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Abstract As a traditional Chinese folk instrument with a history of 2,000 years, the pipa has been valued by the Chinese
government and favored by the Chinese people for its unique sound and rich expressive power. However, the development
lineage and current status of pipa education in China have rarely been clarified, especially the current status of pipa
education. This study used narrative review techniques to organize and analyze the history and current status of pipa
education. This paper reviews the history of pipa education in China, focusing on the current development of pipa education,
including teaching institutions, representative figures, target students, and teaching models. The study revealed that
contemporary Chinese pipa education has achieved remarkable accomplishments. China’s eleven conservatories serve as
the primary institutions for imparting contemporary pipa education. Representative figures such as Lin Shicheng, Wang
Fangdi, and Liu Dehai have made substantial contributions to the advancement of contemporary pipa education. However,
pipa instruction is primarily targeted toward children and university students, with limited emphasis on elderly people and
special children. Individual and group lessons in traditional pipa instruction possess their respective merits and drawbacks.
Nonetheless, further exploration is warranted regarding integrated teaching models and the application of contemporary
information technology in innovative teaching models to facilitate the advancement of modern pipa education.

Keywords: pipa education, traditional music education, innovative teaching, conservatory roles, traditional educational
evolution

1. Introduction

Music instrumental learning is beneficial for bringing joy and shaping morals and good personalities (Demirgen & Esin,
2016) as well as promoting the development of memory (Jancke, 2019), hearing (Baylor University. Robbins College of Health
and Human Sciences, 2019), and reading skills (Sofologi et al., 2022). The Chinese Government considers music education to
be significant in developing people’s aesthetic and humanistic qualities. Between 2015 and 2020, the government called for
the strengthening and improvement of music education in schools, including the promotion of ethnic music as a fundamental
principle of music curriculum standards and the emphasis on incorporating traditional music from all ethnic groups in China
into the teaching content (Ministry of Education of the People’s Republic of China, 2021).

The pipa has a long history and deep cultural heritage; as one of China’s national musical instruments, it plays a vital
role in traditional Chinese culture. After entering China around the 4th century AD, the pipa was introduced to China from
Persia via Tianzhu (Yuan, 2016). At this time, the pipa had a curved head, four strings, four ledges and a pear-shaped body. The
earliest known written record of the pipa is The Interpretation of Names and Interpretation of Musical Instruments, which
states that the pipa was named after the two techniques of playing the pipa, “pi” (when the hand is played forward) and “pa”
(zhang & Wu, 2021). It was played with the left hand, held horizontally or diagonally downward, and the right hand played
with a wooden plectrum. The pipa was introduced to China and became popular among the nobility of the Tang court. In 765
AD, Emperor Tang Ming Huang composed a solo piece for the pipa, The Music and Dance of Wearing Rainbow-Colored and
Feathered Costumes (Yuan, 2016).

By the Song Dynasty, the government promoted Literal, and it became popular to compose Song lyrics. Song lyrics
mostly describe the inner feelings of individuals. At this time, most pipa pieces relied on Song lyrics, and the melodies were
gentler and soft to align with the Song style. Meanwhile, the way the pipa was played began to change. When a passionate
piece of music was to be played, the plectrum was used; when a softer piece of music was to be played, the fingers were used
(Gao, 2016; Yuan, 2016).

During the Ming and Qing dynasties, the head of the pipa changed from curved to straight, and ten frets were added to
the body of the instrument (Yu, 2011). The pipa was played with the left hand held vertically, and the right hand was played
with the fingers instead of the plectrum. The modern pipa followed the shape and playing posture of the Ming and Qing
dynasties (Gao, 2016). However, to increase the expressiveness of the pipa, the body of the pipa has increased from four ledges



https://doi.org/10.31893/multirev.2025001
about:blank
http://crossmark.crossref.org/dialog/?doi=10.31893/multirev.2025001&domain=pdf
https://orcid.org/0000-0001-7203-5833
mailto:411750773@qq.com
https://orcid.org/0000-0003-1241-748X
http://orcid.org/0000-0002-1715-946X

and ten frets to six ledges and twenty-four frets, and twelve equal temperament tunings have been adopted. Plastic synthetic
nails were used instead of natural nails, and the strings of the pipa were replaced with steel from nylon.

1.1. Problem statement

Over the past decade, pipa education has received much attention from the Chinese government and pipa scholars. A
search of CNKI, China’s most significant academic literature database, revealed at least 3,000 publications on pipa teaching
during the past decade. However, a search of CNKI as of 5 November 2023 revealed no literature review of one pipa education
article. Contemporary pipa education is supposedly a music education activity that combines theoretical knowledge and
practical experience; however, the implementation of contemporary pipa education remains scarce in the current literature
review. It is necessary to organize and summarize the current status and challenges of pipa teaching for pipa researchers and
educators to rethink and reshape the future direction of pipa education and to improve its quality.

1.2. Research objectives

This study aims to provide a clear image of current pipa education through a brief overview of the historical
development of pipa education, which will enable a better understanding of the development of pipa education today. This
study describes the current status of pipa teaching institutions, representative figures, teaching targets and teaching models
to identify the challenges that exist in current pipa education and aims to promote the development of pipa education in China
in the form of recommendations.

1.3. Research questions

Although previous studies have organized the history of pipa education, no research has been conducted to clarify the
current state of pipa education. Therefore, this study aims to answer the following questions:

a) How did pipa education develop historically?
b) What is the current status of pipa education?

2. Method

This study adopts Ferrari’s (2015) methodology to conduct a narrative review. To obtain appropriate literature, the
keyword combinations used in this paper were “pipa + education”, “pipa + teaching” and “pipa + course”. Searches were
conducted in the Chinese databases CNKI, Wanfang, Wipu and Pub Scholar. The inclusion criteria were studies on pipa teaching
published in Chinese between 2013 and 2023, including journals, books, theses and newspapers.

