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The!Drunken!Dotard!Refrain
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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 Yìhâi. He was the only known person from early 
China ever to explain musical rhythm using a concrete example from qín (seven-stringed 
zither) music: he analyzed a famous musical setting of Su Dongpo’s poem Drunken 
Dotard Refrain, and his viewpoints about this qín song were recorded for posterity by 
his disciple Zéquán. 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 Yìhâi 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 Yìhâi’s observations with the 1539 qín score, and offers a rhythmical 
interpretation of the piece that hints at the presence of richly varied musical rhythms in 
Sòng dynasty lyrics.

Drunken Dotard Refrain (醉翁吟 -CPE_<5� GO<), which dates from the Northern Sòng 
dynasty, is arguably one of the most celebrated qín songs of all times. The poem by Su 
Dongpo 蘇東坡 (1037-1101) – set to music by Shên Zun 沈遵 , 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 Sòng Dynasty statesman and historian Ouyáng Xiu 歐陽修 
(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 
ED:B��L>AA�7:�:MEADG:9�>C�HDB:�9:I6>A�7:ADL	���BDG:�HE:8>g8�6>B�D;�I=>H�E6E:G�L>AA�7:�ID�
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 Sòng 
dynasty at its height a thousand years ago. It is perhaps the only qín 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 
writings on the rhythms and time values of 
those tablatures in performance survive. For 
the golden ages of Táng and Sòng, and the 
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 Yìhâi 義海� �h	� 86	� ������ HJGK>K:� >C� �=>C6fH� &6I>DC6A� $>7G6GN	� 1X=S>� L6H�
a Buddhist monk and acknowledged leading qín player of Northern Sòng, who retired 
into the mountains of Zhèjiang. His disciple the reverend Zéquán 則全��h	�8	�������
���
recorded his master’s methods, including a short section on rhythm (jiézòu 節奏). (Fig.6) 
To my knowledge, Zéquán’s work has never been published in full. 

Yìhâi’s unique gift to musicologists consists not only in general theory but above all 
>C�=>H�G=NI=B>8�6C6ANH>H�D;�DC:�8DC8G:I:�BJH>86A�:M6BEA:�>C�HJ;g8>:CI�9:I6>A�ID�:AJ8>96I:�
precisely its relative time values. The chosen example is Su Dongpo’s Drunken Dotard 
Refrain��D;�L=>8=�6������FWC�I67A6IJG:�HJGK>K:H���><	��	1

�:ADL��L:�L>AA� gGHI� IG68:� I=:� DK:G6AA� =>HIDGN� D;� I=:� ED:B� 6C9� I=:�BJH>8	�/:�L>AA�
then take a brief look at instrumental tablatures used for notating court music in the Táng 
dynasty, and at the distinct patterns and tunes for song lyrics which were used during the 
+[C<�9NC6HIN	�+[C<�E:G>D9�8A6HH>g86I>DCH�D;�HDC<�ANG>8H�L>AA�7:�8DBE6G:9�L>I=�1X=S>fH�DLC�
analytical comments on the qín setting of Drunken Dotard Refrain	�,=:C��gC6AAN��L:�86C�
turn to a detailed analysis of the piece, and will offer a detailed rhythmical interpretation 
of the words and the music.2

Qín Songs in a Mountain Paradise
The poem Drunken Dotard evokes the gorgeous scenery of Chúzhou 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 

��0_�">RC����
��%O<A6Q�16C07/<�����������������*TCBWC�1>CNJU���V>?>C<	�2=J� [J?JT��������3<5F-
C/<�+CI<>Q<�>K��2JXL:C<�1WC��H=6C<9>RD��)WCF_�"W8=TC<�>>��2=DC<=JQ��������V>?>C<�	
2 Drunken Dotard Refrain, the subject of this paper, matched the ‘Town and Country’ theme of the 
������ !%��8DC;:G:C8:�6I�(G6<J:��������+:EI:B7:G��L=:G:�!�gGHI�EG:H:CI:9�>I��6C9�>CIGD9J8:9�>I�
to qín expert John Thompson of New York. He subsequently posted the subject extensively on the 
internet.

�75�����GJC@:C��DI6G9�(6K>A>DC�/B�!B�� I<5GL�
B=2/G���6UH6=C���<6C7��
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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 
government. This insecurity 
stimulated a growing 
movement to re-nationalise 
culture, and to reject or 
absorb the Indian and other 
;DG:><C� >ChJ:C8:H�� L=>8=�
had so strongly marked 
the Táng dynasty. The 
>C9><:C>H:9�8JAIJG:�D;�I=:�H8=DA6G�D;g8>6A�CDL�G:68=:9�6�E:6@�L>I=�I=:�;DJG�<:CIA:B6CAN�
6GIH��8D9>g:9�6H�FWC�O>I=:G��7GJH=�86AA><G6E=N��ED:IGN�6C9�LT>FW�e8=:HHf��"6E6C:H:�e7�5=’). 
Chán Buddhism became a scholarly vogue.

Chúzhou in Anhui was a sidelines posting, a mild banishment three hundred miles 
south of Biânliáng (Kaifeng), the bustling capital on the Yellow River. A secluded gully of 
�=]O=DJfH�%DJCI�$QC<NT�琅琊 provided an idyllic escape from politics and a Buddhist 
retreat where Monk Zhìqian 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 
L:G:�DI=:GH�L=D�:JAD<>O:9�I=>H�H8:C>8�HEDI�6C9�86EIJG:9�>I�>C�LDG9H	�'C:�D;�I=:�gGHI�DC:H�ID�
do so was the progressive statesman and historian, Ouyáng Xiu, who devoted an essay to it.

�I�DC:�ED>CI�9JG>C<�=>H�86G::G��'JNQC<��DG><>C6AAN�I=:�e+>M�'C:�$6NB6Cf�D;�">6C<M>��
was accused of misconduct; he was demoted to the prefectship of Chúzhou in Anhui during 
�����������L=:G:�=:�7:86B:�:C8=6CI:9�7N��=]O=DJfH�HE6G@A>C<�HEG>C<H	�!C������=:�LGDI:�
Drunken Dotard $/D7:7=<�&31=@2 to be inscribed on a rock there. Could it be that Ouyáng 
intended a sly pun on ‘drunken’ and unjustly ‘condemned’ (zuì)? Hard for us to know, but in 
6CN�:K:CI�=>H�ED:I>8�:HH6N�HE6G@:9�D;;�K6G>DJH�ANG>86A�DJIEDJG>C<H�DC�%DJCI�$QC<NT�6C9�>IH�
�J99=>HI�E6K>A>DC�7N�DI=:G�6JI=DGH	��H�:6GAN�6H������'JNQC<fH�8ADH:�;G>:C9�%T>�1QD8=TC�
梅尧臣�����
�������LGDI:�6�ED:B�>C�gK:�LDG9�A>C:H�DC�I=:�Drunken DotardfH�(6K>AA>DC	�
�H�"DC6I=6C��=6K:H�>C;DGBH�JH��+DJI=:GC�+[C<�8G>I>8��T�$X;6C<��9	������7:86B:�6�<G:6I�
admirer3 of that poem.

�A6HH>86A�ED:BH� >C��=>C6�L:G:� >CI:C9:9� ID�7:�HJC<�G6I=:G� I=6C� ?JHI� G:69��6C9�gM:9�
melodies (matching the structure of the lyrics) were employed in performance. The singing 
could be accompanied by musical instruments such as the qin, the classical seven-stringed 
zither. This instrument emerges early in our genesis tale of Drunken Dotard, though not yet 
>C�9>G:8I�G:A6I>DC�ID�I=:�ED:B��'JNQC<�=>BH:A;�IDD@�FWC�A:HHDCH�>C�����	� :�A6I:G�8DBB:CI:9�
DC�6�ED:B�7N�%T>��e%JH>8�>H�L=6I�8DBBJC>86I:H�I=:�=6GBDCN�D;� :6K:C�6C9��6GI=a�

3�*K<:O<5��O���
�6�7��P�BO��6UH6=C�-CPE3<5�(O<5�>C�:><=I::C�A>C:H	�"DC6I=6C��=6K:H�������Mei Yao-
16[3<�/<2�B63��3D3:=>;3<B�=4��/@:G�'=<5�$=3B@G, Columbia University, 25-26 translates Méi’s lyric 
L=>8=�e#:�$>�;6C<f�EG6>H:9	

�75�����GJC@:C��DI6G9�(6K>AA>DC�/A�>/7<B32�0G��6RC�,7<5�����
�
���
���>@7D/B3�1=::31B7=<�
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Is not poetry therefore a shoot that grows from 
music?’� This comment is important because it shows 
that Ouyáng placed music before verse, in accord 
L>I=�I=:�;6H=>DC�D;�8DBEDH>C<�ANG>8H�ID�gI�I=:�BJH>8�
of popular songs (B7I<1O). But there is no indication 
that Méi or Ouyáng ever ventured to compose any 
music themselves.

