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Introduction: “Beside the plum tree, playing my flute,

calling, awakening my jade lady.”

(Jiang Kui, Secret Fragrance, 1191)

When talking of lyric songs, the pieces composed during the Northern Song have
always attracted praise. However, it was not until the Southern Song that the lyric
song reached the apex of its refinement, and only towards the end of the Song did
it reach its apex of variation. Jiang Yaozhang is the most outstanding [exponent of
the genre]. What a pity that of Whitestone’s Music Bureau Songs, his [lyric oeuvre]
in five fascicles, only twenty-odd pieces survive today.!

BATH  LHER RAEHRBBLEL  ERFAMBLE  E4F
KR AL - BT Casfm) 24 S G-+ HAL -

This lament for the unfortunate loss of a large proportion of Jiang Kuis & %
(c. 1155—c. 1221) lyric oeuvre is by Zhu Yizun &% ¥ (1629-1709), the main propagator
of the lyric song (ci ) renaissance, and is an extraordinary statement, taken from the
introduction to Zhu’s Cizong #) #%, a definitive anthology of the song form published in
1678 (see Table 1, no. 6). For the first time in literary history, the reputation of the lyric
songs of the Southern Song (1127-1279) had been enhanced to a level superior to that of
the Northern Song (960-1127). In a similar fashion to how the now-familiar phrase “Tang
poetry and Song lyric songs” took centuries before acquiring currency, Zhu’s contention
that lyric songs of the Southern Song were superior to those of the Northern Song was not
widely acknowledged until the eighteenth century. The lyrics of delicate Southern Song
vocal pieces, as exemplified by the works of Jiang Kui—also known by his courtesy name
Yaozhang %3 or his sobriquet Baishi & % (“Whitestone”)—attracted little attention,
and none of his works was included in Caotang shiyu ¥ &% ## (literally, Lyric Songs of
the Thatched Cottage), the most widely circulated anthology of the ci genre published in
the Southern Song dynasty.” Following this precedent, subsequent anthologies also failed
to include pieces by Jiang, for instance Cilin wanxuan ) # % % (1543), compiled by the
celebrated literary critic Yang Shen # 1# (1488-1559) in the late Ming dynasty.

In the first two decades of the eighteenth century, however, Jiang’s lyric songs sud-
denly became popular, “bestsellers” in fact, favourites of anthology compilers, and pub-
lished in numerous editions (Table 1, nos. 8-10). As Lin Shuen-fu aptly remarks: “The fact
that there are more than thirty different editions of Chiang’s collected tzu from the Ch'ing
dynasty, more than there are of the collected works of any other tz'u poet, attests to the
popularity and achievement of Ch'iang K’uei” In other words, by the eighteenth century,
the works of this Southern Song poet-musician had become essential to the canon of Iyric
songs.

The history of lyric songs thus emerges as a record of the vagaries of their reception
by literati readers. In the mid-seventeenth century, Jiang and his Southern Song followers
were still largely neglected. That they were elevated, within a few decades, from the dust of
oblivion to a position of importance indicates that a dramatic shift in the process of canon
selection had occurred during the eighteenth century. This book aims to shed light on the
renaissance of lyric songs during this time and through to the early twentieth centurys; it
also explores how and why this rebirth occurred, in other words, what happened to Jiang
Kui’s lovely “plum blossom” when it reached the “far side of the stream.

1. Zhu Yizun, Cizong + 4 (Beijing:
Zhonghua shuju, 1975), 8.

2. For a biography of Jiang in English, see
Shuen-fu Lin, The Transformation of the Chinese
Lyrical Tradition: Chiang K'uei and Southern
Sung Tzu Poetry (Princeton, NJ: Princeton
University Press, 1978). For a multi-perspective
musical biography, see Joseph S. C. Lam,
“Writing Music Biographies of Historical East
Asian Musicians: The Case of Jiang Kui,” The
World of Music 43.1 (2001): 69-95.