Initially, 3648 articles appeared in the first round of the search, with a large number of studies cross-referenced in
multiple databases at the same time. As CNKI is the largest academic literature database in China, the authors decided to use
mainly data from CNKI in the second round of the search. The abstracts of each paper included for consideration were initially
screened according to the research questions of this study. The exclusion criteria were unavailability of the full text,
noncompliance with the research question and non-Chinese literature. This paper highlights 37 studies that met the search

criteria and had high journal quality (Chinese provincial journals and master’s theses and above) or high citation counts.
3. Development of Pipa Education

From the end of the Han Dynasty (circa 550 AD) until the beginning of the Song Dynasty (circa 960 AD), pipa playing was
mainly for the court or upper classes; thus, pipa education relied heavily on the musical institutions established within the
court, such as the School for Court Musicians and the Pear Gardens Government (Yuan, 2016). The School for Court Musicians
(Encyclopaedia of China, 2023a) and the Pear Gardens Government (Encyclopaedia of China, 2023b) were institutes established
in the Tang Dynasty to train musicians and were later used in the Song Dynasty.

There were few solo pipa compositions during the Tang Dynasty, and the pipa was mostly used as a leading instrument
or for accompanying dances in the court Yan music (Wu, 2017). By the middle of the Song Dynasty (circa 1020 AD), the economy
of the Song Dynasty was prosperous, the middle class was growing, and people were satisfied with their material life and began
to pursue spiritual enjoyment.

The Song Dynasty saw the emergence of a place specializing in entertainment, the Golan Washe. Golan Washe, an
entertainment venue for performing theatre and various performing arts during the Song and Yuan dynasties (Encyclopaedia
of China, 2023c). The number of folk music artists gradually increased, and the pipa gradually entered the folklore. The Song
Literal popularly wrote Song lyrics, and the pipa also became the main accompanying instrument for Song lyrics. The prosperous
development of music culture in the folk in the Song Dynasty is a sign of China’s ancient music culture moving from powerful
to ordinary people and from palace to folk (Zhang, 2015).

The pipa players of the Tang and Song dynasties accumulated a wealth of performance experience and repertoire, which
played an essential role in promoting the maturity and development of the art of pipa solo performance. With the gradual
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increase in solo pipa pieces and pipa performance techniques around the 19th century, folk musicians and folk class
organizations began to teach the pipa. Pipa education began as a teacher-apprentice relationship (Yuan, 2016). Moreover, the
pipa was divided into southern and northern genres of performance (Han, 2014). The southern genre was represented by Chen
Mufu, while the northern genre was represented by Wang Junxiao. However, for unknown reasons, the northern genre of pipa
declined, while the southern genre flourished. Due to the limitations of transport, economy and communication at the time,
the southern genre gradually developed into several schools, namely, Wuxi, Pinghu, Chongming, Pudong and Wang (Feng,
2022; Yuan, 2016). Most of the schools have published their specific pipa scores or special performance techniques.

The Wuxi School is the first branch of the Southern genre. The founder of this school was Hua Qiuping (Shi, 2019). He
studied with two masters of the Northern and Southern genres, Wang Junxiao and Chen Mufu, and thus, his playing style
combines the strength of the Northern genre with the turns of the Southern genre (Shi, 2019; Wan, 2004). He then returned
to Wuxi to compile True Transmission of the Secret Pipa Scores of the North and South Genres with Hua Yingshan, Hua Zitong,
Zhu Youquan, Xue Yuquan and others in 1819. The material consists of 3 volumes of 62 minor pieces and 6 sets of major pieces
for the pipas of both the Northern and Southern genres. A minor piece is a short musical piece, and a major piece is a
composition with multiple minor pieces (Shi, 2019; Yuan, 2016).

Afterwards, the Pinghu School was founded with Li Tingsen and Li Fangyuan as representatives. Pinghu is simple, subtle
and natural, with an emphasis on the communication of moods and emotions. The New Pipa Scores for the Thirteen Great
Songs of the Northern and Southern Genres were written by Li Fangyuan in 1895. This material retains five pieces from Hua
Qiuping (1819) and another eight new pieces (Chen & Gao, 2023). In this material, he introduced many special techniques of
the Pinghu School, such as Jiao (the left hand intertwines strings, right hand playing) and Sha (left hand nails against the strings,
right hand playing). Second, he also adapted some of the minor pieces into divertimento. Finally, to help the performer grasp
the music, he added titles to the pieces (Shi, 2016).

The Chongming School is represented by Shen Zhaozhou and Liu Tianhua (Feng, 2022). In 1916, Shen Zhaozhou compiled
the book Yingzhou Ancient Tune. It consists of 3 volumes, with a total of 44 smaller pieces divided by tempo into 22 largo, 17
allegro, 5 free rhythm, and 1 major piece. Most of these minor pieces are derived from Song dynasty lyric sheets; therefore,
they are of high cultural and historical reference value (Cui, 2021).

The Pudong School is represented by Ju Shilin and his disciples Ju Maotang and Chen Zijing. The Pudong School
specializes in the performance of Martial Pieces (Wuqu: narrative pieces, usually bold and vigorous). They pay close attention
to the careful handling of music as well as timbre fluctuations, emphasizing the contrast in loudness between strength and
weakness (Jiang, 2021). The Pudong School also innovated many performance techniques, such as Zhe (thumb and index finger
hook different strings inwards simultaneously), Fen (thumb and index finger play different strings outwards simultaneously),
Lun (the index, middle, ring, and pinky fingers of the right hand pluck outwards sequentially, the thumb pick the string) in the
right hand and pressing in the left hand. Shen Haochu, a disciple of Chen Zijing, published the Yang Zhen Xuan Pipa Score in
1929. The complete score is 3 volumes and contains 14 pipa pieces. For the first time, the material divides the styles of pipa
music into Literal Pieces (Wenqu: lyrical and scenic music), Wuqu and major pieces (Gao, 2020; Wu, 2012).

