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Tablatures of ancient Chinese vocal music usually provide very little concrete information
on rhythm, and few ancient Chinese writings on rhythms and time values in musical
performance survive. One fortunate exception is the perceptive scholarly work of the
11th century Buddhist monk Master Yihdi. He was the only known person from early
China ever to explain musical rhythm using a concrete example from qin (seven-stringed
zither) music: he analyzed a famous musical setting of Su Dongpo’s poem Drunken
Dotard Refrain, and his viewpoints about this qin song were recorded for posterity by
his disciple Zéqudn. The earliest surviving musical notation of Drunken Dotard Refrain
dates from several centuries later; whether that tablature of 1539 actually preserves
the music as discussed by Yihdi cannot be determined with full certainty. But there
is indirect evidence to support an early date for the music. In this article, the author
tentatively links Yihdi’s observations with the 1539 qin score, and offers a rhythmical
interpretation of the piece that hints at the presence of richly varied musical rhythms in
Song dynasty lyrics.

Drunken Dotard Refrain (B 3% Zuiweng yin), which dates from the Northern Song
dynasty, is arguably one of the most celebrated qin songs of all times. The poem by Su
Dongpo # R 3% (1037-1101) — set to music by Shén Zun i |, a court musician — was
an immediate literary sensation at the time when it was created. The lyrics evoke a remote
mountain gully in Anhui, where Buddhists built a spiritual retreat, and where man and
nature can be at peace. The story behind this song, and how it came into being, is a complex
one, which involves not one but several poets, and which starts off, not with a poem, but
with a descriptive essay by the Song Dynasty statesman and historian Ouydng Xiu BX % 1%
(1007-1072). How the essay (about the abovementioned beautiful scenic spot) triggered an
entire string of poems by various artists, and how this culminated in Su Dongpo’s famous
poem, will be explored in some detail below. A more specific aim of this paper will be to
look into the use of musical rhythm in this song.

Drunken Dotard offers unique insights into the creative process of interactive
composition, musical and poetic, by some of the leading masters of the Northern Song
dynasty at its height a thousand years ago. It is perhaps the only qin song known to have
entered the wider popular repertory, and there is no other piece of music or even verse in
Chinese history for which we have such intimate and detailed documentation at the time
and place of its inception from the mouths of those involved.
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Rhythm in ancient Chinese music and lyric
settings has been something of an open
question. In this respect, Drunken Dotard
clearly provides us with major cues, the piece
may perhaps even serve as a kind of rhythmic
Rosetta Stone.

Generally speaking, we have ample
information on ancient modes and tunings in
. . Chinese music, and even tablatures, but few

@ & 4 ¥ writings on the rhythms and time values of

t TTNNSSSEEEREEE. those tablatures in performance survive. For

Fig.1. Drunken Dotard Pavilion at Mt. Ldngyé the golden ages of Tdng and Song, and the

today (Chiizhou, Anhui). earlier classical times, in which poetry was

sung, we have no concrete examples from
which to ascertain the rhythmic conventions that governed their musical performance.

Fortunately, two manuscript copies, both dated 1518, of the teachings on this subject
of Master Yihai #&# (fl. ca. 1100) survive in China’s National Library. Yihai was
a Buddhist monk and acknowledged leading qin player of Northern Song, who retired
into the mountains of Zhéjiang. His disciple the reverend Zéquan 214 (fl. ¢.1119-1125)
recorded his master’s methods, including a short section on rhythm (jiézou # %&). (Fig.6)
To my knowledge, Zéqudn’s work has never been published in full.

Yihai’s unique gift to musicologists consists not only in general theory but above all
in his rhythmic analysis of one concrete musical example in sufficient detail to elucidate
precisely its relative time values. The chosen example is Su Dongpo’s Drunken Dotard
Refrain, of which a 1539 qin tablature survives (Fig.4).!

Below, we will first trace the overall history of the poem and the music. We will
then take a brief look at instrumental tablatures used for notating court music in the Tang
dynasty, and at the distinct patterns and tunes for song lyrics which were used during the
Song dynasty. Song period classifications of song lyrics will be compared with Yihéi’s own
analytical comments on the qin setting of Drunken Dotard Refrain. Then, finally, we can
turn to a detailed analysis of the piece, and will offer a detailed rhythmical interpretation
of the words and the music.>

Qin Songs in a Mountain Paradise

The poem Drunken Dotard evokes the gorgeous scenery of Chiizhou in Anhui. The lyrics
contain references to gently whispering springs, to immortality of the spirit, and to a
veritable mountain paradise of bliss and tranquility. But the world in which such lines came

1 X Jian 1982: Qinshi chubian 86-87, 106-107, Rénmin Yinyue, Béijing. Zhu Houjué 1539: Fengx-
uan Xudnpin iv: Zuiweng Yin: shangdiao (Qinqa Jichéng ii, Zhonghud 1980, Béijing).

2 Drunken Dotard Refrain, the subject of this paper, matched the “Town and Country’ theme of the
1999 CHIME conference at Prague, 15-19 September, where I first presented it, and introduced it
to qin expert John Thompson of New York. He subsequently posted the subject extensively on the
internet.
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into being was not nearly
as pleasing and peaceful.
In eleventh century
China, invasion by Khitan
Mongols from the northeast | | _ | :
was a constant threat to the - oy 2 4 1 ar—

government. This insecurity . e
stimulated a  growing
movement to re-nationalise
culture, and to reject or
absorb the Indian and other .
foreign influences, which Fig.2. Drunken Dotard Pavillion as painted by Chou Ying (1493-
had so strongly marked 1560), private collection.

the Tdng dynasty. The
indigenised culture of the scholar-official now reached a peak with the four gentlemanly
arts, codified as qin zither, brush calligraphy, poetry and wéiqi ‘chess’ (Japanese ‘i-go’).
Chén Buddhism became a scholarly vogue.

Chiizhou in Anhui was a sidelines posting, a mild banishment three hundred miles
south of Bianlidng (Kaifeng), the bustling capital on the Yellow River. A secluded gully of
Chiizhou’s Mount Léngyé %3 provided an idyllic escape from politics and a Buddhist
retreat where Monk Zhiqian built a pavilion. (Figs. 1-3) This was the locus for the birth
Drunken Dotard Refrain. However, long before Su Dongpo wrote his famous poem, there
were others who eulogized this scenic spot and captured it in words. One of the first ones to
do so was the progressive statesman and historian, Ouydng Xiu, who devoted an essay to it.

