dance of everyday existence. Hence, Confucian scholars were the ‘Masters of Dance’ (Eno, 1990) as a comprehensive ritual choreography stands at the focus of their world. Even if dance has not occupied the daily life of a Ru compared to other types of ceremonies, it stood as the ‘ultimate expression of Ruism’ (Eno, 1990: 180). These ‘Masters of the Dance’ entered a state of divine grace, which I chose to name Heaven (Tian). Such a phenomenon can be analysed in terms of religious experience, which is, according to Hardy’s (1979) definition, the experience of a transcendental reality. I hope to have shown that the core of Confucianism and Daoism suggests that the ultimate way to manifest such a transcendental reality is by using dance, whether metaphorically or literally. In manifesting divinity, dance could be both the means and the end; it may also be (i.e. exist unto itself) and mean (i.e. refer symbolically to something beyond itself – Hanna, 1982: 285) ‘Heaven’.

By contrast, Daoist philosophy claims that one needs to surrender and ‘unlearn’ the ways of li. That is the balance that can create the so-called ‘flow’ state (Csikszentmihalyi, 1988). In my opinion, Daoism did not oppose the Confucian philosophy, but it aimed to fulfil the ideals of ‘being’ in ancient China. Both ways of life consist an applying wisdom in our everyday life experience. By engaging and balancing both of the qualities of the ‘Confucian’ li and ‘Daoist’ wu-wei, one can contributes to a universal discourse on human goodness as one gains self-realisation. And this self-realisation is Heaven (or likewise the Dao or nature).

The underlying assumption of all these practices is the correlation of the microcosmic body to the macrocosmic universe that we can equally see in Chinese medicine and cosmology (see Oldstone-Moore, 2000: 94). Instead of choreography, Daoism speaks of a spontaneous dance during which one accepts the ways things are by following the ways of nature, embody heaven and let the individual to transcend into an ultimate reality. Amiot, a 18th -century French Jesuit missionary to China, argued that dance was significant in order to ‘assign to the events that took place in China the place that they deserve in world history’ (Lenoir and Standtaert, 2005).

Both Confucianism (the philosophy of li) and Daoism (the philosophy of wu-wei) demonstrate trust in their doctrines. Both are bodily-oriented religious practices. Confucianism provides a type of yang in balance and opposition with Daoism which holds a more yin perspective with a nature-centred focus (Descutner, 2010: 91). Sigurdsson (2015) suggests that the classical Confucian approach to human culture is on a pair with the Daoist approach to the natural world as distinct from the social and therefore, he argues that ‘whether speaking of Confucian or Daoist sensibilities, that the general orientation of ancient Chinese philosophical thought can be characterised as seeking harmony in a world, whether natural or social, of continuous change’ (Sigurdsson, 2015: 11). At this point, I would argue that the difference between Confucianism and Daoism – at least regarding dance – is that the adherents of the former embody the transcendent while Daoists transcend the body. It could therefore be possible that one can live according to Confucian principles in a Daoist manner since both present the eternal ‘now’ of the dance experience.

Dance can be the principal bridge to connect human consciousness with Heaven, as well as the human body with the Dao. As Csordas (1994: 6) defined embodiment as ‘the existential ground of culture and self’, I suggest that the body of the dancer embodies one of the ultimate goals of an individual’s transcendent journey according to Confucianism and Daoism, namely to become equal to Heaven, to model one’s behaviour and character on Heaven. As dance literally and metaphorically can help to embody the ideal encounter between Confucianism and Daoism, we should put dance back at the centre of the Chinese philosophical experience in order to avoid certain limitations that come with academic philosophy, for instance a focus on discursive rationality.
[bookmark: _Toc31125176]Glossary

yue	樂 music
ren 	人 humanness
Dao	道 also Tao
Ruism	儒家 another word for Confucianism
li         禮 Ritual propriety
xing     性 human nature
wu       舞 Dance

cheng ren 成人 fully human
xian   仙/僊 Daoist transcendent
tian   天 Heaven

tian ming   天命   Mandate of Heaven

xin   心   Heart/Mind

xin 信 trust, honesty
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