Wang Yuting was originally a disciple of Chen Zijing of the Pudong School, but he later studied with Li Fangyuan and Ni
Qingquan and gradually developed his style of playing, which led to the creation of the Wang School (Cui, 2021). Wang Yuting’s
style of playing is simple and rigid but more contemporary in its approach to music, especially with traditional pieces (Yuan,
2016). At the same time, he was somewhat innovative in his technique for the pipa, creating the Hua (pull the string to another
pitch) in the left hand and Feng diantou (the index or middle finger flicks back and forth, the thumb pluck different string) in
the right hand. He published the Wang Yuting Pipa Score in 1940 with 19 pipa pieces. His many disciples, many of whom have
become contemporary pipa players or educators, have had a significant impact on society (Cui & Zhao, 2022).

4. Current Status of Pipa Education
4.1. Teaching institutions

Between 1927 and 1964, nine professional conservatories were established in China. The heirs of various genres entered
the conservatories as pipa teachers. For example, Zhu Ying, a disciple of Li Fangyuan, later joined the Shanghai Conservatory
of Music, China’s first conservatory, to teach pipa (Shi, 2016). In 2013 and 2016, China added two more specialized music
colleges. As the number of students has risen sharply, the Ministry of Education of the People’s Republic of China has also
opened music majors at numerous universities to meet this demand.

In addition to pipa courses offered by universities, instrumental music training institutions, societies, or private studios
also provide pipa courses. For instance, the Xianshun Pipa School in Liaoyuan City, China, is renowned as one of the most
esteemed pipa schools, having trained over 3,000 students who have subsequently pursued studies at professional music
conservatories since its establishment in 2006 (Chinese Artist, n.d.).

4.2. Representative figures
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Contemporary pipa education has mainly been influenced by several prominent pipa school inheritors, such as Lin
Shicheng, Wang Fandi and Liu Dehai.

Lin Shicheng is the sixth generation of the Pudong genre. After Lin Shicheng joined the faculty of the Central
Conservatory of Music in 1956, he compiled China’s first professional pipa syllabus (Wang, 2013). He was deeply influenced by
Western music, so in his daily teaching, he paid great attention to his students’ basic skills. In his teaching, he found that pipa
pieces rarely contain exercises, so he composed 150 exercises for pipas containing Western major and minor keys. He also
organized and compiled several traditional pipa scores for the Pudong genre. He pushed pipa performance into the professional
teaching stage; thus, he is known as the founder of contemporary professional pipa teaching in China (Yuan, 2016).

The second representative is Wang Fandi, who was a disciple of Li Yansong, a master of the Wang genre. He pays much
attention to the right hand’s tonal treatment in his playing and teaching. He believes that the speed, strength, and movement
of the right hand touching the strings affect the timbre of the performance (Sun, 2019). He divides some pipa playing
techniques into points and lines according to the aural effect and emphasizes the combination of points and lines in his
performance (Yang, 2018; Wang & Zhang, 2020).

The third representative is Liu Dehai, who was originally a disciple of Lin Shicheng. He also studied pipa performance
with Cao Anhe of the Wuxi School, Sun Yude of the Wang School, and Yang Dajun of the Pinghu School. The first pipa concerto,
the Little Sisters of the Prairie, was composed of Liu Dehai, Wu Zugiang, and Wang Yangiao in 1973 and created a new form of
pipa performance (Liang, 2021). He loved composing and composed more than 100 pipa solos in his lifetime. He also elevated
his compositions to a philosophical level, proposing Liu’s theory of emotional ontology, which states that music is an
indescribable emotional art that relies on the individual’s spiritual world as a vehicle for expression (Li, 2013; Wang, 2022).
Dialectical ideas in philosophy are also applied in some of his pipa playing techniques, such as “positive rebound”, “upper string
tone” and “three-finger wheel”. These techniques not only solved the long-standing problems of the inability of the pipa’s left
thumb to press the strings and the rebound of the right hand but also greatly enriched the pipa’s sound and playing techniques
(Chen, 2021; Wang, 2022). For Chinese pipa education, he recognizes the value and significance of the existence of traditional
pipa schools. However, he believes that genres need to give up competition for genre highs and lows. Moreover, regular
communication between genres can promote the development of pipa education in China (Liu, 2021). Therefore, he has been
actively promoting exchanges between pipa teachers from various conservatories and pipa teachers from overseas, which has
had a positive impact on the development of pipa education in China.

4.3. Target students

The Civil Code promulgated by the Chinese government stipulates that natural persons over 18 years of age are adults
and those under 18 years of age are minors (Xinhua News Agency, 2020). Based on this division, students in pipa courses can
be categorized into minors and adults.