At one point during his career, Ouydng, originally the ‘Six-One Layman’ of Jiangxi,
was accused of misconduct; he was demoted to the prefectship of Chiizhou in Anhui during
1041-1048, where he became enchanted by Chuzhou’s sparkling springs. In 1046 he wrote
Drunken Dotard Pavilion Record to be inscribed on a rock there. Could it be that Ouydng
intended a sly pun on ‘drunken’ and unjustly ‘condemned’ (zui)? Hard for us to know, but in
any event his poetic essay sparked off various lyrical outpourings on Mount Langyé and its
Buddhist pavilion by other authors. As early as 1047 Ouydng’s close friend Méi Ydochén
7 E (1002-1060) wrote a poem in five-word lines on the Drunken Dotard’s Pavillion.
As Jonathan Chaves informs us, Southern Song critic Gé Lifang (d.1164) became a great
admirer?® of that poem.

Classical poems in China were intended to be sung rather than just read, and fixed
melodies (matching the structure of the lyrics) were employed in performance. The singing
could be accompanied by musical instruments such as the gin, the classical seven-stringed
zither. This instrument emerges early in our genesis tale of Drunken Dotard, though not yet
in direct relation to the poem: Ouydng himself took qin lessons in 1047. He later commented
on a poem by Méi: ‘Music is what communicates the harmony of Heaven and Earth...

3 Wanling Ji 31/9a-b Ji ti Chiizhou Zuiweng Ting in eighteen lines. Jonathan Chaves 1976: Mei Yao-
ch’en and the Development of Early Song Poetry, Columbia University, 25-26 translates Méi’s lyric
which ‘Ke Li-fang’ praised.
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Is not poetry therefore a shoot that grows from
music?’* This comment is important because it shows
that Ouydng placed music before verse, in accord
with the fashion of composing lyrics to fit the music
of popular songs (tidnci). But there is no indication
that Méi or Ouydng ever ventured to compose any
music themselves.

Back at the capital, state doctor of ritual Shén
Zun “i%, heard of Ouyang’s essay, visited the site
and was inspired to compose a piece for qin. In 1055
Shén played his Drunken Dotard Refrain at a banquet
on the eve of the author’s diplomatic mission to the
Khitans. So here we have the gin melody emerging,
well before the actual famous lyrics by Su Dongpo,
which will be born later on in this tale.

But Ouydng was so touched when he heard
Shén Zun’s music that he wrote a poem in gratitude,
describing how the circulation of wine came to a halt
as the audience was transfixed by Shén’s performance:
‘It was as wind soft and sun warm, with love birds
talking. In night’s stillness, mountains echoed with
spring’s fountains ringing.’ These lines helped further
immortalise the rare scene of perfect harmony between man and nature, humans and
animals that Ouydng had experienced at Chtuizhou.

When Méi heard Shén perform the gin piece he wrote ecstatically of its crisp
articulation: ‘Its sound was like icy hail falling on a rocky beach, chewing up shattered
jade around teeth cold.”>

B R 8

and other sights on Mt. Ldngyé.

Next, Ouydng felt inspired to adapt his essay and compose a lyric in archaic ballad style for
Shén’s music.® Yet the words and the tune did not seem to fit. Ouydng and Mei composed
a further Drunken Dotard Refrain lyric in 1056 with the remark: ‘This qin tune is in two
to seven word-syllables, increasing and decreasing.” Colin Hawes assumes that use of such
a metre was just a game and ‘not based on an existing zither tune.” This is hardly likely
given that Shén’s tune with the same title of the previous year was so much admired by
both men. It has close to the same number of words as Ouydng’s original lyric and likewise
concludes with a tribute to the ‘Professor’ Shén’s music.” Its asymmetry in phrasing is quite

4 Hawes: 81. Ouydng Ji: 290-291; 531-532.

5 Wanling Ji 53/2a-b Song Jianzhou Tongpan Shén Taibo: ‘Sheng -ru bingsi xia shitan, jidoni¢ suiyu
raochi han.’

6 (Song) Wang Pizhi of Shandong: Shéngshui Yantdnlu; Rong Tianqi 1971: ‘Ouyédng Xiu -y Gigin’,
Changliu xliv-4 (Tdng Jianyudn 1972: 1690; 1826).

7 Colin S.C. Hawes 2005: The Social Circulation of Poetry in the Mid-Northern Song, SUNY, 39:
‘According to a colophon by Ouyang Xiu, he and Mei Yaochen composed it [Zuiweng Yin] together
in 1056. However the text... survives only in one edition of Mei’s poetry... A note to the title makes
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compatible with symmetry of musical framing, [ = % » & ¥ | &+ & &
somewhat in the manner of Indian tala cross-rhythms |% 4—);‘ w L e : ILfJ N E "
reconciling at the last beat. (see Examples I1, IIT) é A& ﬁ\:‘ " pgzi " B ;‘1’]; — #
The story of Drunken Dotard had not yet |& #' %5 # § 7 §'§, -8 . u
reached its end. Over thirty years later, Cui Xidn ;%f i'g Té ;212‘: ﬁ . ‘
£ H, a Daoist hermit and gin critic from Jiangxi, \L{f W et {§ % ‘% 4 ‘
persuaded Su Dongpo (Fig.5) to create new lyrics %; %_ ;%& eEl ;’% :ﬁ\‘
for Shén’s tune. Su’s setting, to a metre as irregular |# £ » !§ W&
as Méi’s, was acclaimed by Dhyina master Bénjué [F £ & &&= 5 # Y «» |
Zhen, the son of Shén Zun himself, to be as perfect S —
a blend as his father’s music to the fountain spring.® f‘i s % i %‘ f
This became the definitive version. In the Southern ﬁ@" BTN
Song, Xin Qiji F 7% (1140-1207) took it as a lyric- | st § I »
title (cipdi), and wrote lyrics to its prosodic model.’ | § g': - %z % °
e e &
! & :l jﬁ :
Words and music — the development of Drunken ¥ g “ 4.
Dotard over nine centuries L ﬁ 7§‘ : g_‘{h

So far, the only references to m.usi.c in the .Dru.nken Fig.;l, Su Dongpo's Drunken Dotard
Dotard .story have.been descriptive and indirect; Refrain lyrics in the 1539 Fengxuan
no music score dating from the Séng dynasty has Xudnpin gin tablature.
survived.

The earliest qin tablature that we have of Drunken Dotard Refrain is that printed in
the Ming dynasty by Prince Zhu Houjué in his 1539 Fengxuan Xudnpin. We cannot know
whether the 1539 edition preserves Shén Zun’s original music, but its heptatonic scale,
unlike the pentatonic prevalent in Ming, and its adherence to Su’s lyrics, support an early
date. Su’s text call for the first stanza to be repeated in harmonics (fansheng tongci), while
the 1539 score simply has ‘repeat’ (you) without harmonics. At any rate it is a perfect fit for
Su’s lyrics and Y1hai’s rhythmic instructions. Shi Guézhen’s 1570 ‘Dragon Lake’ (Longhii)
tablature has different music, no repeat, but harmonics just for the second stanza’s first
seven and last eight words.