3. Shuen-fu Lin, “Chiang K'uei,” in The
Indiana Companion to Traditional Chinese
Literature, vol. 1, ed. William H. Nienhauser Jr.
(Bloomington: Indiana University Press, 1986),
262-64.
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Table 1: Major editions of Jiang’s lyric songs from the thirteenth to the mid-eighteenth centuries

No. Year Title Pieces Editor Publisher Place Columns Characters Size (cm)*
1. 1202 Baishi daoren gequ 109 Jiang Kui Qian Xiwu  Shanghai ? ? ?

2. 1249 Huaan cixuan 34 Huang Sheng Liu Chengpu (Fuzhou) 13 23 18.6 x12.3
3. c. 1290  Juemiao haoci 13 Zhou Mi - ? ? ? ?

4. 1441 Baijia ci 32 Wu Ne - - 10 16-23 20.5 x 14.5
5. ¢ 1628 Song liushijia ci 34 Mao Jin Mao Jin Changshu 8 18 18.6 x 14.5
6. 1678 Ci zong 23 Zhu Yizun Wang Sen Jiaxing 10 21 19.0 x 14.2
7. 1685 Baishi xiansheng ciji 58 Zhu Yizun - - 10 21 27.2 X 16.5%*
8. 1707 Baishi cibu 21 Zhu Yizun - Jiaxing - - -

9. ¢ 1710 Baishi cichao 58 ‘Wu Huanchun Yu Lan Jiaxing 10 21 17.2x12.3
10. 1718 Baishi ciji 58 Chen Zhuan Zeng Shican  Yangzhou 10 19 16.4x13.4
11. ¢ 1736 Baishi daoren gequ 109 Li E, Min Hua, Wang Zao - Yangzhou 9 21 18.2x12.8
12. 1737 Baishi daoren gequ 109 LiE - Yangzhou ? ? ?

13. 1743 Baishi daoren gequ 109 LiE, etc. Lu Zhonghui Yangzhou 11 19 18.5x11.8
14. 1744 Baishi shici heji 97 Jiang Qiulii - Wuxing 9 20 16.6 x 12.2
15. 1749 Baishi daoren gequ 109 Zhang Yishu Yao Peigian ~ Shanghai 11 19 15.5x11.3

* The size refers to the physical dimensions of the writing block.

** Since there is no frame surrounding the writing area in Ke Chongpu’s manuscript copy of Baishi xiansheng ciji (1685), the figures here refer

to the physical size of the manuscript.

Down the generations, Anxiang W7 (Secret Fragrance) and Shuying 3% (Dappled

Shadows, Figure 1) have consistently been two of his most enduring and oft-quoted ci,*
and to these he penned explanatory introductions; thus, let us first give centre stage to the
master so that he can speak to us directly in his own words:*

4. See Appendix 1, nos. 83 and 84.

5. Some of my translations take inspiration
from Laurence Picken and Shuen-fu Lin’s,
but all have been made with the intention of
retaining as much of the original word order of
the Chinese as possible.

6. He Xun 1 # (480-520), a sixth-
century poet well known for his verses on
plum blossom, with whom Jiang Kui is closely
identified.

In the winter of 1191, travelling through the snow, I paid a visit to [Fan] Shihu.
Staying for a month with him, he gave me paper so I could compose some sen-
tences, requiring me to write a new song. I composed these two pieces, and Shihu,
very appreciative of my efforts, had a singer practise them; as the word setting was
pleasantly harmonious, he called them Secret Fragrance and Dappled Shadows.

FLEZLAL  AREBF Y oL A Bk AEHE TR B
BRARC I REYZ THBW A4z (B4 (HH)o

Secret Fragrance

Yesteryear, the moon’s loveliness

How many times didst shine on me

Beside the plum trees, playing my flute?

Calling, awakening my jade lady

Regardless of the clear cold to pluck blossoms with me

He Xun® is gently and gradually ageing

Having wholly forgotten his poetical pen, once fresh as the spring wind
Is simply befuddled by the scattered flowers outside the bamboo grove
Whose fragrant chill steals into the exquisite banquet hall?