Most of the research on pipa learning for minors has focused on the elementary school stage. Physiologically,
elementary school students are in the developmental stage, and their bones and muscles have yet to fully develop. Fine
movements of the hand can have some development potential through training (Zhang, 2022). Psychologically, due to the
limitations of life experience, it can be more difficult for them to understand the profound emotions expressed in music (Ding,
2018). In addition, at the same time, their emotions and interests change quickly, and their interest in learning becomes more
difficult to maintain for a long time (Liu, 2020). Some pipa teachers have suggested that in the process of teaching elementary
school students, they should first cultivate their interest in learning and increase students’ motivation by encouraging teaching
(Dong & Meng, 2018). Thus, children’s musical sensibility should be cultivated through appreciation and listening to music (Xue,
2015). In addition, children’s comprehensive quality of music needs to be cultivated (Dong & Meng, 2018). However, focusing
on cultivating children’s interest in learning the pipa may neglect the training of the basic skills of the pipa, which ultimately
affects the presentation of the music (Wang, 2022). Therefore, some teachers believe that children need to lay a good
foundation in the prestudy period, so they need to make strict requirements for children’s holding posture, playing hand shape,
musical rhythm, beat and playing power in teaching. Some teachers even propose the treatment of playing timbre and
expressing musicality (Zhang, 2018). Yang (2020) disagreed with this overly harsh approach to training, which she believed
would undermine children’s self-confidence in learning the pipa. She suggested that the dalcroze method should be used to
help children learn music in a holistic way. For example, children should be trained in sight-singing and ear-training in pipa
lessons to improve their accuracy, completeness and ability to read music.

Zhang and Shu (2015) described some of the improvements gained by learning pipas for children with autism. The
physical and psychological characteristics of autistic children are different from those of ordinary children. The central nervous
system in the brains of autistic children affects their personalities, emotions and worldviews, leading to a series of psychological
problems. Physically, autistic children often have social communication disorders and stereotypical behaviors. Their study
revealed that playing the pipa can aid in the development of the central and motor nerves in children with autism, as the sound
of the pipa stimulates their brain centers and enhances their auditory abilities. In addition, playing in a group promotes the
development of individuals’ nonverbal communication skills and their ability to work together. In nearly a decade of research
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on pipa teaching, only Zhang and Shu (2015) focused on this unique group of children. However, this study did not reveal the
exact procedure of music therapy for children with autism or the method of data collection.

Research on adult teaching audiences has focused on university students and older adults. Compared with children,
university students are physiologically and psychologically mature. They are able to better control the strength of their fingers,
arms, and shoulders, but the flexibility of their finger muscles may be lower because their physiological development has
ceased. Psychologically, university students have richer emotions and life experiences than children and are able to better
understand the emotions expressed in music (Zhang, 2021).

Compared to children, university students have clearer learning goals and are capable of independent thinking. At the
same time, most university students have a certain foundation in pipas, and they can freely choose their playing speed and
mood according to their playing ability to fit the musical mood of a certain piece. Therefore, in teaching college students,
teachers pay more attention to professional skills, such as basic skills, performance techniques, musical performance and
artistry, and interpretation of musical work (Xiang, 2019). This training can quickly improve university students’ playing skills
and stage performance ability. However, it has greater requirements for students’ music theory and artistic understanding.
They also need to learn more related music knowledge in other ways.

For elderly people, their fingers, hearing, eyesight, memory and other aspects significantly decrease compared with
those of adults, and they are more prone to psychological anxiety (K. Zhang, 2016). However, they are more enthusiastic about
learning and devote more time to learning. Zhang (2021) argued that by learning pipas, older people can improve finger agility
and coordination, which is conducive to exercising older people’s brain power and regulating their emotions. There are only
four studies on pipa teaching for elderly people. Xu (2021) categorized pipa students in a senior university into three groups
based on their age and playing level: beginner, intermediate and advanced. Different learning objectives and learning contents
were arranged for each group. K. Zhang (2016) carefully selected favorite songs as learning content to engage older people in
learning the pipa. They have the advantage of respecting the interests and individual differences of older people and teaching
according to different learning progress and acceptance abilities. Y. Zhang (2016) argued that there is a need to understand
the willingness of older adults to learn the pipa before teaching. He believes that not everyone is suitable for learning the pipa
and that only older people who are particularly fond of the pipa and have a strong desire to learn it are suitable. Moreover, he
believes that older people need to maintain at least two hours of practice every day to acquire a more solid playing technique.
It is a good point to determine students’ willingness to learn the pipa before teaching. However, enrolling only students who
are very interested in the pipa may also turn away some who do not know the pipa. At the same time, each student has his or
her own individual differences, and it is not appropriate to use a fixed practice time as a criterion. Zhang (2021) suggested that
teaching older people should not be rushed, and she has a clearer plan for the amount of time older people should spend
practising each day. For example, 20 minutes were required for the left- and right-hand techniques, 20 minutes for the piece
technique, and 20 minutes for the improvisation technique.

4.4. Teaching models

Pipa teaching models are divided into traditional pipa instruction and innovative pipa instruction. Traditional pipa
courses are taught in a face-to-face (F2F) form of oral transmission. In other words, the teacher demonstrates and plays, and
the students watch carefully and then imitate and practice (Dong, 2019). Traditional pipa instruction is generally taught in
individual lessons. In this way, the teacher can understand the learning status of each student and adjust the teaching content
and progress according to the actual situation of the students (Yan, 2021).

However, traditional pipa courses often place too much emphasis on technical training, ignoring the diversity and
richness of musical culture (Li, 2023). Teachers seldom introduce students to the cultural spirit of the pipa in the classroom,
which results in students absorbing one-sided knowledge and mastering performance skills that are not in line with artistic
aesthetics in pipa courses (Wang, 2023). At the same time, the traditional pipa course is based on the teacher’s verbal narration,
which makes it difficult to mobilize students’ motivation to learn effectively. It also fails to give full play to the student’s
subjective position and does not fully respect the student’s learning needs; therefore, it dramatically reduces the classroom
effect of pipa teaching (Wang, 2021). In addition, too much demonstrative teaching by the teacher can also lead to a lack of
thinking, as students remain in a state of imitation throughout the process of learning the pipa (Tang, 2022).