Both tablatures have the same variants to Su’s text. They omit ‘said’ (yue) in the
first stanza) and have ‘morning fowls and night gibbons’ (zhaogin yéyudn 48 & &%) for
‘morning moans and night plaints’ (zhaoyin yéyuan #1%-%#%). The 1570 version has
further variants (omits yé in yézai; bengqgian for tongdian, huiyin for huiwai). Other late
Ming and Qing qin tablatures with the same title carry different music and even unrelated

it clear that this is as much a game as a literary work: ‘In this zither tune, the (line lengths) increase
from two to seven syllables and then decrease (back to two).” This kind of meter is not based on an
existing zither tune, but is Ouyang and Mei’s own creation.” Ouydng Ji LXXIII, 540. Zhu Dongrun
ed. 1980: Méi Ydochén Ji biannidn jiaozhu, GGji Chubanshe, Shanghai, 882. Ouydng Ji 45, 113,
540.

8 Su Dongpo Qudnji 1, houji-8: ‘Qincao yi-shéu: Zuiweng Cao yi-shéu’, 1975 ed. 546-547, Héluo
Tushu, Xiaxué Congshu, Tdibéi.

9 1715 Cipii: xxii: 15-16: Su Shi (Dongpo): Zuiweng Cao. (Song) Xin Qiji: Jiaxuan, Zuiweng Cao.
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lyrics. It was transmitted to Edo Japan.'® A voice-part setting of Su
Dongpo’s original lyrics, in gongché ‘solfa’ notation with beats
marked, was engraved in the repertoire of operatic tune-title scores,
under Qing Emperor Qidnléng in 1746." As we already observed, it
is perhaps the only qin song known to have entered the wider popular
repertory, though there are many instances of the reverse process of
borrowing from fashionable lyrics to qin.

We may summarise the genesis and development of Drunken
Dotard Refrain’s through uniquely full documentation over nine - '
centuries, in distinctly identifiable stages: Fig.5. Portrait of

4

Su Dongpo (1037-
1. an essay by Ouyéng Xiu, a rusticated minister, inspired by 1101), Northern Song
. painter-poet and
2. asecluded mountain i
. statesman. Su Dongpo
3. beauty spot; o Qudnji frontispiece,
4. aqin melody, inspired by the essay, composed by Shén Zun, Ndnxundian col-
5. acourt ceremonialist; lection: Shéngxidn
6. lyrics, composed by the original essayist for the qin melody; huace.
7. aqin tablature transcribed by Daoist hermit Cui Xidn, who was
dissatisfied with the lyrics;
8. new lyrics composed by the Buddhist Su Dongpo to fit the transcribed qin melody;
9. these lyrics cited by doyen gin player Yihai as a model of ‘Adagio musical rhythm’

(see further down below for explanation);

10. gin interpretations and variants survive into late Ming, while it becomes a lyric-title
model, and a tune-title with ‘solfa’ score into the eighteenth century.

11. Rediscovery and publication in the late twentieth century by X Jian and others.

Rhythm and tune patterns in the Tang and Song

Before examining Drunken Dotard Refrain in detail, let us briefly examine some general
features of rhythm and tune patterns in the Tdng and Song periods. The Tdng dynasty
(618-907) had a highly developed system of instrumental tablatures which was used to
record the music of courtly entertainments, much of which was transmitted to Japan where
it survives in ritualised Gagaku. This music was for the most part strictly measured, in
regular measures marked by drumbeats. Three basic types of time, namely quick, medium
and slow, were used: ‘four-beat’ si-pai, ‘six-beat’ lin-pai, and ‘eight-beat’ ba-pai."> The 933

10 John Thompson’s website, citing Zha Fuxi (1898-1976), lists six versions. There is the 1590
Qinshu Daqudn V 497, and early Qing’s Chéng Xidng (of Huizhou, Anhui) 1677/82: Songfenggé
Qinpi: X1I 347, with his Shuhudicao and Songshengcao X11 383. In Japan there is: Wabun Chu’in
Kinpu 1678 XII 186 and T6ké Kinpu XI1I 273 which basically follow Su Dongpo’s lyrics but distinct
music.

11 Fengxuan Qinpii 1539. Shi Guézhen 1570: Longhii Qinpii: Zuiweng Yin: shangdiao (Tdng Jiany-
udn 1971: Qinfii i 232, Lidnguan, Tdibéi). Tdo Hongkui ¢.1600: Tdoshi Qinpi 35-36: Zuiweng Yin,
juédiao, by Lyl Yunzdo (1982 Qingii Jichéng ix 462, Zhonghud, Bé&ijing).

12 L.E.R. Picken 1981: Music from the Tang Court, ‘The Emperor Breaks the Formations’ 65ff,
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Dunhudng Cave pipd tablatures, first deciphered by Hayashi Kenzd, essentially conform to
these three types of measure.'

These measures functioned as progressive phases in the performance of the Tédng
dynasty balletic cantata, ‘Great Melody’ (dagii X #). They relate to distinct forms of lyric
(cipdi #) 1), each having its characteristic patterns and tunes, which reached their height
in the Song dynasty." (Yudn) Zhang Ydn & X (1248-1314+): Lyrics’ Origin (Ciyudn
%] J%) explained the classification of these lyrics into: 8-beat ‘Adagio’ (man 1%); 6-beat
‘Broaching’ (po A% / jin 1L); and 4-beat ‘Ditty’ (pin 5= / ling 4~).

In Korea Lee Hye-ku has made promising attempts to reconstruct Song rhythms using
early scores of two Ditties, Treading the Void, and Loydng Springtime by Ouyédng Xiu EX
%% (1007-1072), probably sent in 1116 with a gift of instruments to the Goryeo court by
Emperor Huizong’s diplomatic mission."

Yihii equates qin ‘Modal Prelude’ (didoz” #-F) to Adagio (mangi 12 #), and
‘Composition’ (caonong #&5) or ‘Melody’ (gii ¥) to Broaching (ripo A#%).'S Qin critic
Chéng Yujian A EH (fl. ca. 1111-1117) further compared Modal Prelude, which invites
comparisons with Indian aldp, to five-word-line verse ‘prized for being bland yet tasty, like
chewing a Chinese olive’; and Composition to narrative balladry."” Chéng gave highest
praise to the Zhejiang style of qin playing headed by Yihai: ‘solid but not boorish, cultured
yet not pedantic.’®

Collation of Terms | 4-beat measures 6-beat measures 8-beat measures
Court music Pin &, Ling 4~ PO A%, Jin i, Mangqi % ¥
Ripd AAL
Qin music Xidoq )" #,Yi & | Caonong # 7, Diaoz’# ¥
Qi ¥
English (ad hoc) Ditty, Small Tune, Broaching, Modal Prelude
Idea Approach,
Composition,
Melody

Yihai is the only known writer to explain qin rhythm by example. While time values are
indicated by signs, such as ‘fast’ (ji) or ‘short pause’ (shdoxi) on individual fingering
clusters, in many qin tablatures, their precise function is never elucidated. Set patterns

Oxford University Press. Picken transcribes ‘six-beat’ as 3/2; and ‘eight-beat’ as 4/2.