Back at the capital, state doctor of ritual Shên 
Zun 沈遵, heard of Ouyang’s essay, visited the site 
and was inspired to compose a piece for qín. In 1055 
Shên 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 qin melody emerging, 
well before the actual famous lyrics by Su Dongpo, 
which will be born later on in this tale.

But Ouyáng was so touched when he heard 
Shên Zun’s music that he wrote a poem in gratitude, 
describing how the circulation of wine came to a halt 
6H�I=:�6J9>:C8:�L6H�IG6CHgM:9�7N�+=VCfH�E:G;DGB6C8:��
Z�B�E/A�/A�E7<2� A=4B� /<2� AC<�E/@;��E7B6� :=D3�07@2A�
B/:97<5�� �<� <756B[A� AB7::<3AA�� ;=C<B/7<A� 316=32� E7B6�
A>@7<5[A�4=C<B/7<A�@7<57<5�[ These lines helped further 

immortalise the rare scene of perfect harmony between man and nature, humans and 
animals that Ouyáng had experienced at Chúzhou. 

/=:C� %T>� =:6G9� +=VC� E:G;DGB� I=:� FWC� E>:8:� =:� LGDI:� :8HI6I>86AAN� D;� >IH� 8G>HE�
6GI>8JA6I>DC��e!IH�HDJC9�L6H�A>@:�>8N�=6>A�;6AA>C<�DC�6�GD8@N�7:68=��8=:L>C<�JE�H=6II:G:9�
jade around teeth cold.’5

Next, Ouyáng felt inspired to adapt his essay and compose a lyric in archaic ballad style for 
Shên’s music.6�1:I�I=:�LDG9H�6C9�I=:�IJC:�9>9�CDI�H::B�ID�gI	�'JNQC<�6C9�%:>�8DBEDH:9�
a further Drunken Dotard Refrain�ANG>8�>C������L>I=�I=:�G:B6G@��e,=>H�FWC�IJC:�>H�>C�ILD�
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 Shên’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 Ouyáng’s original lyric and likewise 
8DC8AJ9:H�L>I=�6�IG>7JI:�ID�I=:�e(GD;:HHDGf�+=VCfH�BJH>8	7 Its asymmetry in phrasing is quite 

�� 6L:H����	�#CGI<5��O��
���
����������
	
5 *K<:O<5��O 53/2a-b 'S<5��7J<H6=C�(=<5>J<�'6N<�(J70R��e+=:C<��G]�7>C<H>�M>R�H=WI6C��?>SDC>U�HJXN^�
ràochî hán.’ 
���+[C<��/QC<�(XO=>�D;�+=6C9DC<��'6L<5A6CQ�,J<BI<:V��*ZC<�,>6CFW�������e'JNQC<�0>J��N_��_FWCf��
�6J<5:7U�MA>K����,QC<�">RCNJQC����
����������
��	�
���DA>C�+	�	� 6L:H�
�����(63�'=17/:��7@1C:/B7=<�=4�$=3B@G�7<�B63�!72�"=@B63@<�'=<5��+-&1������
‘According to a colophon by Ouyang Xiu, he and Mei Yaochen composed it [-CPE3<5�,O<] together 
>C�����	� DL:K:G�I=:�I:MIa�HJGK>K:H�DCAN�>C�DC:�:9>I>DC�D;�%:>fH�ED:IGNa���CDI:�ID�I=:�I>IA:�B6@:H�

�75�
��!/>�=4��GJC@:C��DI6G9�(6K>AA>DC 
/<2�=B63@�A756BA�=<�!B�� I<5GL�



Wells: The Drunken Dotard Refrain ��

compatible with symmetry of musical framing, 
somewhat in the manner of Indian tâla cross-rhythms 
reconciling at the last beat. (see �F/;>:3A��������)

The story of Drunken Dotard had not yet 
reached its end. Over thirty years later, Cui Xián 
崔闲, a Daoist hermit and qín critic from Jiangxi, 
persuaded Su Dongpo (Fig.5) to create new lyrics 
for Shên’s tune. Su’s setting, to a metre as irregular 
as Méi’s, was acclaimed by Dhyâna master Bênjué 
Zhen, the son of Shên Zun himself, to be as perfect 
a blend as his father’s music to the fountain spring.8 
,=>H�7:86B:� I=:�9:gC>I>K:�K:GH>DC	� !C� I=:�+DJI=:GC�
+[C<��0>C�)X?W�辛弃疾��������
����IDD@�>I�6H�6�ANG>8�
title (1O>I7), and wrote lyrics to its prosodic model.�

Words and music – the development of Drunken 
Dotard over nine centuries
So far, the only references to music in the Drunken 
Dotard story have been descriptive and indirect; 
no music score dating from the Sóng dynasty has 
survived.

The earliest qín tablature that we have of Drunken Dotard Refrain is that printed in 
I=:�%WC<�9NC6HIN�7N�(G>C8:�2=J� [J?JT�>C�=>H�������3<5FC/<�+CI<>Q<	�/:�86CCDI�@CDL�
L=:I=:G� I=:������:9>I>DC�EG:H:GK:H�+=VC�2JCfH�DG><>C6A�BJH>8��7JI� >IH�=:EI6IDC>8� H86A:��
unlike the pentatonic prevalent in Míng, and its adherence to Su’s lyrics, support an early 
96I:	�+JfH�I:MI�86AA�;DG�I=:�gGHI�HI6CO6�ID�7:�G:E:6I:9�>C�=6GBDC>8H��4J<A63<5�BR<51Q), while 
I=:������H8DG:�H>BEAN�=6H�eG:E:6If��GSC��L>I=DJI�=6GBDC>8H	��I�6CN�G6I:�>I�>H�6�E:G;:8I�gI�;DG�
Su’s lyrics and Yìhâi’s rhythmic instructions. Shí Guózhen’s 1570 Z�@/5=<� /93[�� R<56W��
I67A6IJG:�=6H�9>;;:G:CI�BJH>8��CD� G:E:6I��7JI�=6GBDC>8H� ?JHI� ;DG� I=:�H:8DC9�HI6CO6fH�gGHI�
seven and last eight words. 

Both tablatures have the same variants to Su’s text. They omit ‘said’ (GC3) in the 
gGHI�HI6CO6��6C9�=6K:�eBDGC>C<�;DLAH�6C9�C><=I�<>77DCHf��H6/=?O<�GMGCI< 朝禽夜猿) for 
‘morning moans and night plaints’ (H6/=GO<� GMGCJ< 朝吟夜怨). The 1570 version has 
further variants (omits GN in GNH/7; 03<5?7/< for BR<527/<, 6C7G7< for 6C7EJ7). Other late 
%WC<�6C9�)>C<�FWC�I67A6IJG:H�L>I=�I=:�H6B:�I>IA:�86GGN�9>;;:G:CI�BJH>8�6C9�:K:C�JCG:A6I:9�

>I�8A:6G�I=6I�I=>H�>H�6H�BJ8=�6�<6B:�6H�6�A>I:G6GN�LDG@��e!C�I=>H�O>I=:G�IJC:��I=:��A>C:�A:C<I=H��>C8G:6H:�
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.’ #CGI<5��O�$00!!!�����	�2=J��DC<GJC�
:9	�������!L7�,I=16L<��O�07/<<7I<� 87/=H6V, Gûjí Chubânshè, Shànghâi, 882. #CGI<5��O����������
���	�
8 'C��=<5>=�%CI<8O�!��=[J?W����e)WC86D�N>�H=\J��2JXL:C<��6D�N>�H=\Jf�������:9	���������� TAJ[�
Túshu, Xiàxué Cóngshu, Táibêi. 
��������O>W��FF77���������+J�+=X���DC<ED���-CPE3<5��/=	��+[C<��0>C�)X?W���7JFC/<, Zuìweng Cao.  

�75����'C��=<5>=[A�Drunken Dotard 
Refrain�:G@71A�7<�B63���
���3<5FC/<�

+CI<>Q<�?O<�B/0:/BC@3��
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ANG>8H	�!I�L6H�IG6CHB>II:9�ID��9D�"6E6C	10 A voice-part setting of Su 
Dongpo’s original lyrics, in 5=<516N� ‘solfa’ notation with beats 
marked, was engraved in the repertoire of operatic tune-title scores, 
JC9:G�)>C<��BE:GDG�)>QCAZC<�>C�����	11 As we already observed, it 
is perhaps the only qín song known to have entered the wider popular 
repertory, though there are many instances of the reverse process of 
borrowing from fashionable lyrics to qín.

/:�B6N� HJBB6G>H:� I=:� <:C:H>H� 6C9� 9:K:ADEB:CI� D;�Drunken 
Dotard Refrain’s through uniquely full documentation over nine 
8:CIJG>:H��>C�9>HI>C8IAN�>9:CI>g67A:�HI6<:H�

1. an essay by Ouyáng Xiu, a rusticated minister, inspired by
2. a secluded mountain
3. beauty spot;
�	� a qín melody, inspired by the essay, composed by Shên Zun,
5. a court ceremonialist;
6. lyrics, composed by the original essayist for the qín melody;
7. a qín tablature transcribed by Daoist hermit Cui Xián, who was 

9>HH6I>Hg:9�L>I=�I=:�ANG>8H�
8. C:L�ANG>8H�8DBEDH:9�7N�I=:��J99=>HI�+J��DC<ED�ID�gI�I=:�IG6CH8G>7:9�FWC�B:AD9N�
�	� these lyrics cited by doyen qín player Yìhâi as a model of ‘Adagio musical rhythm’ 

(see further down below for explanation); 
10. qín interpretations and variants survive into late Míng, 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 Xû Jiàn and others.