Group lessons are also one of the frequent delivery routes used in traditional pipa teaching. Group lessons are generally
conducted by a pipa teacher who provides technical explanations, music theory and movement demonstrations to several
students at the same time (Jia, 2014). Increased class numbers favor student interaction and competition as well as a more
dynamic learning environment (Liu, 2020). In addition, group lessons are more affordable for parents and more effective for
teachers (Dong, 2019). However, to facilitate the management of teaching, teachers mostly use a uniform music repertoire for
teaching, which fails to meet students’ individual needs (Xue, 2015). Group lessons are often used in formal education, as well
as in music clubs or training institutions for nonformal education.

However, Wang (2023) believes that there is a large problem with teaching evaluation in pipa courses. Most teachers
still rely on traditional exam-oriented education, and the evaluation of students tends to focus more on scores, paying little
attention to students’ comprehensive quality. The results of teaching evaluations are too limited, ignoring the process of
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evaluation and tracking evaluation. Second, the evaluation methods used by teachers in teaching evaluation are relatively
limited, and the subject of evaluation is often the teacher alone, without mobilizing multiple subjects to carry out multiangle
evaluation and give students more diversified evaluations, which leads to a lack of comprehensiveness in the evaluation results
and reduces the credibility of the evaluation effect. Therefore, an increasing number of pipa teachers have begun to make
improvements to traditional pipa teaching.

Some scholars have proposed the use of innovative teaching models to teach the pipa, including integrated music
instruction of Orff and Dalcroze, parental involvement from the Suzuki method and a combination of four international music
instruction models—Orff, Koddly, Dalcroze and Suzuki—as well as teaching that utilizes electronic information technology. The
Orff approach combines music, language and dance. It promotes the holistic development of children through the exploration
of rhythm, melody, and grooves. Grounded in play and improvisation, this approach actively engages children in music learning
within a pleasant and natural environment. In line with this concept, Wang (2011) recommends that teachers encourage
students to independently explore the temporal differences between the various parts of the pipa. Simultaneously, teachers
should devise various rhythmic exercises or movements for students to practice, tailored to the distinct timbres of each section
of the instrument. This approach can not only enhance students’ understanding of the instrument but also improve their
rhythmic sensibility.

Dalcroze eurhythmics is a music education system created by the Swiss musician Dalcroze between 1903 and 1910. Its
philosophy of music education emphasizes the expression and comprehension of rhythm, melody, and dynamics through
bodily movement, underscoring the interaction between the body and music. Through improvisation and experiential learning,
students cultivate musical perception and coordination via practice. Zhao (2015) incorporated this musical concept into pipa
teaching. He believed that music could be used to relax the hands, shoulders and waist posture of pipa players and to regulate
breathing during performance. Ning (2020) argued that students’ interest and sense of musicianship can be stimulated through
teachers’ demonstrations of the piece, which is in line with the philosophy of Dalcroze eurythmics, both of which are facilitated
through physical movement and music. She therefore suggested that teachers should always demonstrate to their students
that the expressive power of body movement needs to be fully utilized when playing. When the music is more melancholic,
the teacher should create a slight swaying sensation in the body to help the students create a sense of image. In contrast, Li
(2016) suggested that teachers devise simple body movements in some pieces for students to follow, as derived from
Dalcroze’s eurhythmics. The combination of physicality and music enables students to fully experience the music.

Ding (2019) and Li (2016) used concepts from the Suzuki method to suggest that parents listen more to create a musical
learning environment for their children. Moreover, several studies have shown that parental involvement provides a number
of benefits to children learning about the pipa, such as better performance outcomes (Xi, 2020), better practice habits, more
parent—child interactions (Zhou, 2019) and positive emotions (Li, 2016).

Li (2013) combined Orff, Kodaly, Dalcroze and Suzuki to teach the pipa. First, Suzuki’s methods were used to teach
listening and singing music, and Dalcroze’s eurhythmics were used to relax the body and teach the fingerings of the pipa. The
next step was to use Orff’s rhythmic exercises to perceive changes in musical mood. The Kodaly method was used to help with
the right-hand Lun technique, thus improving the quality of the teaching as a whole. To evaluate the efficacy of this method,
she conducted a comparison between two students of equivalent proficiency levels and found that the student who employed
her approach acquired mastery of the musical material more rapidly.

Moreover, there are pipa teachers who suggest using modern information technology for teaching, such as flipped
classrooms and blended learning for pipa courses for college students. Jin (2023) took the pipa course for music majors at
Hubei College of Arts and Sciences as an example and introduced the way teachers used flipped classrooms to teach pipa
courses. She uploaded some pipa videos for her students to watch, and they could study on their own time, which helped to
develop their independent learning ability. She also tested the students regularly and targeted them after identifying
deficiencies. At the same time, they can rehearse and communicate with each other online to improve learning efficiency and
interaction. Finally, she believed that the teacher-sharing mechanism could lead to the equalization of education. Ren (2020)
described how pipa teachers at Jinzhong College taught college students how to play the pipa in a blended learning
environment. The classroom teaching used Tencent Meeting for online real-time teaching, and the learning channel was used
to upload postclass videos after class. Teachers were required to develop a 17-week lesson plan before class, with 4 stages and
an average of 1 stage every 4 weeks. The first three phases involved learning new knowledge, and the fourth phase involved
review. However, students with fast learning progress cannot learn new content once they have completed the content and
can only maintain it in the fourth stage while waiting for other students.

5. Conclusion

This review begins with an overview of the historical development of pipa education from the Han Dynasty to the
present, followed by a review of the current status of pipa education and related challenges. The results of the review indicate
that China’s eleven conservatories constitute the primary training institutions for pipa education in the country. Representative
figures such as Lin Shicheng, Wang Fandi, and Liu Dehai have made significant contributions to the development of
contemporary pipa education. Pipa instruction primarily targets children and university students, with limited attention
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devoted to the elderly and special populations. Both individual and group lessons in traditional pipa teaching have their
respective advantages and disadvantages. However, further research on integrated teaching methods and the use of modern
information technology in innovative teaching is needed. This paper employs a narrative review method, which presents
certain limitations regarding the availability and selection of sources. Additionally, this study included only literature in Chinese,
excluding English-language literature. Therefore, there are some limitations in the selection of studies to be included.