The land of rivers

Is desolately lonely

Sighing, sending the blossoms on their distant road

The night-time snows still newly piled

The gemstone mead cup weeps so easily

Red calyxes answer silence to our pent-up recollections

Lingeringly remembering places where once hand in hand we tarried
A thousand trees oppress the West Lake and its cold turquoise hues
Once more, the blossom, flake by flake, let all be blown away

When shall we see one another again?
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Figure 1: Dappled Shadows, ink rubbing of Jiang Kui’s autograph, Peking Library.
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Dappled Shadows

On the moss, the plum blossom embroiders like jade

And small and delightful greenfinches

Nest together with it on the branches

When wandering we meet

At the hedgerow’s edge at dusk

Not uttering, the blossom simply alights on the slender bamboo
Zhaojun’ not accustomed to the sands of distant Tartary

Introduction 3

7. Wang Zhaojun £ 83 #% (c. 51-15 BCE)
of the Western Han dynasty (206 BCE-8 CE)
was gifted in marriage by the Chinese emperor
to Huhanye (r. 58-31 BCE), the khan of the
Xiongnu, as part of a peace settlement between
the two warring nations. See Eugene Eoyang,
“The Wang Chao-chiin Legend: Configurations
of the Classic,” Chinese Literature: Essays,
Articles, Reviews 4.1 (1982): 3-22; Kwong Hing
Foon, “Lévolution du théatre populaire depuis
les Ming jusqu’a nos jours: Le cas de Wang
Zhaojun,” Toung Pao 77.4 (1991): 179-225.
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8. Wang Guoweli, Renjian cihua A4 3

% (Shanghai: Shanghai guji chubanshe, 1998),
9; and Adele Austin Rickett, Wang Kuo-wei’s
Jen-chien tz’u-hua: A Study in Chinese Literary
Criticism (Hong Kong: Hong Kong University
Press, 1977), 28-31 and 54-58. See also Yang
Chengkai # m 31, Renjian cihua menwai tan
A M %3 11913 (Beijing: Haitun chubanshe,
2015), 124-46.

Still secretly remembered the northern and southern banks of the Yangtze River
I wonder, is it her jade waist-plaques, on a moonlit night, now returned
Changed into this flower, dark and solitary

Recalling, deep in the palace, the old tales

When my beloved was asleep

The blossom flew to the fine edges of her moth-like eyebrows

Don't be like the spring wind

Cruelly and coquettishly careless

At the earliest opportunity, prepare for it a golden chamber

Having let a petal drift with the waves

Why still so resentful and moved to compose a tragic flute tune

If you were to wait for this moment, and seek once more its fragrance

It is only to be found depicted on a horizontal scroll by the small window
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In evaluating these two songs, Wang Guowei £ B 4% (1877-1927) was of the opinion
that although they idolized plum blossom, on closer inspection of the language employed,
not a single mention was made of it, and this “estrangement” between an object in ques-
tion and the description of it was completely unacceptable.® Instead, he required a more
forthright directness, by which a poet simply expresses what he means and calls a “spade
a spade” Wang Guowei’s criticism continues: Jiang Kui, however, uses a whole panoply
of circumlocution to avoid specific mention, leaping hither and thither, sometimes nar-
rating past events, then jumping to the present or predicting the future. For example,
consider the lines in the song Secret Fragrance: “Once more, the blossom, flake by flake,
let it be blown away, when shall we see one another again?” Is he saying here that the plum
blossom has fallen, and asking when it shall be seen again? Rotating between the past,
present, and future, and, with regard to the scene that is described, he also flits between
the riverbank and the lakeside, and then inexplicably shifts to a place where he and his
beloved plucked plum blossom. In this jumble of different places and times, he has not
actually written with clarity on the beauty of plum blossom, and what its appearance is
really like, its blooms, branches, and the tree trunk itself; instead, he allows latitude for
readers to form their own image through perception of the protagonists’ appreciation of
plum blossom, or the relationship between them and the flowers, and in this way come to
an appropriate understanding.