Rhythm and tune patterns in the Táng and Sòng
Before examining Drunken Dotard Refrain�>C�9:I6>A��A:I�JH�7G>:hN�:M6B>C:�HDB:�<:C:G6A�
features of rhythm and tune patterns in the Táng and Sòng periods. The Táng dynasty 
����������=69�6�=><=AN�9:K:ADE:9�HNHI:B�D;� >CHIGJB:CI6A� I67A6IJG:H�L=>8=�L6H�JH:9� ID�
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 
6C9�HADL��L:G:�JH:9��e;DJG�7:6If�AP�>/7, ‘six-beat’ :7V�>/7, and ‘eight-beat’ 0/�>/7.12�,=:�����

��� "D=C�,=DBEHDCfH�L:7H>I:�� 8>I>C<�2=6��^M>� ������������� A>HIH� H>M� K:GH>DCH	�,=:G:� >H� I=:� �����
%O<A6C��J?CI<�.������6C9�:6GAN�)>C<fH��=TC<�0>ZC<��D;� J>O=DJ���C=J>������
�
��'=<543<55L�
%O<>W��0!!������L>I=�=>H�'6C6CI71/= and '=<5A63<51/=�0!!����	�!C�"6E6C�I=:G:�>H��*/0C<��6C[7<�
Kinpu 1678 XII 186 and (T9T��7<>C XII 273 which basically follow Su Dongpo’s lyrics but distinct 
music. 
11 �3<5FC/<�%O<>W�����	�+=W��JZO=:C������� R<56U�%O<>W��2JXL:C<�1WC��H=6C<9>RD��,QC<�">RCN-
JQC�������%O<4W�>�
�
��$>QC<JRC��,Q>7V>�	�,QD� ZC<@JW�8	������(I=A67�%O<>W��������2JXL:C<�1WC��
?JT9>RD��7N�$N_�1]COSD�����
�%O<?W��O16L<5�>M���
��2=DC<=JQ���V>?>C<�	�
�
�$	�	*	�(>8@:C�������!CA71� 4@=;� B63�(/<5��=C@B�� e,=:��BE:GDG��G:6@H� I=:��DGB6I>DCHf���;;��

�75����$=@B@/7B�=4�
'C��=<5>=���

��

��
����"=@B63@<�'S<5�
painter-poet and 
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Wells: The Drunken Dotard Refrain ��

�JC=JQC<��6K:�EWEQ�I67A6IJG:H��gGHI�9:8>E=:G:9�7N� 6N6H=>�#:CO\��:HH:CI>6AAN�8DC;DGB�ID�
these three types of measure.13

These measures functioned as progressive phases in the performance of the Táng 
dynasty balletic cantata, ‘Great Melody’ (2J?W 大曲). They relate to distinct forms of lyric 
(1O>I7 詞牌), each having its characteristic patterns and tunes, which reached their height 
in the Sòng dynasty.�� (Yuán) Zhang Yán 張炎� ��
�����������  G@71A[� #@757<� ��OGCI<�
詞源��:MEA6>C:9� I=:�8A6HH>g86I>DC�D;� I=:H:� ANG>8H� >CID����7:6I� e�96<>Df� �;J< 慢); 6-beat 
‘Broaching’ (>S 破 / 8P< 近���6C9���7:6I�e�>IINf��>Q< 品 / :7<5 令). 

!C�#DG:6�$::� N:�@J�=6H�B69:�EGDB>H>C<�6II:BEIH�ID�G:8DCHIGJ8I�+[C<�G=NI=BH�JH>C<�
early scores of two Ditties, (@3/27<5�B63�)=72, and  SGI<5�'>@7<5B7;3 by Ouyáng Xiu 歐
陽修 (1007-1072), probably sent in 1116 with a gift of instruments to the Goryeo court by 
�BE:GDG� J>ODC<fH�9>EADB6I>8�B>HH>DC	15

1X=S>� :FJ6I:H� FWC� e%D96A� (G:AJ9:f� �27J=H’ 调子) to Adagio (;J<?W 慢曲), and 
‘Composition’ (1/=<S<5 操弄) or ‘Melody’ (?W 曲) to Broaching (@V>S 入破).16�)WC�8G>I>8�
�=TC<�1^?>6C�成玉磵��h	�86	������������;JGI=:G�8DBE6G:9�%D96A�(G:AJ9:��L=>8=�>CK>I:H�
8DBE6G>HDCH�L>I=�!C9>6C�6ASE��ID�gK:�LDG9�A>C:�K:GH:�eEG>O:9�;DG�7:>C<�7A6C9�N:I�I6HIN��A>@:�
chewing a Chinese olive’; and Composition to narrative balladry.17 Chéng gave highest 
EG6>H:�ID�I=:�2=U?>6C<�HINA:�D;�FWC�EA6N>C<�=:69:9�7N�1X=S>��eHDA>9�7JI�CDI�7DDG>H=��8JAIJG:9�
yet not pedantic.’18

Collation of Terms 4-beat measures 6-beat measures 8-beat measures
Court music (YC�品��$XC<�令 ([�破, Jìn 近,

*^E[�入破
Mànqû 慢曲

Qín music Xiâoqû 小曲, Yì 意 Caonòng 操弄,
)_�曲

Diàoz’调子

English (ad hoc) Ditty, Small Tune, 
Idea

Broaching, 
Approach, 

Composition, 
Melody

%D96A�(G:AJ9:

   
1X=S>�>H�I=:�DCAN�@CDLC�LG>I:G�ID�:MEA6>C�FWC�G=NI=B�7N�:M6BEA:	�/=>A:�I>B:�K6AJ:H�6G:�
indicated by signs, such as ‘fast’ (8O) or ‘short pause’ (A6J=FO�� DC� >C9>K>9J6A� gC<:G>C<�
clusters, in many qín tablatures, their precise function is never elucidated. Set patterns 

'M;DG9�-C>K:GH>IN�(G:HH	�(>8@:C�IG6CH8G>7:H�eH>M�7:6If�6H��

��6C9�e:><=I�7:6If�6H��

	�
���%6GC>M�/:AAH�������e�G:6I�%JH>8�D;��:L�&DI:H�b�e/:HI�*>K:G�%DDCff�����!���=C@</:, no. 7, 
�
�����$:>9:C	�
���$WC�%T>NW� ���
�� e$XC<��1YC�� "XC��%RC�@SDf���W27K<�*L<FCL� >K� ����

���2=DC<<JZ�/TCMJT��
Xuésheng Shujú, Táibêi. 
���$::� N:�@J��IG	�*D7:GI��	�(GDK>C:���������AA/GA�=<�(@/27B7=</:��=@3/<�!CA71, 7, 227-257 ‘Nag-
N6C<8=JC���=>C:H:�,OfJ�%JH>8f��*DN6A��H>6I>8�+D8>:IN��+:DJA	��
���0_�">RC����
�����	 
���0_�">RC����
�����	 
���0_�">RC����
���
�	 



Chime 20 (2015)�


of ‘slow two’ (;J<[M@) and ‘fast three’ (8OA/<), such as mentioned in Zéquán’s account, 
6AHD�g<JG:�EGDB>C:CIAN�>C� I:CI=�8:CIJGN�e8=DG:D<G6E=Hf��EW>W) which encode the dance 
BDK:H�D;�$NG>8�I>IA:�HDC<H	�� These only survive thanks to their fortuitous preservation in 
the Dunhuáng 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, Yìhâi 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 (2/<?Q�A6C/<5A6/ 單起雙殺). Adagios are slow and its lines start with 
two slow and end with one slow note (A6C/<5?Q� 2/<A6/ 雙起單殺). Fortunately Yìhâi 
elucidates this with an example of Adagio from Drunken Dotard�ANG>8H	� :�I6@:H�>IH�gGHI�
musical line (8V 句) as thirteen words, and notes assuming one word/syllable per note, 
as customary. This produces a line of sixteen beats (pai 拍), or a couplet of eight-beat 
B:6HJG:H	�,=>H�LDJA9�gI�2=6C<�1QCfH�GJA:�I=6I��96<>D�6G:�>C�:><=I�7:6I	

Such regularity of measure does not coincide with the cí verse-lines, which are 
irregular in length as typical of Sòng 1O>I7 verse, as indeed of later operatic ?W>I7 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 
Yìhâi’s template, reconcile precisely with the musical rhythm at the conclusion of each 
H:8I>DC�L=DH:�LDG9�IDI6AH�6G:�7DI=�9>K>H>7A:�7N�I=>GI::C����M������������M�������
�	� :G:�
>H�+J��DC<EDfH�gGHI�A>C:�L>I=�I>B:�K6AJ:H�6EEDGI>DC:9�6H�1X=S>�EG:H8G>7:H��L=>8=�!�I=JH�
IG6CH8G>7:�6H�ILD�:><=I�7:6I�B:6HJG:H���H::��F/;>:3��)