Acknowledgment

Thank you, Dr. Julia Chieng Chin Yee, for the support, advice, and contributions that have a profound impact in shaping
this research.

Ethical Considerations

Not applicable.

Conflict of Interest

The authors declare no conflicts of interest.
Funding

This research did not receive any financial support.

References
Baylor University. Robbins College of Health and Human Sciences. (2019). Using music to support language development in children with hearing loss.
https.//remix.berklee.edu/able-website-links/122. Accessed on July 24, 2024.

Chen, Y. (2021). Innovation and change open up a new path--talking about master Liu Dehai’s pipa art from performance. Chinese Music, (05), 56-62.
https://doi.org/10.13812/j.cnki.cn11-1379/j.2021.05.009.

Chen, Y. X., & Gao, C. R. (2023). Protecting the pipa genre and continuing the tradition: an overview of the project of cultivating pipa performers of the Pinghu
School. Journal of the Central Conservatory of Music, (03), 160-172. https://doi.org/10.16504/j.cnki.cn11-1183/j.2023.03.005.

Chinese Artist. (n.d.) Xianshun pipa school. Base Profile. http://xianshunpipaxuexiao.meishujia.cn/?act=usite&said=315&usid=763. Accessed on July 24, 2024.

Cui, X. J. (2021). Pipa genres in the national intangible cultural heritage list: the examples of Chongming and Pudong School. Art Review, (12), 15-18.
https://xueshu.baidu.com/usercenter/paper/show?paperid=1g0c0cd09g7n0rt0rv0q0eh0g5048351&site=xueshu_se&hitarticle=1

Cui, X. J., & Zhao, Y. Z. (2022). Passing on the fire of the Wang School: Wang Yuting and Li Tingsong. Musical Instruments, (10), 70-73.
https://xueshu.baidu.com/usercenter/paper/show?paperid=16760cd08d360a50v37rOrdOkw791256&site=xueshu_se&hitarticle=1

Demirgen, E., & Esin, F. (2016). Music education in Ancient Greek. The Journal of International Social Research, 9(47), 514-525.
https://www.worldhistory.org/trans/tr/1-11681/antik-yunanda-muzik/

Ding, L. N. (2019). Research on the pipa teaching method for children in early school age. Northern Music, 39(10), 107-111.
https://xueshu.baidu.com/usercenter/paper/show?paperid=1h1u0410rw3j0pj00q1e0r70t1727019&site=xueshu_se&hitarticle=1

Dong, D. D. (2019). Investigation on the characteristic teaching mode of pipa in Chengnan primary school in Wenzhou (Master thesis). Wenzhou University.
CNKI.

Dong, D. D., & Meng, L. L. (2018). The significance of teaching pipa repertoire in children’s enlightenment education. Home Drama, (22), 180.
https://wenku.baidu.com/view/cf6c2fbcfe00bed5b9f3f90f76c66137ef064f0c?fr=xueshu_top&_wkts_=1692070781395

Encyclopaedia of China. (2023a). Pear garden government. Ancient Chinese Music.
https.//www.zgbk.com/ecph/words?SitelD=1&ID=548442& Type=bkzyb&SublD=227192. Accessed on July 24, 2024.

Encyclopaedia of China. (2023b). School for court musicians. Ancient Chinese Music.
https.//www.zgbk.com/ecph/words?SitelD=1&ID=548067& Type=bkzyb&SublD=227192. Accessed on July 24, 2024.

Encyclopaedia of China. (2023c). Golan washe. Chinese Opera Music. https.//www.zgbk.com/ecph/words?SitelD=1&ID=133605&Type=bkzyb&SublD=61242.
Accessed on July 24, 2024.

Feng, J. Y. (2022). Exploring the historical inheritance and innovation of the art of pipa performance. Jurnal Heihe College, (09), 147-149.
https://doi.org/10.3969/].issn.1674-9499.2022.09.046

Ferrari, R. (2015). Writing narrative style literature reviews. Medical Writing, 24(4), 230-235. https://doi.org/10.1179/2047480615Z.000000000329
Gao, J. (2016). The evolution of pipa forms in China and the path to nationalisation (Master thesis). Qingdao University. CNKI.

Gao, S. (2020). Identified “standards”: the practice and connotation of the standardisation of ethnic musical instruments in new China. Journal of Nanjing Arts
Institute (Music and Performance), (02), 49-55.
https://xueshu.baidu.com/usercenter/paper/show?paperid=167h00u0ga2s0vg0465y0vw03k792662&site=xueshu_se&hitarticle=1

Han, C. (2014). The formation and classification of pipa genres in modern times. The Sound of the Yellow River, (11), 106-108.
https://xueshu.baidu.com/usercenter/paper/show?paperid=611563d7100ed967b996d1809d86d82c&site=xueshu_se&hitarticle=1

Jancke, L. (2019). Music and memory. In M. H. Thaut & D. A. Hodges (Eds.), The oxford handbook of music and the brain (pp. 237-262). Oxford University Press.