In fact, Wang Guowei’s biting criticism seems to have missed the point: this type of
rhetorical usage is entirely a new invention of Jiang Kui’s, different from contemporary
practice and as such more deserving of praise for its subtlety, flexibility, and ingenuity.



In a similar vein to Wang Guowei, Wu Shichang -8 (1908-1986), in his New
Essays on Lyric Songs, indicates that Whitestone’s Secret Fragrance and Dappled Shadows
are simply immature jokes. Although their craftsmanship is superficially strong, they
have no substantive meaning. On first encounter, a degree of innovative freshness might
be perceived, but on closer inspection they are simply foppish affectations, not worthy
of serious consideration, and marred by the common fault of excessive personification.
Whitestone employs flowers as a metaphor for a beautiful lady, going so far as to write:
“[Zhaojun] still secretly remembered the northern and southern banks of the Yangtze
River,” yet in what sense did Zhaojun have such feelings? And, besides, with the line “with
jade plaques, returning emptily, a soul in a moonlit night” 3 1R %2 7 A 2, Du Fu A #
(712-770) had already fashioned this image;’® thus at best Whitestone is simply parroting
the Master, and is by definition second rate. Wu Shichang continues: Chen Tingzhuo &
3 k2 (1853-1892) was of the opinion that these two ci “express secret anger for the Two
Emperors [i.e., Huizong # % (1082-1135, . 1100-1126) and Qinzong 4k % (1100-1156,
r. 1126-1127)], and hurt that no one of ability had taken on their role;”** but the language
is empty of passionate expression of this, and no traces of it can be discovered. It has also
been said these songs are “profound and substantive in this way; loyal and honest in that
way, and so on and so forth, but this evaluation is, instead, only using self-deception as a
tool to deceive others. Whitestone has simply written love poems, which have no connec-
tion whatever to contemporary events. Moreover, “profound and substantive” and “loyal
and honest” simply mean that all ¢ whose meaning cannot be understood are good, and
thus have genuine significance."

Twentieth-century critics Wang Guowei and Wu Shichang were clearly unimpressed,
and if their critical appraisal had been the only voice, the renaissance of interest in the
works of Whitestone would not have happened. Yet, it did, and thus a search for the
wellspring of this revival must look elsewhere. The first figure in just such an alternative
critical lineage was Zhang Yan 7& X (1248-1320), a generation later than Whitestone
himself, who, in his Ciyuan %) /& (Origin of Lyric Songs), specifically praises these two
poems in detail from no fewer than four distinct perspectives in four different chapters:
in “On Citing the Ancients,” he gives: “with regard to the citations of ancient texts, these
are not simply driven by the ancient texts themselves,”'* thus stressing the new vitality and
meaning these citations have acquired from Whitestone’s pen; in “On Pure Intangibility;’
he describes this expressive style thus: “not only does it portray a pure intangibility, but
it also ascends to the heights of the elegant and visionary poetry of the ancients”;" in
“On the Attractiveness of Meaning,” he adds that this “pure intangibility is imbued with
attractiveness of meaning”;'* and, finally, in “Jottings,” he concludes: “even in ancient
times, there were no predecessors, and subsequently, there have been no inheritors, an
expressive uniqueness has been established, and this is no less than the pinnacle of poetic
achievement””®

With the thirteenth century already providing such a detailed and multilayered criti-
cal reception, the expectation must be that the renaissance of Whitestone’s works of the
seventeenth century would supply yet more sophisticated scholarly refinement. A close
reading of these sources, including writings of the principal propagators Zhu Yizun and
LiE /& 7% (1692-1752), yields, however, a surprising paucity of similar analysis, and it was
not until the eighteenth century that a less well-known scion of the Zhexi # % Poetry
School, Xu Angxiao # 5 % (c. 1680-1751), applied himself in this direction. His evalua-
tion outlines three areas of Whitestone’s poetic excellence: an ability to fuse past, present,
and future happenings into an explanation of present emotions; his choice of citation; and
the innovative use of the connotations of these citations.!* By comparison with Zhang
Yan’s richer and more complex description, this concentration on mere craftsmanship
seems to lack lustre.