             Crystal      - like,            clear   and   rounded,     who      is     playing?
|Làng-  rán, qing yuán, shuí tán
 |朗  然  清 园  谁 弹  
|Minim, Minim; quaver �?C/D3@� quaver  quaver;

             Echoing through the empty mountain, without words?    Just  a dotard…                                                            
|xiâng kong shan wú yán? /T> L:C<a
|响 空 山 无 言 惟 翁a�
 |quaver quaver ?C/D3@� Minim quaver quaver ?C/D3@���

!;�L:�ADD@�6I�I=:�EA68>C<�D;�ADC<�CDI:H��eM�bf���L:�H::�I=6I�I=:�gGHI�B:6HJG:�9>K>9:H�>CID�
����7:6IH��L=>A:�I=:�H:8DC9�=6H�6�ADC<�CDI:�>C�I=:�B>99A:��HI6GI>C<�DC�6C�:K:C�CJB7:G:9�
L:6@�7:6I��EGD9J8>C<���
�����DG�����
��E=G6H>C<	�!;�;DAADL>C<��=TC<�1^?>6CfH�A>C@6<:�D;�

���0W�2=UC<JRC����
���WA7:V�,7<GCM8P���C<6CI<5�*W>W�G/<87V���JC=JQC<�/TCNX	���	��G>I>H=�%J-
H:JB�BH	�+I:>C�����	�



Wells: The Drunken Dotard Refrain ��

gK:�LDG9�K:GH:� ID�%D96A�(G:AJ9:�>C�;::A>C<�6C9�e�DBEDH>I>DCf� ID�76AA69GN��CDGB6AAN�D;�
seven-word lines in classic Táng form, we might conjecturally apply Yìhâi’s formulae to 
them. The result appears not unlike the declamatory style used in the introductory couplet 
�9XC<8=SC<�H=>��D;�(:@>C<�DE:G6�20�LDJA9�7:�6H�;DAADLH�

�>K:�LDG9�A>C:��>C�e9DJ7A:�HI6GI��H>C<A:�gC>H=f��6H�6C���7:6I�A>C:��DG�:><=I�76GH�D;�

��
 

Semibreve, Semibreve, minim Semibreve minim.
‘|Yellow -|- - |River -|- - |into - |Ocean -|- - PhDLH��af
 |Huáng -| - - |Hé -| - - PG^�� |Hâi -|- - PA>]��a
黄- - - 河- - - 入- 海- - - 流-

 
             
+:K:C�LDG9�A>C:��>C�eH>C<A:�HI6GI��9DJ7A:�gC>H=f��6H���7:6I�A>C:��DG�H>M�76GH�D;�

��
 

Dotted-minim quaver quaver quaver,"quaver Dotted-minim Minim.
e.g. ‘|Hàn’s - |- emperor |valued 

beauty,
|yearned for a 
Femme

| - Fatale | - -’

|Hàn - |- huáng |zhòngsè, PM>SC<�)>C< | - Guó | - -a
汉- - 皇 重 色想 - 倾 国- -

 
A quite different example of thirteen word phrasing, also in eight-beat metre, in the writings 
D;�%WC<�9NC6HIN�(G>C8:�2=J�2R>N^�������8	�������D;�:FJ6A�I:BE:G6B:CI�86A8JA6I>DC�;6B:	�
He describes an (67@B33<�*=@2��7<5:3 (A6OA/<�HP� 1/=;J<) used in qín tuning, in whose 
G=NI=B�=:�9>H8DK:G:9� 6C� :><=I�7:6I� ��
���E6II:GC�L>I=� I=G::� ADC<�CDI:H�� 9>HIG>7JI:9� 6H�
;DAADLH��2P<52/<5�2I:Q�2P<5���2I:Q�2P<5���2P<52/<5�2I:Q�2P<5���>	:	��MMMM0���MM0���MMMM0��
with end rhymes. It echoes the thirteen-word metre of the old qín song, attributed to 
A:<:C96GN�:BE:GDG�+=^C�21

South Wind’s freshness, oh! 
Nánfeng-zhi xun -xi! 南風之薰兮
may help relieve
kê -yî jiê 可以解
my people’s hardships, oh!
�L]�BWC�O=>�N^C��M>��吾民之愠兮

20 For example, in &CA3�=4�B63��;>BG��7BG���=<516L<5��P��'67��7/7BO<5���2=J<T�$>RC<��eBing zha 
)Wshan dì, Yào qín Simâ Yì.’ 兵紮祁山地, 要擒司马懿. 

��/:AAH�������e*=NI=BH�D;�(:G8JHH>DC�6C9�%:AD9N�>C��A6HH>86A�#DG:6C�6C9��=>C:H:��GI�+DC<f���=C@-
</:�=4�B63��=@3/<�!CA71=:=571/:�'=173BG���
����������I=�6CC>K:GH6GN�:9	��+:DJA	�/:AAH�����
���
��
e*=NI=B�6C9�(=G6H>C<�>C��=>C:H:�,JC:�,>IA:�$NG>8H��)JE6>�f���H>6C�%JH>8�00!!!����������DGC:AA��
New York. 
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Yet both patterns structurally share in the number ‘thirteen’, the one named, the other 
JCHED@:C	�!C�e+DJI=�/>C9f� I=:�LDG9�E6II:GC�>H�76A6C8:9���������6C9�;DAADLH�I=:�ED:I>8�
sense. In Drunken Dotard��I=:�LDG9�E6II:GC�D;�I=:�DE:C>C<�BJH>86A�A>C:�>H��
�
��
���
��
��
L=>8=�B6N�7:�>CI:GEG:I:9�6H������	�

Enjambment spanning Musical Measures
In Yìhâi’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 
76A6C8:9	��CID>C:I�+8=>BB:AE:CC>C8@�������>C�6�I=:H>H�DC�I=:�e%DJCI6>C�HDC<Hf�H=6Cf<:�
D;�+DJI=:GC�">6C<HJ��>9:CI>g:H�6�E=:CDB:CDC�D;�e7G>9<:�BDI>;Hf�DG�BJH>86A�E=G6H:H�HJC<�
‘ahead of their text’. Schimmelpenninck describes a technique, whereby a singer starts 
6�C:L�A>C:�D;�K:GH:�L>I=>C�I=:�EG:8:9>C<�BJH>86A� A>C:��L=:G:7N�22 ‘The ‘interlocking’ of 
textual and musical phrases occurs only after lines 1 and 3 of text stanzas.’ Thus, there are 
G:HDAJI>DCH�6I�I=:�:C9�D;�:68=�8DJEA:I��>	:	�A>C:H�
�6C9���D;�6�FJ6IG6>C	�

Yìhâi explicitly addresses the art of syncopation ‘before the beat take the breath, after 
the beat connect’ (>/7�?7I<�?W?P��>/7�6SC�YF7/<5873 拍前取气拍后相接), and ‘connect to 
the following line’ (873�F7J8V 接下句), at the end of the musical line, for ‘Only the dotard...’ 
which belong to the next verse-line.

1X=S>fH�6C6ANH>H�EDH:H�;JGI=:G�FJ:HI>DCH��HJ8=�6H��L=:C�6C9�=DL�9>9�I=:H:�>HDG=NI=B>8�
patterns originate? How long and widely did or their use persist? These rhythmic modes 
may help illuminate survivals of Sòng lyric-title music, such as the compositions of Jiang 
Kuí marked ‘Adagaio’ or ‘Approach’. Yáng Zàn of Southern Sòng in his mammoth Purple 
"7;0CA��/D3@<��2YM>69[C<��FWC�8DBE:C9>JB��CDL�ADHI��8A6HH>g:9�E>:8:H�>CID�I=G::�INE:H��
%D96A�(G:AJ9:H��9>RD�调), Ditties (‘idea’ yì 意) and Compositions (1/= 操). Traces of this 
system survive in individual qín pieces of ‘$C@>:3�"7;0CA’ volumes of Míng prince Zhu 
)JQCfH���
��'6L<?O�!P>W, and his (J7G7<��J?CI<, edited from (Sòng) Tián Zhiweng’s 
(J75W�,OG7<��L=>8=�H><C�D;;�L>I=�I=:�677G:K>6I>DC�;DG�e%D96A�(G:;68:�:C9Hf��27J=H6=<5) 
6;I:G� I=:�(G:AJ9:� ��K7H6Q) of Guânglíng Sàn  section or ‘Composition ends’ (1/=H6=<5) 
after �V<A6P��/=, or ‘Melody ends’ (?WH6=<5).23