13 Marnix Wells 1993: ‘Great Music of Few Notes — ‘West River Moon”’, CHIME Journal, no. 7,
62-63, Leiden.

14 Lin Méiy{ 1982: ‘Ling, Yin, Jin, Man kéo’, Gididn Wénxué iv 179-220, Zhonggué Wénxué,
Xuésheng Shuju, Tdibéi.

15 Lee Hye-ku, tr. Robert C. Provine, 1981: Essays on Traditional Korean Music, 7, 227-257 ‘Nag-
yangchun: Chinese Tz’u Music’, Royal Asiatic Society, Seoul.

16 X Jian 1982: 113.

17 X Jian 1982: 113.

18 X Jian 1982: 120.
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of ‘slow two’ (man’ér) and ‘fast three’ (jisan), such as mentioned in Zéqudn’s account,
also figure prominently in tenth century ‘choreographs’ (wiipit) which encode the dance
moves of Lyric-title songs.!” These only survive thanks to their fortuitous preservation in
the Dunhudng Cave archive and await further study. Clearly much rhythmic information
has been lost of which early painting and sculpture afford us but momentary glimpses of
orchestral music and swirling dance locked in frozen silence.

‘Double Start, Single Finish’

As we have said, Yihai describes the rhythm of three types of song, Ditty, Melody and
Adagio. Ditties are fast. Melodies are moderate and its lines starts with one slow and end
with two slow notes (dangi shuangsha ¥ #2% #). Adagios are slow and its lines start with
two slow and end with one slow note (shuangqi dansha A2 % #%). Fortunately Yihai
elucidates this with an example of Adagio from Drunken Dotard lyrics. He takes its first
musical line (ju #)) as thirteen words, and notes assuming one word/syllable per note,
as customary. This produces a line of sixteen beats (pai 44), or a couplet of eight-beat
measures. This would fit Zhang Ydn’s rule that Adagio are in eight-beat.

Such regularity of measure does not coincide with the ci verse-lines, which are
irregular in length as typical of Song cipdi verse, as indeed of later operatic giipdi arias.
The resulting overlaps produce an interplay between the musical measures of regular
length and the asymmetrically lengthed verse-lines. Drunken Dotard lyrics, performed to
Yihai’s template, reconcile precisely with the musical rhythm at the conclusion of each
section whose word totals are both divisible by thirteen (3 x 13 = 39; 4 x 13 = 52). Here
is Su Dongpo’s first line with time-values apportioned as Yihdi prescribes, which I thus
transcribe as two eight-beat measures: (see Example I)

Crystal - like, clear and rounded, who is playing?
ILang- ran, qing yudn, shuf tdn
| BA % i3 if %

\Minim, Minim; quaver quaver, quaver quaver;

Echoing through the empty mountain, without words? Just a dotard...

Ixidng kong shan wu yan? Wéi weng...
| i SF % 3 B A
lquaver quaver quaver, Minim quaver —quaver quaver...

If we look at the placing of long notes (‘x —’), we see that the first measure divides into
4+4 beats, while the second has a long note in the middle, starting on an even numbered
weak beat, producing 3+2+ 3 (or 3-3-2) phrasing. If following Chéng Yujian’s linkage of

19 X{ Zheénguan 1992: Giisilu Yinyueji: Dunhudng Wiipii yanjiu, Dunhudng Wényi. 67. British Mu-
seum ms. Stein 5643.
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five-word verse to Modal Prelude in feeling and ‘Composition’ to balladry, normally of
seven-word lines in classic Tdng form, we might conjecturally apply Yihai’s formulae to
them. The result appears not unlike the declamatory style used in the introductory couplet
(dingchang shi) of Peking opera,” would be as follows:

Five-word line: in ‘double-start, single finish’, as an 8-beat line, or eight bars of 2/4:

Semibreve, Semibreve, minim Semibreve minim.

‘Yellow -I- - [River -I-- linto- |Qcean -I-- Iflows-...”
[Hudng -| - - [HE -I - - Iru - [Hai -I- - [lid -...
& D N S

Seven-word line: in ‘single-start, double-finish’, as 6-beat line, or six bars of 2/4:

Dotted-minim quaver quaver quaver, quaver Dotted-minim Minim.

e.g. lHan’s - |- emperor Ivalued lyearned for a |- Fatale [--
beauty, = Femme

[Han - I-huang  Izhongse, Ixidng Qing I - Gué [--...

iX- -2 E A - fim E- -

A quite different example of thirteen word phrasing, also in eight-beat metre, in the writings
of Ming dynasty Prince Zhu Zaiyu (1536-c.1610), of equal temperament calculation fame.
He describes an Thirteen Word Jingle (shisan-zi caoman) used in qin tuning, in whose
rhythm he discovered an eight-beat 3+2+43 pattern with three long notes, distributed as
follows: dingdang ddlf ding-, ddli ding-, dingdang ddlf ding-, i.e.: xxxxX-, XxxX-, XxxxX-
with end rhymes. It echoes the thirteen-word metre of the old qin song, attributed to
legendary emperor Shiin:?!

South Wind’s freshness, oh!
Nénfeng-zhi xun -xi! # B Z &5
may help relieve

ké -yi jié T vAf%

my people’s hardships, oh!

-wi min-zhi yun -xi! & KX &5

20 For example, in Ruse of the Empty City (Kongchéng Ji: Shi Jiaiting), Zhugé Liang: ‘Bing zha
Qishan di, Yao gin Sim Yi.” 5% %Ak 3k, 2135 8] B 5,

21 Wells 1989: ‘Rhythms of Percussion and Melody in Classical Korean and Chinese Art Song’, Jour-
nal of the Korean Musicological Society 17/18, 39, 40th anniversary ed., Seoul. Wells 1991/1992:
‘Rhythm and Phrasing in Chinese Tune-Title Lyrics (Qupai)’, Asian Music XXIII-1, 150, Cornell,
New York.
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Yet both patterns structurally share in the number ‘thirteen’, the one named, the other
unspoken. In ‘South Wind’ the word pattern is balanced: 5+3+5, and follows the poetic
sense. In Drunken Dotard, the word pattern of the opening musical line is: 242, 2+3+2; 2,
which may be interpreted as 4+5+4.

Enjambment spanning Musical Measures

In Yihdi’s rhythmic paradigm, none of the musical lines exactly corresponds with the
rhyming verse-lines, which are of irregular length, and possessed of numerous internal
rhymes. The musical measures of the ‘Adagio’ form, on the contrary, are regular and
balanced. Antoinet Schimmelpenninck 1997, in a thesis on the ‘Mountain-songs’ shan’ge
of Southern Jiangsu, identifies a phenomenon of ‘bridge motifs’ or musical phrases sung
‘ahead of their text’. Schimmelpenninck describes a technique, whereby a singer starts
a new line of verse within the preceding musical line, whereby:?* ‘The ‘interlocking” of
textual and musical phrases occurs only after lines 1 and 3 of text stanzas.” Thus, there are
resolutions at the end of each couplet, i.e. lines 2 and 4 of a quatrain.