In fact, for the duration of the flowering of the Zhexi Poetry School, from the start of
Kangxi’s f& B (1654-1722, r. 1661-1722) reign to Daoguang’s i& & (1782-1850, r. 1820~
1850) accession to the imperial throne, none of its Whitestone specialists made publicly
available any serious attempt at analysis of these two seminal songs. With the demise of
this school, it was left to Zhang Huiyan 7% & % (1761-1802), instigator and founder of

Introduction 5

9. Wu Shichang, Cilin xinhua 1 ##7 3&
(Beijing: Beijing chubanshe, 1991), 241.

10. Chen Tingzhuo, Baiyuzhai cihua zuben
jiaozhu & ) 7 37 % 2 A4 E (Jinan: Qilu
shushe, 1983), 123.

11. Wu Shichang, Cilin xinhua, 241-42.

12. Zhang Yan, Ciyuan (Shanghai:
Shangwu yinshuguan, 1937), 26.

13. Ibid., 25. In this chapter, on p. 24,
Zhang Yan regards Jiang Kui’s flowing images
of “solitary clouds, their ebbs and flow, and
their blemishless delicacy” as the only genre
that satisfies his notions of artistic refinement
(ya 1&).

14. Ibid,, 26.

15. Ibid,, 32.

16. Xu Angxiao, Cizong ouping 1 4 1%
+F, in Cihua congbian ¥ 3 3 4, ed. Tang
Guizhang /& %% (Beijing: Zhonghua shuju,
1986), 1558.
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17. Zhang Huiyan, Zhang Huiyan lunci %
&% %77, in Cihua congbian 735 3 %, ed.
Tang Guizhang /& % % (Beijing: Zhonghua
shuju, 1986), 1615. James M. Hargett, “Boulder
Lake Poems: Fan Chengda’s (1126-1193) Rural
Year in Suzhou Revisited,” Chinese Literature:
Essays, Articles, Reviews 10.1/2 (1988): 109-31.

18. Song Xiangfeng, Yuefu yulun 445t
#3, in Cihua congbian 3936 35 %, ed. Tang
Guizhang /& £ % (Beijing: Zhonghua shuju,
1986), 2503.

19. Deng Tingzhen, Shuangyan zhai cihua
8 BLIF 33, in Cihua congbian 335 3 %, ed.
Tang Guizhang /& £ % (Beijing: Zhonghua
shuju, 1986), 2530-31.

20. Chen Li, Baishi ciping & % %33 (Hong
Kong: Longmen shudian, 1970), 17.

21. Chen Tingzhuo, Baiyuzhai cihua zuben
jiaozhu, 123.

22. Zheng Wenzhuo, Dahe shanren
cihua X #%\1 A3 % (Tianjin: Nankai daxue
chubanshe, 2009), 99-101.
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the Changzhou # 1 Poetry School in the late eighteenth century, to move towards an
explanation of the language and background surrounding them. Sadly, his work is spoilt
by simple factual errors; for example, he identifies Fan Chengda 7& & KX (1126-1193) as
being twenty or more years younger than Jiang Kui,"” whereas the opposite was in fact the
case; nonetheless, he does break the taboo, and touches on the crucially important content
and meaning of these two ci. His opinions were inherited and expanded by his student
Song Xiangfeng ‘K #1 & (1776-1860),' a direction subsequently absorbed into the work
of other late Qing dynasty ci scholars Deng Tingzhen #f 2 4 (1775-1846),'° Chen Li &
% (1810-1882),” Chen Tingzhuo,” and Zheng Wenzhuo ¥ 5 %% (1856-1918),”> making
it a focus of research activity. By now, the Zhexi Poetry School had, conversely, long since
passed into history and with it the first peak of interest in the renaissance of Whitestone’s
poetry. Moving into the twentieth century, the scholarly mantle was inherited by Chen
Feishi IR BE & (1884-1959),> Shen Zufen #4287 (1909-1977),** and Yu Pingbo #r-F
i (1900-1990),% reaching its apotheosis with Liu Yongji %] 7K (1887-1966), % who
finally noticed the intertextuality between Whitestone’s two poems and a ci by the former
Emperor Huizong, penned after he had been seized as a hostage by the victorious Jin
dynasty forces.”
To the cipai melody Yanermei B 5UY¥8 (Beautiful Eyes), Huizong’s ci reads:

Remembering the hustle and bustle of the Jade Capital in former times
The Empire extended for ten thousand leagues in all directions
Gemstone towers and jade pavilions

Dawn resonated with the sounds of strings and pipes

Evening radiated with the sheng and pipa

The populace has left the flowered city, deserted and desolate
Spring dreams haunt the barbarian sands

Where is my country?

Listening, in sufferance, to the alien Qiang flute

Playing the coda to the piece Falling Plum Blossom
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According to Liu Yongji’s analysis, Whitestone’s Dappled Shadows takes direct inter-
textual influence from this song. Whitestone’s lines are:

Zhaojun not accustomed to the sands of distant Tartary
Still secretly remembered the northern and southern banks of the Yangtze River

These encapsulate perfectly the emotion and meaning portrayed in Huizong’s ci. In
fact, when Zhaojun, or, more correctly, Huizong himself “secretly remembered the north-
ern and southern banks of the Yangtze River;” it is as if “spring dreams haunt the barbarian
sands, where is my country?” and also “remembering the hustle and bustle of the Jade
Capital in former times.” Whitestone gives: “Why still so resentful and moved to compose
a tragic flute tune,” which corresponds precisely to Huizong’s “listening, in sufferance, to
the alien Qiang flute, playing the coda to the piece Falling Plum Blossom.

Taking this train of thought to its logical conclusion, Whitestone’s Secret Fragrance and
Dappled Shadows are thus not songs whose ultimate goal was to describe plum blossom,
but instead an expression of a deeper political anxiety at the transition from the Northern



to the Southern Song. In this context, consider the opening lines to the second stanza of
Secret Fragrance: “The land of rivers is desolately lonely; sighing, sending the blossoms on
their distant road, the night-time snows still newly piled” On the surface, this citation,
from the Northern and Southern dynasties, refers to a fifth-century poet named Lu Kai
I 51, who snapped a plum branch laden with blossom to send to his friend Fan Ye 7& B
(398-445) in far-off Changan % %-. For Whitestone, however, the “distant road” is that
along which Huizong and Qinzong had been taken as hostages, and their inaccessibility
is accentuated by pointing out how “desolately lonely” the land is without them, and how
difficult a journey in that direction might be, given that “the night-time snows [are] still
newly piled” The meaning of the next two lines in Whitestone’s song becomes at once
more lucid, and the reader is now clear why “the gemstone mead cup weeps so easily” and
“red calyxes answer silence to our pent-up recollections.” The severity of the emotion is
acute, with the cup “weep[ing]” and feelings “pent up””

In Dappled Shadows, Whitestone ends the first stanza with: “I wonder, is it her jade
waist-plaques, on a moonlit night, now returned, changed into this flower, dark and soli-
tary” With Huizong suffering a desperate death in the clutches of his Jin captors, the plum
blossom is now a tragic metaphor for a forlorn hope that Huizong, personified here as
Zhaojun, has, in some metaphysical state, in fact returned, sadly though, now only “dark
and solitary” and devoid of vitality. Wu Shichang’s dismissive criticism of these two lines
as simply plagiarism of a Du Fu original now takes on a hollow ring: Du Fu may have been
the first to employ this vocabulary in association with Zhaojun, but his usage remains at
this level, whereas Whitestone has ingeniously expanded the image and given it a new
political gloss. In fact, Wu Shichang has simply missed the point.