Melodic Modes and Speech-Tones
Ouyáng Xiu refers to the piece’s ‘thrice reprises in 5=<5 mode’ (A/<�27L� 5=<5A63<5).
�  
,=>H�gIH�>IH�I=G::�H:8I>DCH��>;�L:�>C8AJ9:�G:E:I>I>DC�D;�I=:�gGHI�HI6CO6	� >H�G:;:G:C8:�ID�I=:�
fundamental 5=<5 mode could refer to the conclusion of this stanza on ‘do’ of E major in 
I=:�IJC>C<������e�;��<�8�9	�'C�I=:�DI=:G�=6C9��DJG������I67A6IJG:�8A6HH:H�Drunken Dotard 



�+8=>BB:AE:CC>C8@��������67<3A3��=:9�'=<5A�/<2��=:9�'7<53@A, ‘Shan’ge’ B@/27B7=<A�7<�'=CB63@<�
�7/<5AC������������� !%���$:>9:C	�

��*QD�2DC<NW�������,QC<�">RCNJQC����
��
��
��
����	�+[C<�$>QC��������������e�Q�-6M<5A63<5�
%O<>W-hòu’ ('S<5�+CLA6P�%CI<8O��M>K�	� HJ�/:C�N>C<�������
��	�

��'JNQC<�0>J��-CPE3<5�(O<5�8P���+[C<��/QC<�(XO=>����>C�,QC<�">RCNJQC����
��*ZC<�,>6CFW�������
��
���*QD�2DC<NW�����������	�



Wells: The Drunken Dotard Refrain ��

as A6/<5�BD9:	�,=:�IG69>I>DC6A�FWC�HNHI:B�86AA:9�I=:�gGHI�HIG>C<���5=<5, and the second 
string D A6/<5	�,=:�ADC<�gC6A�H:8I>DC�68IJ6AAN�8DC8AJ9:H�DC����HD�>I�8DJA9�7N�I=6I�HNHI:B�
perhaps be considered A6/<5-mode.

,=:� gC<:G>C<� 67DK:� I=:� HIJ9H� DC� I=:� gGHI� ILD� HIG>C<H�� 6C9� I=:� 9:H><C6I>DC� D;� 6C�
6EEGDM>B6I:�ED>CI�ID�7:�9:I:GB>C:9�7N�:6G�7:IL::C�HIJ9H����6C9���6H�e�
�f��CDI�e�	�f���6G:�
8=6G68I:G>HI>8�D;�+[C<�I67A6IJG:H��8;	�">6C<�#JW���WGCJ<). Its use of the seven-tone diatonic 
scale agrees with the Sòng dynasty seven-note style, rather than the Míng pentatonic. Su 
Dongpo refers to ‘outside the studs, three or two sounds’ which match the two such bass 
HDJC9H�6I�I=:�HI6GI�6C9�gC>H=�D;�I=:�H:8DC9�HI6CO6��EA6N:9�67DK:�I=:�I=>GI::CI=�HIJ9�D;�I=:�
second (ti = 7��6C9�gGHI�HIG>C<H��La = 6) respectively.

0>C�)X?W��A:69>C<�ANG>8>HI�D;�+DJI=:GC�+[C<��69DEI:9�+J��DC<EDfH�Drunken Dotard  /G 
as a 1O�ANG>8�E6II:GC�D;����LDG9H��6C9�=>BH:A;�8DBEDH:9�6�ANG>8�ID�>IH�HE::8=�IDC6A�E6II:GC	�
�BE:GDG�#6C<M>fH�������O>W gives Su Dongpo’s version under Shuangdiào 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.25 This 
8DCgGBH� I=:�:HH:CI>6A�K>67>A>IN�D;�DJG�Drunken Dotard model to the musical rhythm of 
other known Adagio lyrics, including those of Jiang Kuí for which we have the melodies.

�+[C<���=TC<�1^?>6C�G:8DG9H�6CDI=:G�Drunken Dotard lyric, of similar length, by poet 
Zhang Mînshú, ‘emulating Su Dongpo’s ‘level’ (>O<5) and ‘oblique’ (HL) speech-tones.’26  
This calls our attention to the importance of speech-tones in lyric settings. Unlike common 
EGDHD9>8�E6II:GCH�D;�6AI:GC6I>C<�=><=� A:K:A�6C9� ADL�D7A>FJ:� IDC:H��+J��DC<EDfH�gGHI� H>M�
words, strikingly in quasi-cantillation, are all in level tone. 

!C9::9�=>H�gGHI�I=>GI::C�LDG9H�=6K:�DCAN�DC:�D7A>FJ:�IDC:��>BEG:HH>K:AN�EA68:9�G><=I�>C�
the middle on ‘resounds’ (X, F7K<5) after the third rhyme (O, GCI<) and at the start of the 
H:8DC9���7:6I�B:6HJG:�

$QC<GQC�F>C<NJQC��H=JW�IQC��xiâng�@DC<H=6C��L]NQC��/:W�L:C<
o      O    o     O       o      O    X       o      O       o    O      o      o

Oblique tones in this piece thus serve to accentuate the start of major phrases. The next tone 
6;I:G�I=>H�A>C:��6I�I=:�HI6GI�D;�I=:�I=>G9���7:6I�C:6HJG:�>H�6AHD�D7A>FJ:	�!;�L:�:M6B>C:�I=:�gC6A�
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’ 
(F7/<���QGP� HJ7� @L<87/< o. xxx�DD���6C9� I=:�8DC8AJ9>C<���7:6I�B:6HJG:�6C9�E=G6H:�� e"JHI�
listen beyond the stops to three or two strings.’ ('6P�B7<5�6C7EJ7�A/<�:7K<5F7I<. X oox oxo)

%:AD9>86AAN��I=:G:�>H�6C�>CI:G:HI>C<�g<JG:��e1 6 43’ (F D B A, do la fa mi), ‘HCP�H6=<5�
H67��?Of��MDDD�	�8;	�">6C<�#JW��"OA6K<5�e����f��e2O:Q�5C/<A6/<f��DMDD�	�,=>H�g<JG:�:ME6C9H��
DE:C>C<�ID�6�G>H>C<�H>MI=�>CI:GK6A��6C9�I=:C�8DCIG68IH��;6AA>C<�ID�gAA�>IH�8:CIG:�L>I=�6�B>CDG�


��#6C<M>��������O>W�000�
��+=RC<AWC��=JC��%RC����
�LDG9H��I=:�gGHI�H:8I>DC�=6H�:A:K:C�E=G6H:H�
�?^���I=:�H:8DC9�C>C:��7JI�:68=�=6H�I=:�H6B:�CJ7:G�D;�LDG9H�������6ABDHI�I=:�H6B:�6H�Drunken Do-
tardfH�H:8DC9�HI6CO6���
��L=>8=�86C�A>@:L>H:�gI�;DJG�BJH>86A�A>C:H�D;�ILD�:><=I�7:6I�B:6HJG:H�L>I=�
comparable enjambment. 

��">SC<�#UF>RC�������%O<A6C��J?CI< 206-207 (I<5?O<���6L<5�,V87/<�%O<:V<������<>K:H�6�9>;;:G:CI�
-CPE3<5�,O<�D;��
�LDG9H�6C9�CDI:H��EJG:AN�>C�=6GBDC>8H	��2=6��^M>�������%O<A6C��O16L<5 V) 
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second. It may be explained as a broken chord, a major chord on D (F-D-A), developing 
>CID�6�B>CDG�8=DG9�DC����������	�,=>H�I=:C�9:K:ADEH�>CID�I=:�H:FJ:CI>6A�869:C8:���������
3-1- ‘8C/<��8C/<��@L<��EM7�;7I<���M’.

Several passages show a marked correspondence between melodic movement up and 
9DLC�6C9�HE::8=�IDC:H�=><=��D��6C9�ADL��M�	��DG�:M6BEA:��I=:�gC6A�A>C:�!�86A8JA6I:�I=:G:�>H�
DK:G�H:K:CIN�E:G8:CI�B6I8=���
����:M8AJ9>C<�C:JIG6A�E6HH6<:H�L>I=DJI�6CN�G>H>C<�DG�;6AA>C<�
BDI>DC��6H�>AAJHIG6I:9�>C�I=:�I67A:�7:ADL	��DCIG6HI>K:AN��I=:�gC6A�LDG9�>H�6�9G6B6I>8�:M6BEA:�
of converse motion ‘strings’ (O, F7I<) a high ‘level’ tone is place on the lowest bass note 
(D=6��>C�I=:�L=DA:�E>:8:��

c=5 徽
hui
o

bb��
a=3 仙

Xian
O

人
rén
o

間
jian
O

聽
ting

o
g=2 意

yì
x

在
zài
x

試
Shì
x

三
san
o

 f=1 此
Cî 
x

外
wài 
x

兩
liâng

x
���
D=6 絃

Xián
O

*:HJAIH� - yes no - yes - yes yes - yes yes yes no

      %6I8=>C<�BDK:B:CIH�����8DCIG6GN��
��BDK:B:CIH����C:JIG6A��� total 13 words.
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Additive Patterns of Phrasing
There has been speculation that the complex irregularity of line lengths in Sòng lyrics (cí) 
G:h:8I:9�6�H>B>A6G�HIGJ8IJG:�>C�I=:>G�BJH>86A�G=NI=BH	�*JA6C��=6D�(>6C�G:B6G@:9�>C�������
‘the typical features of the tsyr... are really suggestive of the additive rhythm of the Near 
�6HI�� L=>8=� >H� 6AHD� 8=6G68I:G>H:9� 7N� EG:H8G>7:9� G=NI=B>8� ;DGBJA6H� D;� CDC�HNBB:IG>86A�
patterns... ‘27�1JQC�"XC<;6C<�>C����
�HDJ<=I�ID�9>H8:GC�I=:�BJH>86A�G=NI=BH�7:=>C9�+[C<�
lyric prosody from the patterns of Jiangsu drum and gong musical phrasing.28 Unfortunately 
no direct evidentiary link survives.