Yihai explicitly addresses the art of syncopation ‘before the beat take the breath, after
the beat connect’ (pai-qidn qiiqgi, pai-hou —xiangjie 477 BL A48 /& #84%), and ‘connect to
which belong to the next verse-line.

Yihai’s analysis poses further questions, such as: when and how did these isorhythmic
patterns originate? How long and widely did or their use persist? These rhythmic modes
may help illuminate survivals of Song lyric-title music, such as the compositions of Jiang
Kui marked ‘Adagaio’ or ‘Approach’. Ydng Zan of Southern Song in his mammoth Purple
Nimbus Cavern (Zixiadong) qin compendium, now lost, classified pieces into three types:
Modal Preludes (dido 74), Ditties (‘idea’ yi &) and Compositions (cao #&). Traces of this
system survive in individual qin pieces of ‘Purple Nimbus’ volumes of Ming prince Zhu
Quidn’s 1425 Shéngi Mipii, and his Taiyin Daqudn, edited from (Song) Tidn Zhiweng’s
Taigii Yiyin, which sign off with the abbreviation for ‘Modal Preface ends’ (diaozhong)
after the Prelude (Kdizhi) of Guangling San section or ‘Composition ends’ (caozhong)
after Dunshi Cao, or ‘Melody ends’ (qiizhong).”

Melodic Modes and Speech-Tones

Ouydng Xiu refers to the piece’s ‘thrice reprises in gong mode’ (san-dié gongsheng).*
This fits its three sections, if we include repetition of the first stanza. His reference to the
fundamental gong mode could refer to the conclusion of this stanza on ‘do’ of E major in
the tuning: C,D,e,f#,g,c,d. On the other hand, our 1539 tablature classes Drunken Dotard

22 Schimmelpenninck 1997: Chinese Folk Songs and Folk Singers, ‘Shan’ge’ traditions in Southern
Jiangsu, 307-308, CHIME, Leiden.

23 Rdo Zongyi 1960 (Tédng Jianyudn 1972: 2002, 2005). Song Lidn (1310-1381): ‘Bd Zhéngsheng
Qinpii-hou’ (Song Xuéshi Qudnji: xiv). Hsu Wen-ying 1978: 210.

24 Ouydng Xiu: Zuiweng Ting ji; (Song) Widng Pizhi: , in Tang Jianyudn 1972: Réng Tianqi 1971:
1823; Rdo Zongyi 1960: 1690.
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as shang mode. The traditional qin system called the first string C gong, and the second
string D shang. The long final section actually concludes on D, so it could by that system
perhaps be considered shang-mode.

The fingering above the studs on the first two strings, and the designation of an
approximate point to be determined by ear between studs 8 and 9 as ‘8/9’ (not ‘8.9), are
characteristic of Song tablatures (cf. Jiang Kui: Giiyuan). Its use of the seven-tone diatonic
scale agrees with the Song dynasty seven-note style, rather than the Ming pentatonic. Su
Dongpo refers to ‘outside the studs, three or two sounds’ which match the two such bass
sounds at the start and finish of the second stanza, played above the thirteenth stud of the
second (ti = 7) and first strings (La = 6) respectively.

Xin Qijf, leading lyricist of Southern Song, adopted Su Dongpo’s Drunken Dotard Lay
as a cf lyric pattern of 91 words, and himself composed a lyric to its speech-tonal pattern.
Emperor Kangxi’s 1715 Cipii gives Su Dongpo’s version under Shuangdiao mode-key. It
is there analysed by rhymes, line breaks, and speech-tones. It gives numerous examples of
Adagio lyric types, generally totalling between 100 and 103 words, in two sections.? This
confirms the essential viability of our Drunken Dotard model to the musical rhythm of
other known Adagio lyrics, including those of Jiang Kui for which we have the melodies.

(Song) Chéng Yujian records another Drunken Dotard lyric, of similar length, by poet
Zhang Minshd, ‘emulating Su Dongpo’s ‘level” (ping) and ‘oblique’ (z¢) speech-tones.’*
This calls our attention to the importance of speech-tones in lyric settings. Unlike common
prosodic patterns of alternating high level and low oblique tones, Su Dongpo’s first six
words, strikingly in quasi-cantillation, are all in level tone.

Indeed his first thirteen words have only one oblique tone, impressively placed right in
the middle on ‘resounds’ (X, xidng) after the third rhyme (O, yudn) and at the start of the
second 8-beat measure:

Langran qingyudn, shuf tdn? xidng kongshan, wiydn? Wei weng
o O o O o OX o O oO o o

Oblique tones in this piece thus serve to accentuate the start of major phrases. The next tone
after this line, at the start of the third 8-beat neasure is also oblique. If we examine the final
line of the piece, in the graph diagram below, we see three low ‘oblique’ tones introducing,
following ‘immortal’ from the preceding line, the phrase ‘This idea remains among men’
(xian. Ciyi zai rénjian o. xxx 00,) and the concluding 8-beat measure and phrase: ‘Just
listen beyond the stops to three or two strings.’ (Shi ting huiwai san-lidngxidn. X 00X 0X0)

Melodically, there is an interesting figure: ‘1 6 43’ (F D B A, do la fa mi), ‘zui-zhong
zhi -q” (x000). cf. Jiang Kui: Nishdng ‘6143’ ‘dili guanshan’ (0xo0). This figure expands,
opening to a rising sixth interval, and then contracts, falling to fill its centre with a minor

25 Kangxi 1715: Cipit XXX 27 Shanglin Chun, Man, 102 words, the first section has eleven phrases
(ju), the second nine, but each has the same nuber of words (51), almost the same as Drunken Do-
tard’s second stanza (52) which can likewise fit four musical lines of two eight-beat measures with
comparable enjambment.

26 Jiang Keqian 1590: Qinshu Daqudn 206-207 Tdngqin: Chéng Yujian Qinlun: 497 gives a different
Zuiweng Yin of 42 words and notes, purely in harmonics. (Zha Fuxi 1963: Qinshu Jichéng V)
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second. It may be explained as a broken chord, a major chord on D (F-D-A), developing
into a minor chord on B (F-D-B). This then develops into the sequential cadence: 6-6 43
3-1- ‘juan, juan, rén -weéi midn. He’.