Whitestone admits the futility of his aspirations in the last two lines: “If you were to
wait for this moment, and seek once more its fragrance, it is only to be found depicted on
a horizontal scroll by the small window.” Huizong is now dead, and the Northern Song
dynasty will never be revived, thus seeking once more the fragrance of former times is
simply pursuing an empty dream or being deceived by a mirage: the delicate and lovely
plum blossom petals are now captured for posterity only by a painting that depicts them,
and will never be seen again.

From a superficial perspective, if both Secret Fragrance and Dappled Shadows were
only about plum blossom, then both Wang Guowei and Wu Shichang’s criticisms of
them would hold water, as the songs are riddled with circumlocutions, flitting to and fro,
without ever alighting on the subject in question. In fact, at a deeper level, these two songs
are, however, not about plum blossom, and the fate of the petals is simply a metaphor for
much wider political and social issues. The key to unlocking the mystery was Huizong’s
ci, and it must have been deeply embedded in Whitestone’s psyche for him to draw on it
so richly. Later generations of Jiang Kui enthusiasts, for example Zhu Yizun and Li E, in
their copious writings on Whitestone and in collections of his poetry, do not at any stage
touch on the true interpretation of these two songs, yet they unquestionably had access
to Huizong’s ci, as it appears in at least three books published prior to their period of
activity. Two of these are collections of ephemeral writings on the demise of the Northern
Song—Dasong Xuanhe yishi KR & Foik ¥ (Surviving Anecdotes from the Xuanhe Era
of the Greater Song) and Nanjin jiwenlu v %k #2 M 4% (A Record of Southern Ashes)—and
appeared at the cusp of the Southern Song and Yuan dynasties.”” The third, Huacao
cuibian %3454 (Flowers and Grasses, Selected Highlights),”® a popular compilation of
lyric songs, was published in the Ming dynasty. Given that the Zhedong # & School of
Historiography was so proactive in preserving and disseminating historical materials, and
some of its members, such as Quan Zuwang 2 2% (1705-1755), also participated in the
activities of Zhexi Poetry School, these three books were undoubtedly widely available to
Zhu Yizun, Li E, and their fellows. Not only in respect of Secret Fragrance and Dappled
Shadows, but also with regard to the whole of Whitestone’s oeuvre, the actual subject
matter of Jiang Kui’s lyric songs seems also to have been rarely discussed. Even the Zhexi
Poetry School, at the same time enthusiasts and experts on Whitestone’s ci, when express-
ing opinions in public arenas, uncritically accepted Dong Qichang’s % % & (1555-1636)
duality, which divided painting into northern and southern schools, and applied it lock,
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stock, and barrel to lyric songs. A search for the underlying impetus for the revival of
Whitestone’s poetry in these sources is thus doomed to be stillborn, and an examination
instead of the actual behaviour of the main actors in the unfolding drama ends up yielding
more fruitful explanations, and is given here the full treatment it deserves.

The first chapter of this book therefore examines the first forays into the rediscovery
of Jiang Kui’s works made in the Kangxi era by Zhu Yizun, the chief protagonist at this
stage. In order to situate Zhu Yizun in his correct position as the instigator of this process,
evidence is culled from two sources: a manuscript copied in 1685 by Ke Chongpu #7
FHE (active 1679-1704) from Zhu Yizun's collation of Jiang Kui’'s poems, now held in
the Peking University Library; and a copy of Zhu Yizun’s “supplementary list” of Jiang
Kui’s lyric songs annotated by Zhang Zongsu % 7 # (1705-1775), kept in the Shanghai
Library. Fresh evaluation of this newly discovered primary material puts the ground-
breaking 1710 and 1718 editions of the fifty-eight-ci compilation of Jiang Kui’s lyric songs
into a completely new perspective, and conclusively demonstrates that they came into
being entirely as a result of Zhu Yizun’s efforts at rediscovery.