Yet since no conclusive evidence survived of the structure of Sòng musical time 
values, such hypotheses and reconstructions remained unproven. Now, thanks to Yìhâi 
and Zéquán’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 Táng also. This shows 
us that in early Sòng 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. 
���M���7:6I������7:6IH����M���7:6I������7:6IH���

/>I=>C� I=:� HNBB:IG>86A� ;G6B:LDG@� D;� I=:� G:<JA6G� D8IJEA:� 7:6I� B:6HJG:H�� I=:�
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 
HDJG8:H�
 
a)�gGHI�HI6CO6�7:6I�E=G6H>C<�D;�ANG>8H��2+2+3; + 5; + 3+ 2; + 3+4 = 24 beats:

|Crystal-|like-,
P$QC<��PGQC���琅然

|Pure, Rounded, |Whose Playing
|qingyuán |shuítán, 清圓誰彈 

|Resounds in Empty |Mountains With|out- a Word?
|xiângkong|shan wú|-yán? 響空山無言

|Just a Dotard, |Drunk |Midst, |Knows Its |Heaven,
P/T>L:C<�POJX��PO=DC<��PO=>FWPI>6C	�惟翁醉中知其天

Moon |Lit, Wind |Dew Spark|-Ling.
1JUPBWC<�;:C<PA^�?J6CP�?J6C��月明風露娟娟

|The man is still Not |Asleep.
|rénwèi |mián-. 人未眠

|Basket-|Carrier, Passing |the Mountain Front,
|Hè-|kuì guò|shanqián, 荷蕢過山前

|Says: he Has |Heart In|-Deed! |This Worthy.
PNJU��N\JPM>C�NV�O6>��P8YM>QC	�曰有心也哉此賢


���=6D�(>6C��*JA6C�������'=<?��G</ABG�!CA71/:�'=C@13A�/<2� B637@� �<B3@>@3B/B7=<, 72, Harvard 
-C>K:GH>IN�(G:HH	��;	������c,=:��JC8I>DCH�D;�*=NI=B�>C�(:@>C<�'E:G6d��(63�!CA71A�=4��A7/�������
A:8IJG:H��:9	�"DH:�%68:96��-&�+�'��%6C>A6	�

��1JQC�"XC<;6C<����
��c%WC?>6C�$JZ<_�1JU�">T<[J�,RCL:>d��,7<GCM�+CL0J=�
����;;	�(:@>C<	�
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b)�H:8DC9�HI6CO6��2+ 3; +3+4; +3 + 4; +3+3; +3 +4 = 32 beats:

|Drunken- |Dotard’s-
|Zuì- |weng- 醉翁

|Whistled Chant |Sounds Harmonised |Flowing Springs. 
PM>RDN\C<PH=:C<�=U�PA>]FJQC	�嘯詠聲和流泉

|Drunken Dot|ard has Gone| Away,
P2JXL:C<P��F^P=[J��醉翁去後

Vain |Are |Morning |Moans, Nightly |Plaints.
@DC<PN\J��PO=6D�PNWC��NUPNJRC	�空有朝吟夜怨 
Mountains |At Times | Also Top|ple Over;
+=6CPN\J�H=Wf�PTG�IZC<P��9>6C��山有時而童顛
|Waters At |Times |Also |Reverse Course.
�PH=JYN\J�PH=W�f�PTG��P=JW8=J6C	�水有時而回川

|Think of the Dotard |Without Years |Ageing:
|Siweng |wúsuì|nián. 思翁無歲年

Dot|ard Now |Is a Flying |Immortal!
/:C<P��?>CPLT>�;:>PM>6C�	�翁今為飛仙

|This |Idea Remains in the |Human World.
|Cî-|yì zài|rénjian, 此意在人間

|Just Listen |Beyond the Sto|ps on Third or |Second String.
PH=XI>C<�P=J>LR>P���H6CPA>SC<M>QC	�試聽徽外三兩絃

Example I: Master Yìhâi on Qín Rhythm
%O<GCJ<�,J=:V��-L?CI<�6LA6J<5���7LHSC (Fig.6)

Rhythm29

... To play ‘Ditties’ >Q<�>H�:CI>G:AN�9>;;:G:CI�;GDB�e%D96A�(G:AJ9:Hf�27J=H[��I=:N�BJHI�G>H:�
6C9�;6AA�G6E>9AN	�&DL696NH�B:C�EA6N�%D96A�(G:AJ9:H�6H�e�DBEDH>I>DCHf�1/=<S<5. This is 
7:86JH:�I=:N�9D�CDI�@CDL�G=NI=B	��AA�EA6N>C<�D;�%D96A�(G:AJ9:H�>H�A>@:�H>C<>C<�e�96<>DHf�
;J<?W	��AL6NH��7:;DG:�I=:�7:6I�I6@:�7G:6I=�6C9�6;I:G�I=:�7:6I�8DCC:8I	�/=:C�EA6N>C<�%D96A�
(G:AJ9:H�� >C�:K:GN� A>C:� I=:�gGHI� ILD�HDJC9H�6G:� HADL	��DCI>CJ:��B6@>C<�H:K:G6A� HDJC9H	�
Slightly pause, and save one sound to connect to the next line. This is called ‘double start, 
H>C<A:�gC>H=f��A6C/<5?Q�2/<A6/). For example, in [Su Dongpo’s] Drunken Dotard Refrain�

 Crystal-like, 
� $QC<GQC�琅然
      is two sounds slow. [|X- |X-]

 Pure, Rounded, Whose Playing Resounds in Empty Mountains, Without
 qingyuán, shuî tán, xiâng kongshan, wú 清圓誰彈響空山
      At this point, make a slight rest. [|xx |xx |xx |x X|-]

 Words? Just a Dotard... 
� NQC��/T>�L:C<�言惟翁
      This connects to the following line [x |xx]. The rest all imitates this.


��0_�">RC����
������FJDI:H�;GDB�I=>H�E6HH6<:��7JI�DB>IH� I=:�K>I6A�:M6BEA:�;GDB�I=:�gGHI� A>C:�D;�
Drunken Dotard Refrain. 
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/=:C�EA6N>C<�1/=<S<5��>C�:68=�A>C:�:BE=6H>H:�I=:�gGHI�LDG9�6I�>IH�HI6GI	�'C�G:68=>C<�I=:�
end (of the line), slightly pause, saving two sounds to connect the next line. It is opposite to 
27J=H[. If students can comprehend these three forms, then Ditties (>Q< 品���%D96A�(G:AJ9:H�
(27J= 调), and Melodies (?W 曲) can naturally be distinguished.

節奏
a凡彈品則全與調子不同 要起伏快 今人彈調子往往如操弄 不知節奏故也 
凡彈調子 如唱慢曲 常於拍前取氣 拍後相接 彈調子者 每一句先兩聲慢續作數聲 少
息 留一聲接後句 謂之「雙起單殺」 假如《醉翁吟》「浪然」兩聲慢 「清圓誰彈響
空山 無（至此少息）言惟翁（此是接下句）」 他皆倣此
凡彈操弄 每句以一字題頭至盡處  少息 留兩聲 相接後句與調子相反 學者若能曉此
三事 則品調曲自能分別�a�

Example II: Ouyáng Xiu and Méi Yáochén’s Drunken Dotard Refrains
+J��DC<EDfH�I:MI�6C9�I=:������I67A6IJG:�>C9>86I:�6�G:E:6I�;DG�I=:�gGHI�HI6CO6	�,=>H��8DBBDC�
device is also used in *3AB�&7D3@�!==<��EWEQ�I67A6IJG:�CD	����;GDB��JC=JQC<�8	���������
and in Jiang Kuí’s Z�<173<B�$:/7<B[��WGCJ< (c. 1200).30 The Z(6@33�&3>@7A3A[ mentioned by 
Shên Zun’s original title to his musical composition can be thus created by repeating the 
DE:C>C<�H:8I>DC�D;����CDI:H	

30 #CGI<5� *L<H6=<55=<5� *L<8O���	� ,QC<� ">RCNJQC� ���
�� %O<4W� F7J���� $>QC<JRC� �=J7SCH=U��
,Q>7V>������	�

�75����!/AB3@�,P6K7�义海��1���

��=<�?O<�@6GB6;�4@=;�/������;/<CA1@7>B�=4�%O<GCJ<�,J=:V�琴苑要录��
�A�@31=@232�0G�&3D3@3<2�-L?CI<�
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1. 'JNQC<�0>JfH������ANG>8H�86C�gI�I=:�G:8:>K:9������I67A6IJG:��>;�>IH�gGHI�HI6CO6�B:AD9N�
>H�G:E:6I:9��6C9�>;�6C�:MIG6�CDI:�>H�6AADL:9�;DG�I=:�gC6A�LDG9�D;�I=:�E>:8:��DI=:GL>H:��
I=:G:�>H�DC:�LDG9�H=DGI�	�'JNQC<�0>JfH�ANG>8Hf�H:CH:�6C9�EGDHD9N�HEA>IH��4 + 2.5 + 3.5 
A>C:H���
��������������
��LDG9H���CDI�6H�+J��DC<EDfH�ANG>8H��������A>C:H��������
������
LDG9H������=6GBDC>8H�������CDI:H�	�'JNQC<�8DJA9�=6K:�gII:9�=>H�LDG9H�ID�I=:�H6B:�
notes by starting with the music  from Su’s longer second stanza to match the 52 words 
of his own long opening stanza. 