Several passages show a marked correspondence between melodic movement up and
down and speech tones high (0) and low (x). For example, the final line I calculate there is
over seventy percent match (7/9), excluding neutral passages without any rising or falling
motion, as illustrated in the table below. Contrastively, the final word is a dramatic example
of converse motion ‘strings’ (O, xidn) a high ‘level’ tone is place on the lowest bass note
(D=6) in the whole piece:

c=5 #
hui
0
bh=4
a=3 Ah A H #
Xian rén | jian ting
(6] o (0] 0
g=2 | A E =
yi | zai Shi san
X | x X 0
=1 hd b w
Ci wai lidng
X X X
E=7
D=6 2
Xidn
O
Results: | - |[yes|no| - |yes| - |yes|yes| - |yes|yes]| yes | no

Matching movements: 7; contrary: 2; movements 9; neutral 4; total 13 words.
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Additive Patterns of Phrasing

There has been speculation that the complex irregularity of line lengths in Song lyrics (cf)
reflected a similar structure in their musical rhythms. Rulan Chao Pian remarked in 1966:
‘the typical features of the tsyr... are really suggestive of the additive rhythm of the Near
East, which is also characterised by prescribed rhythmic formulas of non-symmetrical
patterns... ‘7 Yudn Jingfang in 1982 sought to discern the musical rhythms behind Song
lyric prosody from the patterns of Jiangsu drum and gong musical phrasing.?® Unfortunately
no direct evidentiary link survives.

Yet since no conclusive evidence survived of the structure of Song musical time
values, such hypotheses and reconstructions remained unproven. Now, thanks to Yihai
and Zéquan’s elucidation of Drunken Dotard’s rhythmic setting, further light can be shed
on the rhythmic settings of lyrics of that period, and probably of Tdng also. This shows
us that in early Song times, the old Tang system of regular measures was still respected,
and that even lyrics with lines as asymmetrically lengthed as Drunken Dotard could still
be reconciled exactly to a whole number of eight-beat measures. They did this not by
making each verse-line conform to a musical measure, but by allowing a considerable
degree of enjambment within each stanza, and different numbers of measures within each.
(6 x 8-beat = 48 beats; 8 x 8-beat = 64 beats)

Within the symmetrical framework of the regular octuple beat measures, the
sophistication of the lyric patterns in terms of their verbal rhyme, speech-tone and semantic
rhythms can be seen are fully matched and interactively complemented by the rich fugues of
musical rhythms. These are presented below in visual form as balanced ‘pagoda’ structures
in rhythmic counterpoint, in accordance with the objective criteria of the documentary
sources:

a) first stanza beat phrasing of lyrics: 24+2+3; + 5; + 3+ 2; + 3+4 = 24 beats:

ICrystal-llike-,
ILdng- Irdn-, & 4%
|Pure, Rounded, IWhose Playing
lqingyudn Ishuitan, 7 B 3 5
IResounds in Empty IMountains Withlout- a Word?
Ixiangkonglshan wuil-yan? % 2.0 & 5
|Just a Dotard, IDrunk IMidst, IKnows Its IHeaven,
IWéiweng |zui- Izhong- Izhigiltian. 4 B P %= 3 X
Moon ILit, Wind IDew Sparkl-Ling.
Yuélming fenglld juanl-juan, F 9 J& 55 45 48
IThe man is still Not |Asleep.

Irénwei Imidn-. A A A
IBasket-ICarrier, Passing Ithe Mountain Front,
[He-lkui guolshanqidn, 7 3 iy AT
ISays: he Has IHeart Inl-Deed! IThis Worthy.
lyué: youlxin yé-zai! lcixidn. B A <5 L3 s B

27 Chao Pian, Rulan 1966: Song Dynasty Musical Sources and their Interpretation, 72, Harvard
University Press. Cf. 1971 “The Functions of Rhythm in Peking Opera”, The Musics of Asia, 1966
lectures, ed. Jose Maceda, UNESCO, Manila.

28 Yudn Jingfang 1982: “Minjian Ludgi Yue Jiégou Tanwei”, Yinyué Xuébao 2: 15ff. Peking.



98 Chime 20 (2015)

b) second stanza: 2+ 3; +3+4; +3 + 4; +3+3; +3 +4 = 32 beats:

IDrunken- [Dotard’s-
|Zui- lweng- B 4
IWhistled Chant ISounds Harmonised IFlowing Springs.
Ixidoydnglsheng hé Ilidquan. %k 4 F= 7 R
IDrunken Dotlard has Gonel Away,
IZuiwengl- qulhou, B 4 &%

Vain |IAre IMorning IMoans, Nightly IPlaints.
konglydu- Izhao-lyfn, yélyuan. = 7 #A % 4%
Mountains IAt Times | Also Toplple Over;
Shanlyéu shi” [ér téngl- dian, » 7 & & #8
IWaters At ITimes |Also IReverse Course.
Ishufydu Ishi-’ lér- lhuichuan. K7 & 7 &)1
IThink of the Dotard IWithout Years IAgeing:
ISiweng Iwdsuilnidn. & 4 & & F
Dotlard Now IIs a Flying IImmortal!

Wengl- jinlwéi feilxian-. 5 4~% Ml
IThis [Idea Remains in the [Human World.

ICi-lyi zailrénjian, & £ A
|Just Listen IBeyond the Stolps on Third or ISecond String.
Ishiting Ihuiwail-: sanllidngxidn. 3IB I = &2

Example I: Master Yihii on Qin Rhythm
Qinyuan Yaolu: Zéqudn héshang: Jiézou (Fig.6)

Rhythm?
... To play ‘Ditties’ pin is entirely different from ‘Modal Preludes’ diaoz’: they must rise

and fall rapidly. Nowadays men play Modal Preludes as ‘Compositions’ caonong. This is
because they do not know rhythm. All playing of Modal Preludes is like singing ‘Adagios’
mangii. Always, before the beat take breath and after the beat connect. When playing Modal
Preludes, in every line the first two sounds are slow. Continue, making several sounds.
Slightly pause, and save one sound to connect to the next line. This is called ‘double start,
single finish’ (shuangqi dansha). For example, in [Su Dongpo’s] Drunken Dotard Refrain:

Crystal-like,
Ldngrdn 2 2&
is two sounds slow. [IX- IX-]

Pure, Rounded, Whose Playing Resounds in Empty Mountains, Without
gingyudn, shuf tan, xiAng kongshan, wid 7 B 338 4 =L
At this point, make a slight rest. [Ixx Ixx Ixx Ix XI-]

Words? Just a Dotard...
ydn? Wéi weng 5 1E#H
This connects to the following line [x Ixx]. The rest all imitates this.

29 X1 Jian 1982: 113 quotes from this passage, but omits the vital example from the first line of
Drunken Dotard Refrain.
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Fig.6. Master Yihdi 3 i (c.1100) on gin rhythm from a 1518 manuscript of Qinyucn Yaoli %36-% 3.
As recorded by Reverend Zéqudn.