Jia, Y. Y. (2014). Employment-oriented reform of the teaching mode of instrumental music in colleges and universities: taking pipa teaching as an example.
Arts Education, (03), 62-63. https://kns.cnki.net/kcms/detail/detail.aspx?FileName=YSJY201403031&DbName=CJFQ2014

Jiang, N. (2021). The artistic characteristics of Pudong school pipa performance: taking the pipa score of yangzhengxuan as an example. Voice of Yellow River,
(18), 46-49. https://doi.org/10.19340/j.cnki.hhzs.2021.18.014.



about:blank
about:blank
https://www.malque.pub/
https://doi.org/10.1179/2047480615Z.000000000329

Jin, G. (2019). Overview of the historical development of pipa materials. Art Review, (14), 120-121.
https://xueshu.baidu.com/usercenter/paper/show?paperid=125b0th0s93w0rr0c5480g00hu331834&site=xueshu_se

Li, L. L (2013). The current situation and thinking of pipa art examination. Journal of Luoyang Normal University, (10), 149-151.
https://doi.org/10.16594/j.cnki.41-1302/g4.2013.10.019

Li, Y. R. (2016). Exploration of pipa elementary teaching (Master thesis). Shanghai Conservatory of Music. CNKI.

Li, Z. X. (2023). Reflections on the cultivation of aesthetic sense in pipa teaching. Journal of Gansu High School Teachers, 28(01), 139-142.
https://kns.cnki.net/kcms/detail/detail.aspx?FileName=GSGS202301025&DbName=CJFQ2023

Liang, M. C. (2021). A preliminary review of Liu Dehai’s new pipa compositions during 2000-2020. Chinese Music, (05), 45-55.
https://doi.org/10.13812/j.cnki.cn11-1379/j.2021.05.008

Liu, D. H (2021). The sea of zither. People’s Music Publishing House.

Liu, M. Q. (2020). A preliminary study of pipa teaching for school-age children. Art Education, (07), 76-79. https://www.zhanggiaokeyan.com/academic-journal-
cn_art-education_thesis/0201280570763.html

Liu, Y. K. (2020). Exploring the teaching effectiveness of pipa group classes (Master thesis). North Central University. CNKI.

Ministry of Education of the People’s Republic of China. (2021). Reply to recommendation No. 7298 of the fourth session of the thirteenth national people’s
congress. http.//www.moe.gov.cn/jyb_xxgk/xxgk_jyta/jyta_twys/202111/t20211102_577150.html. Accessed on July 24, 2024.

Ning, Z. H. (2020). On the application of Dalcroze’s music teaching method in pipa teaching. Art Grand View, (19), 113-114.
https://xueshu.baidu.com/usercenter/paper/show?paperid=1n7d0cm0yf680gy0t83g06e0d5768129&site=xueshu_se&hitarticle=1

Ren, H. H. (2020). Practice and exploration of online teaching of pipa performance class in colleges and universities: taking pipa performance class in Jinzhong
college as an example. Daguan, (07), 110-111.
https://xueshu.baidu.com/usercenter/paper/show?paperid=1d5q02u0Oyu2w0430b9630eb0g4053276&site=xueshu_se

Shi, Y. (2016). A review of the Pinghu School art research over the past thirty years. Symphony (Journal of Xi’‘an Conservatory of Music), (03), 134-139.
https://doi.org/10.15929/j.cnki.1004-2172.2016.03.006

Sofologi, M., Papatzikis, E., Kougioumtzis, G., Kosmidou, E., Klitsioti, A., Droutme, A., & Efstratopoulou, M. (2022). Effectiveness of musical training on reading
comprehension in  elementary school children. Is there an associative cognitive benefit? Frontiers in  Education.  7(364).
https://doi.org/10.3389/feduc.2022.875511

Sun, C. H. (2019). Some views on contemporary pipa education and artistic issues by Wang. Yellow River Voices, 549(24), 10-14.
https://doi.org/10.19340/j.cnki.hhzs.2019.24.002

Tang, Y. (2022). Research on pipa teaching and practice innovation in colleges and universities under the perspective of aesthetic education. Yuefu Xinsheng
(Journal of Shenyang Conservatory of Music), 40(03), 133-138.
https://xueshu.baidu.com/usercenter/paper/show?paperid=1e690c4088280800es3p0gq0b9454180&site=xueshu_se

Wan, L. (2004). A review of research on the historical origins and genres of the pipa. Journal of the Tianjin Conservatory of Music, (02), 87-93.
https://kns.cnki.net/kcms/detail/detail.aspx?FileName=TJXB200402017&DbName=CJFQ2004

Wang, B., & Zhang, Z. (2020). Examining the similarities and differences in artistic characteristics between the Wang and Pudong Schools through the pipa
piece 'The Conqueror Unarms’. Journal of the Central Conservatory of Music, (01), 112-121. https://doi.org/10.16504/j.cnki.cn11-1183/j.20200309.002.
Wang, C. Z. (2013). Mr. Lin Shicheng’s outstanding contribution to the professional teaching of pipa. Journal of the Central Conservatory of Music, (01), 6-9.
https://doi.org/10.16504/j.cnki.cn11-1183/j.2013.01.002

Wang, E. D. (2022). The pipa artist’s first exploration of the board drums: on Mr Liu Dehai’s contribution to the discipline of ethnic percussion. People’s Music,
(06), 68-71. https://xueshu.baidu.com/usercenter/paper/show?paperid=1g530mv04r0e0enOyu5x0vn0y1216973&site=xueshu_se&hitarticle=1

Wang, L. (2023). Exploring the current situation of pipa teaching and reform programme in colleges and universities. Home Drama, (09), 190-192.
https://xueshu.baidu.com/usercenter/paper/show?paperid=1t7u0g50mt5s0250vx3002t03g640813&site=xueshu_se&hitarticle=1

Wang, X. (2011). Implications of the Orff music teaching method for pipa teaching. Popular Literature and Art, (03), 286.
https://xueshu.baidu.com/usercenter/paper/show?paperid=af566c2e56157f0987eb7e5c6218b86c&site=xueshu_se&hitarticle=1