3'JNQC<�0>JfH�EG:;68:�4

I composed the essay Drunken Dotard�(6K>A>DC�6I��=]O=DJ�3DC�%I�$QC<NT��:6HI:GC��C=J>4	�
,=:�(GD;:HHDG��D;��:G:BDCN��,R>8=QC<��ZH=>���Shên 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 qín and depicted it, composing ‘Drunken Dotard Refrain, 7<�(6@33�&3>@7A3A[�
-CPE3<5�,O<��A/<�27L	�$6HI�6JIJBC��!�L6H�H:CI�DC�6�B>HH>DC�ID�I=:�#=>I6CH	�+=VC�2JC�B:I�
B:�6I� I=:�7DG9:G�D;�+=6C9DC<�6C9� T7V>	�/=:C� I=:�C><=I�L6H�69K6C8:9�� 6C9� I=:�L>C:�
=6A;�gC>H=:9��=:�IDD@�JE�=>H�FWC�6C9�E:G;DGB:9�>I	� :�=69�I=:�HDJC9��7JI�A68@:9�ANG>8H	�+D�
!�8G:6I:9�ANG>8H�6C9�EG:H:CI:9�I=:B�ID�=>B	�,=:�ANG>8H�H6N�

�75����'B/D3�7<B3@>@3B/B7=<�=4�,76/7	�-L?CI<[A�7<AB@C1B7=<A�B=�'C��=<5>=[A�-C7E3<5�:G@71A�
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i. ��F��
������E=@2A�/<2�<=B3A
���!������
�����	����	�
��

	�����	��	����

�������
������	��	��������
始翁之来 兽见而深伏。鸟见而高
"
������	�����

���
������������������
����
�������	�����

���	������������
飞。翁醒而往兮醉而归。朝醒暮醉   
oh! without four seasons. Bird calling rejoice in their forest, beasts go out to roam
兮无有四时。鸟鸣乐其林，兽出游
In their tracks: caling ‘yiying zhouzhé’ at dotard’s front oh! Drunk he was unaware. 
其蹊。咿嘤啁哲於翁前兮醉不知。

ii. 
�F��
���
��E=@2A�/<2�<=B3A
Sentient beings cannot be without feelings, oh! Meetings must have partings.
有心不能以无情兮！有合必有离。
Waters trickle on oh! Dotard suddenly is gone oh! and does not look back. Mountains 
soar
水潺潺兮翁忽去而不顾。山岑岑
Oh! Dotard will come again but when? Wind whispers oh! mountain trees
兮！翁复来而几时？风嫋嫋兮山木

iii. ��F��
�������������
��E=@2A�/<2�<=B3A
fall. In Spring year by year oh! mountain grasses are fragrant. Alas! I have no virtue 
among     
落。春年年兮山草菲。嗟！我无德於
These men oh! I have feelings for mountain birds and wild deer. Worthy indeed is
其人兮！有情於山禽与野麋。贤哉！
Master Shên oh! He can depict my mind and soothe its longings.
沈子兮能写我心而慰彼相思！

1. 2. Ouyáng and Méi Yáochén’s collaborative version was written in 1056 AD. It 
IDI6AH�����LDG9H�L=>8=�!�=:G:�9>K>9:�7N�H:CH:�>CID�I=G::�H:8I>DCH���
����
������LDG9H�	�
The second section count of 52 words is an exact match of Su’s version and Ouyáng’s 
DG><>C6A�gGHI� H:8I>DC	31���CDI:� G:B6G@H�� e,=>H�FWC� IJC:� �E=G6H>C<��<D:H� ;GDB� ILD� ID�
seven words, increasing and decreasing.’

>	� �������M��������
�LDG9H�6C9�CDI:H
Dotard is coming, dotard is 
翁来翁
coming, Dotard rides a horse. What do I mean by ‘drunken’? Below the spring 
来翁乘马何以言醉？泉林之下
forest sunset, mist is sad, gully gloomy. Hoof sounds and foot patter echo in primal wilds.
日暮烟愁谷暝蹄声足音响原野
�������	��
	����������
�
	����������
�����	����
���	���������	���
����
�
��!���������	����
月从东方出照人。揽辉曾不应把。

31 #CGI<5������!L7���
	� 6L:H�
��������IG6CHA6I:H�DCAN�I=:�gGHI�ILD�H:8I>DCH��D;�
��A>C:�E=G6H:H�
L=>8=�86C�7:�9>K>9:9�>CID���EAJH���	�,=:>G�B:IG:�7N�LDG9�HNAA67A:�>H���
M
�����������
M��������
; 
�������M�����52��������M���������.   
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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 
酒将醒未醒。又把玉斚向身泻。翁
����
	����������������	���"��
���	�
�
�	��������������	�����

�����
���������	�����
呼醉也！山花炯兮山木挺兮翁酩
reeling oh! Birds cry to the left oh! Beasts cry to the right oh! Dotard is in a stupor 
酊兮！禽鸣右兮兽鸣左兮翁夔鹅兮虫嚎
oh! Cicadas screech oh! The rock spring gurgles oh! Dotard is roaring drunk oh!
兮!虫啁嚎兮！泉水嘈兮！翁耗醄兮!

iii.   1 + (3 x 13) = 40 word and notes
Dotard 翁
at dawn comes and at dusk departs. Peasants and rustics just lean and stare oh!
朝来以暮往。田叟野父徒倚望兮！
Dotard doesn’t bother me. Dotard is just intoxicated. Dotard leaves me for home. My 
翁不我搔。翁自陶陶。翁捨我归。我
heart still dwells on him. The Professor consoles me, expressing my mind’s secrets.
心依依。博士慰我。写我意之微兮！ 

Example III: Su Dongpo: (Qíncao, one piece): Drunken Dotard, with introduction
Su Dongpo’s preface and original lyrics is taken from his complete works. The qín 
I67A6IJG:�L>I=�=>H�H:II>C<�>H�IG6CH8G>7:9�;GDB�������:C<MJ6C�0JQCEYC�8DBE>A:9�7N�(G>C8:�
Zhu Hòujué.32���><	���!�;DAADL�I=:�8DBEA:I:�LDG@H�I:MI��!�8=DDH:�I=:�A6II:G	�

I underline the two tones in which �O>W�9>;;:GH� ;GDB�8JGG:CI� HI6C96G9� >CIDC6I>DC�� >C�6���
x marks yuè ‘ ‘says’ (normally high-level tone); in b) O marks yuan ‘plaint’ (normally 
falling tone). Strike-throughs (e.g. o, x)  show where mark �O>W indicates tonal variables 
ID�+J��DC<EDfH�E6II:GC	�,=:H:�6G:�L=:G:�I=:�LDG9H�D;�0>C�)X?WfH�ANG>8�9>K:G<:�>C�HE::8=�
tone from Su Dongpo’s schema. Rhymes, all on level tones (including the altered yuan), 
are marked by capital letters. Semi-colons mark ‘lines’ jù, 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]

!C�$QC<NT�3CDGI=�:6HI��C=J>��68GDHH�I=:�7DG9:G�;GDB�">CAWC<
&6C@>C<�ID�I=:�:6HI��DC�I=:�;6G�
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 (Ouyáng 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 
Shên Zun heard of it and went there on a trip. Using his qín, he depicted its sound, calling 
it ‘Drunken Dotard’.33�!IH�G=NI=B�>H�K>7G6CI��I=:�CDI:H�6C9�gC<:G>C<�G>8=	��DCCD>HH:JGH�D;�
qín consider it outstanding. Yet it had sound, but no words. 