When playing caonong, in each line emphasise the first word at its start. On reaching the
end (of the line), slightly pause, saving two sounds to connect the next line. It is opposite to
diaoz’. If students can comprehend these three forms, then Ditties (pin #=), Modal Preludes
(diao ), and Melodies (gii #) can naturally be distinguished.

i A

LU S A AR T AR BRI AR TR A e B A M
mﬁﬁ%%ﬂ B FAMATIRA HEAE BRATE o EREERE
&g —FBKhe a< F%iﬁﬁj Bhe (BE@vd) [RAK) mAER FEERES
imﬁ(i%&é) "m(%m&Tﬁ)waM%

JUBHRF FOh—FHMAZ VB B MBEAORBTAR £E LR
ZF Bl%dw A dt \ﬁ

Example II: Ouyang Xiu and Méi Yaochén’s Drunken Dotard Refrains

Su Dongpo’s text and the 1539 tablature indicate a repeat for the first stanza. This common
device is also used in West River Moon (pip4 tablature no. 13 from Dunhudng c.933 AD),
and in Jiang Kui’s ‘Ancient Plaint’ Gliyuan (c. 1200).*° The ‘Three Reprises’ mentioned by
Shén Zun’s original title to his musical composition can be thus created by repeating the
opening section of 39 notes.

30 Ouydng Weénzhonggong Wenji-15. Tang Jianyudn 1972: Qinfii xia-1, Lidnguan Chubanshe,
Tdibéi: 1688.
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Fig.7. Stave interpretation of Yihai/ Zéqudn's instructions to Su Dongpo’s Zuiweng lyrics.

1. Ouydng Xiu’s 1055 lyrics can fit the received 1539 tablature, if its first stanza melody
is repeated, and if an extra note is allowed for the final word of the piece (otherwise,
there is one word short). Ouydng Xiu’s lyrics’ sense and prosody splits: 4 + 2.5 + 3.5
lines (52 + 40 + 37 = 129 words), not as Su Dongpo’s lyrics: 3 + 4 lines (39 + 52 =91
words + 39 harmonics = 130 notes). Ouydng could have fitted his words to the same
notes by starting with the music from Su’s longer second stanza to match the 52 words
of his own long opening stanza.

[Ouyédng Xiu’s preface:]

I composed the essay Drunken Dotard Pavilion at Chizhou [on Mt Ldngyé, eastern Anhui].
The Professor of Ceremony (Taichdng Béshi), Shén Zun, is a scholar fond of curiosities.
He heard of it and made a trip there. He loved its mountains and waters. On his return he
took up his gin and depicted it, composing ‘Drunken Dotard Refrain, in Three Reprises’
Zuiweng Yin, san-dié. Last autumn, I was sent on a mission to the Khitans. Shén Zun met
me at the border of Shandong and Hébéi. When the night was advanced, and the wine
half-finished, he took up his qin and performed it. He had the sound, but lacked lyrics. So
I created lyrics and presented them to him. The lyrics say:
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i.  4x 13 =52 words and notes

At first when Dotard came, beasts saw and deep hid, birds saw and high

WBHZ R ENmEKR, BLMG

flew. Dotard sober went out oh! drunk returned. At dawn sober, at dusk drunk

&, AmmASEmE, R

oh! without four seasons. Bird calling rejoice in their forest, beasts go out to roam
SRAEE, & REAK, SdiE

In their tracks: caling ‘yiying zhouzhé’ at dotard’s front oh! Drunk he was unaware.
HH, ofpedloB A 3 AT B R e

ii. 3 x 13 =39 words and notes

Sentient beings cannot be without feelings, oh! Meetings must have partings.
HOREARE S TELH &,

Waters trickle on oh! Dotard suddenly is gone oh! and does not look back. Mountains
soar -

KB e Bede i R, L AR

Oh! Dotard will come again but when? Wind whispers oh! mountain trees

A H IR m LT RAEE 50 K

iii. 2x13 =26+ 12 = 38 words and notes

fall. In Spring year by year oh! mountain grasses are fragrant. Alas! I have no virtue
among

%, AEEoLEE, 2 BASA

These men oh! I have feelings for mountain birds and wild deer. Worthy indeed is
FAS AEALEETRE, TR

Master Shén oh! He can depict my mind and soothe its longings.

T 5he B Kow A A |

1. 2. Ouydng and Méi Ydochén’s collaborative version was written in 1056 AD. It
totals 134 words which I here divide by sense into three sections (42 + 52 + 40 words).
The second section count of 52 words is an exact match of Su’s version and Ouydng’s
original first section.’® A note remarks: “This gin tune (phrasing) goes from two to
seven words, increasing and decreasing.’

i. 3+ (3x13)=42 words and notes

Dotard is coming, dotard is

HRH

coming, Dotard rides a horse. What do I mean by ‘drunken’? Below the spring
AFRGFTAZTEH? RARZT

forest sunset, mist is sad, gully gloomy. Hoof sounds and foot patter echo in primal wilds.
B R M A SIS B R Fn R IT

A moon appears from the east to shine on man. He grasps its rays but never fills his hands.
AMATHBA, HEE TR,

31 Ouydng 540; Méi 882. Hawes 2005: 39 translates only the first two sections, of 23 line-phrases
which can be divided into 9 plus 14. Their metre by word-syllable is: (2x2)+3+4+5+6+(2x7)+6 = 42;
5+7+(10x4) = 52; 64+8+(5x4)+6 = 40.
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ii. 4 x 13 =52 words and notes

The wine starts to wear off. Still not sober, he again pulls a jar to him and drains it. Dotard
BRBRAR, XRELOFE, §

is really drunk! Mountain flowers are blazing oh! Mountain trees tower oh! Dotard is
PR L AEIR 5 RBES 4 B

reeling oh! Birds cry to the left oh! Beasts cry to the right oh! Dotard is in a stupor

Brac| &Gk 5Bl £ 5 5 Rl s Rk

oh! Cicadas screech oh! The rock spring gurgles oh! Dotard is roaring drunk oh!
LRGSR HRmEs

iii. 1+ (3x13) =40 word and notes

Dotard #

at dawn comes and at dusk departs. Peasants and rustics just lean and stare oh!
RAEIE, W RIS E S

Dotard doesn’t bother me. Dotard is just intoxicated. Dotard leaves me for home. My
FAEZ, HFARH, HHR2, K

heart still dwells on him. The Professor consoles me, expressing my mind’s secrets.
SRR, WK, BREZIMAS!

Example II1: Su Dongpo: (Qincao, one piece): Drunken Dotard, with introduction

Su Dongpo’s preface and original lyrics is taken from his complete works. The qin
tablature with his setting is transcribed from 1593 Fengxuan Xudnpin compiled by Prince
Zhu Houjué.*? (Fig.4) I follow the complete works text, I choose the latter.

I underline the two tones in which Cipil differs from current standard intonation: in a),
x marks yué © ‘says’ (normally high-level tone); in b) QO marks yuan ‘plaint’ (normally
falling tone). Strike-throughs (e.g. 0, x) show where mark Cipii indicates tonal variables
to Su Dongpo’s pattern. These are where the words of Xin Qiji’s lyric diverge in speech-
tone from Su Dongpo’s schema. Rhymes, all on level tones (including the altered yuan),
are marked by capital letters. Semi-colons mark ‘lines’ ju, with full stops at the ends of
stanzas. Vertical lines mark my proposed regular 8-beat musical lines, which overlap the
asymmetrical verse lines.