Wang, Z. Z. (2021). Research on the strategy of improving students' aesthetic ability in teaching pipa in colleges and universities. Art Education, (01), 74-77.
https://xueshu.baidu.com/usercenter/paper/show?paperid=110p0mr08k330m90dm7n0p50bm755389&site=xueshu_se&hitarticle=1

Wou, H. J. (2012). Aesthetic differences between the Pudong and Wang pipa School’s pipa art as seen from the Gongchi score of Yangzhengxuan’s score and
Wang Yuting’s score. Journal of Xinghai Conservatory of Music, (03), 93-99.
https://xueshu.baidu.com/usercenter/paper/show?paperid=4b9fcab634eebe00bfd028ffb64fdcce&site=xueshu_se&hitarticle=1

Wou, J. (2017). The integration of hu and popular music in China during the Han and Tang Dynasties from musical instruments, music and dance on the silk road
(Doctoral thesis). Shanghai Conservatory of Music. CNKI.

Xi, X. (2020). A study of the localized use of the Kodaly method of teaching (Master thesis). Qingdao University. CNKI.

Xiang, Q. Q. (2019). A study on the weighting of sensibility and rationality in pipa education: a comparative analysis of two typical teaching cases. Musical
Instrument Magazine, (02), 48-51. https://wenku.baidu.com/view/772faf27 cc2f0066f5335a8102d276a20129607d?fr=xueshu_top

Xinhua News Agency (2020). Civil code of the people’s republic of China. https.//www.gov.cn/xinwen/2020-06/01/content_5516649.htm. Accessed on July
24, 2024.

Xu, S. Q. (2021). Research on pipa teaching at Nanchang elderly university (Master thesis). Jiangxi Normal University. CNKI.

Xue, H. T. (2015). How to stimulate children’s interest in learning pipa. Home Drama, (14), 198-199.
https://kns.cnki.net/kcms/detail/detail.aspx?FileName=XJZT201514160&DbName=CJFQ2015

Yan, S. N. (2021). Differences and similarities between traditional pipa teaching and catechism teaching. National Music, (02), 92-94.
https://doc.taixueshu.com/journal/20210030mizyy.html

Yang, J. (2020). The wuse of physical rhythmic teaching method in children’s pipa teaching. Northern Music, (06), 99-100.
https://xueshu.baidu.com/usercenter/paper/show?paperid=1c1m0x500x2v0vv0a3230mw0q5174209&site=xueshu_se&hitarticle=1



about:blank
about:blank
https://www.malque.pub/
http://www.moe.gov.cn/jyb_xxgk/xxgk_jyta/jyta_twys/202111/t20211102_577150.html
https://doi.org/10.3389/feduc.2022.875511
https://doi.org/

Yang, T. T. (2018).Reconstruction and pioneering of pipa timbre in the second half of the twentieth century-exemplified by the artistic practices of Wang Fandi
and Liu Dehai and their theoretical writings. People’s Music, (01), 18-21. https://doi.org/10.3969/].issn.0447-6573.2018.01.004

Yu, Y. C. (2011). On the three peaks of Chinese pipa development (Master thesis). Central Conservatory of Music. CNKI.
Yuan, J. F. (2016). The art of the Chinese pipa. Chinese Musicology, (02), 91-104. https://doi.org/10.14113/j.cnki.cn11-1316/j.2016.02.012
Zhang, F. F. (2015). To discuss the pipa art of Song ci (Master thesis). Zhengzhou University. CNKI.

Zhang, J. (2021). Exploring the teaching path of pipa for middle-aged and elderly people. Modern Music, (12), 73-75.
https://xueshu.baidu.com/usercenter/paper/show?paperid=1r6k0xb06y0j0480b44c0670uf089303&site=xueshu_se&hitarticle=1

Zhang, K. (2016). Pipa popularization teaching for middle-aged and elderly learning groups (Master thesis). Shanxi University. CNKI.

Zhang, L., & Shu, W. H. (2015). The role of pipa playing in music therapy for children with autism. Northern Music, (10), 186-187.
https://wenku.baidu.com/view/62f05195fd4ffe4733687e21af45b307e971f977 ?fr=xueshu_top

Zhang, R. (2022). Research on teaching practice of pipa at the elementary school level. Ethnic Music, (05), 123-125.
https://www.cnki.net/KCMS/detail/detail.aspx?dbcode=CJFD&dbname=CJFDLAST2022&filename=YLGS202205064&uniplatform=0VERSEA&v=RaECIDSaQ30
6aLq8WWvD6vau-brzx6L83CBoC4M9IXpsmgwWcNDaOC55crxYQHcdk

Zhang, W. H. (2018). Analysis and research on several key links in pipa teaching for children (Master thesis). Nanjing Arts Institute. CNKI.

Zhang, Y. & Wu. Y. C. (2021). Discussion on the origin of the pear-shaped pipa. Chinese Musicology, (01), 69-82. https://doi.org/10.14113/j.cnki.cn11-
1316/j.2021.01.007

Zhang, Y. H. (2016) How to improve the effectiveness of pipa teaching in middle-aged and elderly groups. Youth Times, (02).
https://wenku.baidu.com/view/11aae80aa48da0116c175f0e7cd184254a351b04.html

Zhao, Y. F. (2015). The practice of body rhythms in pipa performance . Northern Music, (23), 86.
https://xueshu.baidu.com/usercenter/paper/show?paperid=176202n08r4y0a900w6d02u0fx782809&site=xueshu_se&hitarticle=1

Zhou, T. Y. (2019). Reflections on teaching foundations for pipa children (Master thesis), Shangxi University. CNKI.



about:blank
about:blank
https://www.malque.pub/