32 'C��=<5>=�%CI<8O�!��=[J?W�������������%O<1/=�G7�A6TC��-CPE3<5�1/=��G7�A6TC���0P<5�GQ<	������
�3<5FC/<�+CI<>Q<�!.��������%O<?W��O16L<5��.�����-CPE3<5�,O<. 
33 Shên Zun also composed Z�/E<�#@7=:3[A��/::[�+7K=GO<5�(O, and Z(63��3@;7B[A�(@/D3:A[�,Q<A6P�,RC 
;DG�FWC	�0_�">RC����
������8>I>C<�%O<BI<. 
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Although the Dotard made a song for it, yet the qín sounds did not match. Again, on the 
[archaic] model of  �6W� G@71A, he wrote ‘Drunken Dotard Prelude’ -CPE3<5�,Q<.�� [sic; 
8;	�'JNQC<�0>J�� eRefrain’ ,O<4� $DK:GH� D;� IGDJ7A:� 6AHD� ID� I=:H:� ANG>8H� 8DBEDH:9� 6� IJC:�
which, though rough, accorded to modal measures. Yet the qín sounds were by the lyrics 
constrained. They were not Heaven-made.

Over thirty years later, the Dotard has given up his lodge, and Shên Zun disappeared long 
6<D	�,=:G:�>H��>C��">6C<M>��%I	�$]fH�"69:��JAAN��6��6D>HI���J>�0>QC��L=D�>H�:M8:EI>DC6AAN�
wonderful on the qín. Resenting this tune lacked lyrics, he transcribed its sounds, and 
G:FJ:HI:9�B:��e�6HI:GC�+ADE:�$6NB6Cf��=<5>=�8CA6P��ID�G:B:9N�>I��I=JH�35

&DI:��,=:�gGHI�HI6CO6�D;�I=G::�BJH>86A�A>C:H�=6H�I:C�G=NB:H��L=>A:�I=:�H:8DC9�D;�;DJG�=6H�
:><=I	�!�=6K:�H:I�I=:�I:MI�ID�B6I8=�I=:�BJH>86A�A>C:H�6H�9:gC:9�7N�1X=S>�;DG�+J��DC<EDfH�
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). 

,=:� gC6A� A>C:� hDJG>H=:H� DC� I=:� ADC<� CDI:H� HE6CC>C<� I=:� ;DJGI=� 6C9� g;I=� 7:6IH� D;� I=:�
second eight-beat measures, marked by ‘*’ of up-down slides (shàngxià) are followed by 
simultaneous lefthand slide-up to ‘2’ and righthand stroke on the fourth string on the same 
note.   

!�I6@:�8DJEA:IH�D;�:><=I�7:6I�A>C:H��H=DLC�=:G:�;DG�8DCK:C>:C8:�6H�:><=I�76GH�D;�

�	�+I6CO6H�
end on a) major keynote (1 = F) and b) minor keynote (6�����	��$DL:G�D8I6K:�CDI:H�6G:�>C�
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,            
琅 然 清  圓。 誰  彈？ 響      空 山     無 言？ 惟  翁
P$QC<� |rán  |?7<5yuán  |A6CO�BI< |xiâng 9=<5 |A6/<  wú |-- GI<. |*L7�E3<5
|5 |3’ |5    3’ |3    3’ |6       6 |6’       5 |0  5’  |3   2
|o |O |o    O |o    O  |x       o |O       o |    O |o   o

Drunk midst, knows his heaven. In the moon- 
 light, windswept dew sparkles. The man has still not 36

醉 中 知     其 天！ 月 明     風 露 娟 娟， 人  未
|HCP- |H6=<5 |zhi36   -qí |Tian.Yuè |;O<5�43<5 |:V��8C/< |-- 8C/<, |@L<��EM7
|1      |56 |�      23 |3’    5 |5      5     |3      6 |0  6’ |�    23
|x |o |o      o |O     x |o      o |x      o|     O |o    x

����+[C<��">6C<�#JWfH�;6BDJH�FWC�HDC<��<173<B� /;3<B is also modelled on ‘�6W� G@71Af	��8;	�)J�
Yuán c.BC 300. 
35 Cui Xián had a passion for setting words to qín compositions, and marked speech-tones in his 
I67A6IJG:H	�0_�">RC����	�
36 �O>W 1715 has hè 和 ‘harmonise’, instead of  zhi 知 ‘know’ here. I follow 'C��=<5>=�%CI<8O. 



Chime 20 (2015)���

       Slept. A basket bearer, passing by the mountain front,
 says: He has heart indeed! This worthy.37                              
眠。 荷 蕢   過 山     前， 曰：有 心    也            哉！ 此 賢。
|;7I<. |�M |kuì  5CS |A6/<�?7I< |GCM��GTC |F7<���GN |-- -   H/7� |1Q xián.
|3’ |1 |12  2 |3     23’ |2     3 |5     1~2 |2~1 1~2 |1 1
|O |x |x    x |o     O |x     x |o      x |*     o |x O

&DI:��+J��DC<EDfH�DG><>C6A�ANG>8H�I:MI�=6H�6�CDI:�6I�I=>H�ED>CI��Z(63��6/@;=<71�A=C<2A�/@3�
B63�A/;3�/A�B67A�[ (Fànsheng tóngcî 泛聲同此���+[C<��/QC<�(XO=>�G:B6G@H�6I�I=>H�H6B:�
ED>CI��Z(63�'31=<2�&3>@7A3�6/@;=<71�A=C<2A�/@3�B63�A/;3�/A�B67A�[38 The meaning must of 
7DI=�7:�I=6I�I=:�gGHI�HI6CO6�>H�ID�7:�G:E:6I:9�>C�=6GBDC>8H	�*:E:6I�D;�I=:�gGHI�HI6CO6��L>I=�
DG�L>I=DJI�=6GBDC>8H��>H�CDI�>C�I=:������FWC�I67A6IJG:��7JI�>H�6�8DBBDC�;:6IJG:�D;�ANG>8�
I>IA:�BJH>8	�8;	�">6C<�#JW��Z�<173<B�$:/7<B[��WGCJ< harmonic interlude which is essentially 
6�G:E:6I�D;� I=:�DE:C>C<�HI6CO6	�*:E:6I�D;� I=:�gGHI�HI6CO6�>H�6AHD�H::C�>C��JC=JQC<�EWEQ�
tablature no. 13 Z*3AB�&7D3@�!==<[�+787/<5�,CM�
 
b)
      The Drunken Dotard’s whistling and chanting sounds harmonised
� �������
�"������������������
����
����	����	�����
�	�	�������	���  

醉 翁 嘯   詠 聲       和 流 泉。 醉  翁      去 後， 空
|Zuì |E3<5 |F7J=GT<5 |sheng  6M |:7U?CI<. |-CPE3<5 |--   ?V |6SC, kong
|7 |2 |1    1           |71    12 |3  23’ |2        2 |0   1      |1’   71
|x |o |x    x |o       x |o  O |x   o |    x |x    o

       
      Were morning moans and nightly plaints. Mountains
 Some times even topple over; Waters some  39

有 朝 吟   夜 怨。  山 有  时 而  童    巅。   水    有
|GTC |H6/= |yín, GM |GC/<��'6/< PN\JH=W |-ér  BR<5 |--dian.�� |'6CQ�GTC
|12 |3 |2    1 |1’     � |6   6 |5      �5 |5 5’ |��    6 
|x |o |o    x |O      o |x   o |o      o |  O |x      x

         
      

���8;	�$]CN_�����0>RCLUC	��DC;J8>JH��EA6N>C<�DC�6�8=>B:�>C�/U>��L6H�DK:G=:6G9�7N�6�76H@:I�carrier 
who passed by his gate. First he praised the feeling in Confucius’ playing, but out of earshot ridiculed 
I=:�HDJC9��e@:C<�@:C<f�6H� >C9>86I>K:�D;��DC;J8>JHf�HIJ77DGC�DJI96I:9C:HH	��DBB:CI6IDGH� >9:CI>;N�
the anonymous basket-carrier as a hermit incognito.
���,QC<�">RCNJQC����
��)WC;_�������*QD�2DC<NW�����	 
���,=:������I67A6IJG:�=6H�I=:�8DGGJEI>DC�cNDJI=H�A6J<=d��B=<5�F7J=��;DG�cIDEEA:�DK:Gd��BR<527/<) 
here. 
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        times even reverse course. I think of Dotard 
� ���������
	�� �	���������	����������	�"�����

時 而 回   川。 思  翁 無  歲 年。  翁    今 為   飛
|A6O |-ér |6CO16C/<. |'7��E3<g |EU�ACP |<7I<��*3<5 |--  87< |EL7�437�
|6 |5 |5   5’ |17 6 |������ |3’           3 |0  3 |3   3
|o |o |o   O |o   o |o    x |O            o |    o |o   o

      immortal. This idea remains in men’s world.
 Just listen beyond the stops on three or two strings.

仙。 此 意   在 人  間： 試  聽 徽   外              三 兩      絃。
|F7/<. |�Q- |GP���HJ7 |@L<87/<� |A6PB7<5 |6C7�EJ7 |--         A/< |:7K<5-xián.
|3’ |1 |1~2 2       |3  23’ |2  3 |5     1~2 |2~1’ 1~2}~ |1~      1~6 ||
|O |x |x   x |o   O |x  o |o     x |*      o 2} |x       O     ||