[Su Dongpo’s preface]

In Ldngyé [north-east Anhui, across the border from Jinling/Nanking to the east, on the far
side of the Yangtse in Jiangsu]’s remote valleys, the mountains and waters are remarkably
beautiful. A spring sings in an empty gully as if, attuned to middle C, it were a symphony.
Drunken Dotard (Ouydng Xiu) delighted in it, brought wine to listen, and frequently
joyfully forgot to go home.

Over ten years after he had gone away, some one who loved curiosities, a scholar named
Shén Zun heard of it and went there on a trip. Using his qin, he depicted its sound, calling
it ‘Drunken Dotard’.* Tts rhythm is vibrant, the notes and fingering rich. Connoisseurs of
qin consider it outstanding. Yet it had sound, but no words.

32 Su Dongpo Qudnji 1, houji-8, 546-547: Qincao yi-shou: Zuiweng cao, yi-shou, -bing yin. 1539
Fengxuan Xudnpin IV; 1980 Qingii Jichéng: V 166 Zuiweng Yin.

33 Shén Zun also composed ‘Dawn Oriole’s Call’ Xidoying Ti, and ‘The Hermit's Travels’ Yinshi You
for qin. X0 Jian 1982: 86, citing Qintdn.
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Although the Dotard made a song for it, yet the qin sounds did not match. Again, on the
[archaic] model of Chii Lyrics, he wrote ‘Drunken Dotard Prelude’ Zuiweng Yin.** [sic;
cf. Ouydng Xiu: ‘Refrain’ Yin] Lovers of trouble also to these lyrics composed a tune
which, though rough, accorded to modal measures. Yet the qin sounds were by the lyrics
constrained. They were not Heaven-made.

Over thirty years later, the Dotard has given up his lodge, and Shén Zun disappeared long
ago. There is, in (Jiangxi) Mt. Lui’s Jade Gully, a Daoist, Cui Xidn, who is exceptionally
wonderful on the qin. Resenting this tune lacked lyrics, he transcribed its sounds, and
requested me, ‘Eastern Slope Layman’ Dongpo jushi, to remedy it, thus:*

Note: The first stanza of three musical lines has ten rhymes, while the second of four has
eight. I have set the text to match the musical lines as defined by Yihai for Su Dongpo’s
verses. Great importance was attached in the verse to the speech-tone pattern, into low
(oblique) and high (level) tones, marked below by ‘x” and ‘o’. Rhymes are all on high
tones, shown by capitals (O).

The final line flourishes on the long notes spanning the fourth and fifth beats of the
second eight-beat measures, marked by ‘*’ of up-down slides (shangxia) are followed by
simultaneous lefthand slide-up to ‘2’ and righthand stroke on the fourth string on the same
note.

I take couplets of eight beat lines, shown here for convenience as eight bars of 2/4. Stanzas
end on a) major keynote (1 = F) and b) minor keynote (6 = D). Lower octave notes are in
heavy type (e.g. 6,7), upper octave in italics (e.g. 1)

a)
Crystal-like, pure and rounded, whose playing
resounds in empty mountains without a word? Just a dotard,

R KoOHOE, kB OH 2 L & FT? OB H
ILdng- Irdn lgingyudn Ishui'tdn Ixidng kong Ishan wud |-- ydn. |Wéiweng
15 3> 153 3 3 6 6 6> 5 105 132
lo O 1o O lo O x o O o | O lo o

Drunk midst, knows his heaven. In the moon-
light, windswept dew sparkles. The man has still not %

B kit 2 X XA W B & 43, AR
lzui-  lzhong 1zhi* -qi ITian.Yue |ming feng |l juan |- juan, I|rén -wéi
n B M8 S5 5 5. B 6 W6 K4 B
Ix lo lo o 0 x lo o x ol (0] lo x

34 (Song) Jiang Kui’s famous qin song Ancient Lament is also modelled on ‘Chii Lyrics’. cf. Qu
Yudn c.BC 300.

35 Cui Xidn had a passion for setting words to qin compositions, and marked speech-tones in his
tablatures. Xa Jian: 87.

36 Cipit 1715 has hé #= ‘harmonise’, instead of zhi % ‘know’ here. I follow Su Dongpo Qudnji.



104 Chime 20 (2015)

Slept. A basket bearer, passing by the mountain front,
says: He has heart indeed! This worthy.”’

iR, #OF @ L A7, Bl AH w4 AN o
Imidn. |He I|kui guo Ishan-qgidn lyue:you Ixin -yé |--- zai! lcfxidn.
13’ 22 1B 3 2.3 15 1=2 2«1%2 111
1O Ix x x lo O x x lo x ¥ o Ix O

Note: Su Dongpo’s original lyrics text has a note at this point: ‘The harmonic sounds are
the same as this.” (Fansheng téngci 2 4F 7] #t) (Song) Wéng Pizhi remarks at this same
point: ‘The Second Reprise harmonic sounds are the same as this.”* The meaning must of
both be that the first stanza is to be repeated in harmonics. Repeat of the first stanza, with
or without harmonics, is not in the 1539 qin tablature, but is a common feature of lyric-
title music. cf. Jiang Kui: ‘Ancient Plaint’ Giiyuan harmonic interlude which is essentially
a repeat of the opening stanza. Repeat of the first stanza is also seen in Dunhudng pipd
tablature no. 13 ‘West River Moon’ Xijiang Yué.

b)
The Drunken Dotard’s whistling and chanting sounds harmonised
with the flowing springs. After the dotard had gone away, in vain

BooH S oo Rk, BAH * %, =
|Zui  lweng Ixiaoyong Isheng he lliiqudn. |Zuiweng |-- qu lhou, kong
7 R L1 71 2 B® 2 2 01 17
Ix lo x x lo X lo O Ix o I x X o

Were morning moans and nightly plaints. Mountains
Some times even topple over; Waters some

"o # h %, L A @m & . e
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37 cf. Linyd: 14 Xianwen. Confucius, playing on a chime in Wei, was overheard by a basket-carrier
who passed by his gate. First he praised the feeling in Confucius’ playing, but out of earshot ridiculed
the sound: ‘keng-keng’ as indicative of Confucius’ stubborn outdatedness. Commentators identify
the anonymous basket-carrier as a hermit incognito.

38 Tdng Jianyudn 1972: Qinfd 1690: Rdo Zongyi 1960.

39 The 1539 tablature has the corruption “youths laugh” (tong xiao) for “topple over” (tongdian)
here.
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times even reverse course. I think of Dotard
without years’ aging. Dotard now is a flying
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immortal. This idea remains in men’s world.
Just listen beyond the stops on three or two strings.
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