Moving into the second generation of the renaissance of Jiang Kui’s works in the
eighteenth century, the second chapter takes as its starting point my unearthing of an
entirely unreported working manuscript, now kept in private hands (reproduced here as
Facsimile 1), that was used in the preparation of the Lu edition of Jiang Kui’s works in 1743,
and of which Zhu Yizun was completely unaware. The Lu Zhonghui £4€4% (2-1761)
edition was an important milestone in the rehabilitation of Jiang Kui’s ci, containing a
total of 109 of these, and marks a new stage in their wider dissemination. Expanding from
the working manuscript, we explore the circle of scholars and enthusiasts who helped
increase the momentum of this revival: Li E, Min Hua B 3 (1697-after 1773), Wang Zao
Z #%, and the Ma brothers (the salt merchants Ma Yueguan % B # [1688-1755] and Ma
Yuelu % B # [1701-1761]), all members of the Yangzhou #5 1l Poetry Club.

In the third chapter, a series of poems connected with the arrival of Hang Shijun #t
#5% (1696-1773, recently dismissed by the Emperor Qianlong %1%, r. 1735-1796) into
the Yangzhou Poetry Club is used as a vehicle for examining further the motivation and
aesthetic ideals of the circle. An important backdrop here is the consolidation of Qing
dynasty rule at this time, the exclusion of the scholarly elite of southern China from posi-
tions of power, and their reactions to this situation. These notions seep into their poetic
creations, and also concur with their espousal of Jiang Kui as a convenient symbol of their
ambitions, issues that are explored here through copious translation and exegesis of their
literary creations.

Most modern studies of lyric songs omit discussion of the musical component of
their performance, even though it was an essential part of their composition, and the
melodies employed, collected in cipai %1% compilations, rarely survive. The working
manuscript used to prepare the 1743 edition uniquely preserves, however, seventeen such
melodies by Jiang Kui, and through it can be glimpsed authentic performance practice
before eighteenth-century editors got their hands on the material. Particularly in respect
of stanzaic division, the fourth chapter argues that members of the Yangzhou Poetry
Club appear to have misunderstood relationships between text and metrical pattern. In
fact, the Song dynasty vernacular process of adding words to a reservoir of pre-existing
melodies became, in the eighteenth century, a highly sophisticated relating of sentences to
metrical patterns and rhyme schemes, and it is this crucial evolution that underpins the
whole Jiang Kui renaissance, giving it a subtlety of veiled meaning that could still survive
and thrive, despite pressure from the Manchu literary inquisition.

Close focus on the lineage of the seminal 1743 and 1749 Jiang Kui editions forms
the basis of the fifth chapter, and here the key players are Fu Zeng 4 % (1688-1764) and
Wang Dong £ 4% (1710-1738). Analysis of the source for these two editions, as well as of
poetry by the chief protagonists and stories of their interaction, demonstrates that the edi-
torial practices employed for the 1749 publication (Facsimile 2) were simply an extension
of those used for the 1743 text. In fact, both editions were crystallizations of processes
generated by networks of friends and colleagues, all motivated by a similar array of politi-
cal and social aspirations.



Based on a manuscript penned by Jiang Bingyan & X (c. 1679-?), the next impor-
tant collection of Jiang Kui’s lyric songs was edited by Zhu Zumou & 423 (1857-1931)
and appeared in 1913, a couple of years after the end of the Qing dynasty. Zhu Zumou
claimed his publication was closer to Song dynasty original versions than those of 1743
and 1749, and mainstream critical opinion has concurred ever since; however, in the sixth
chapter, my discovery of a tracing copy of the Jiang Bingyan source (Facsimile 3) clearly
proves that his manuscript was a conflation of the fifty-eight-ci and 109-ci collections. Zhu
Zumou’s motives for this subterfuge are discussed in detail; I argue that, as a Qing dynasty
loyalist, Zhu used Jiang Kui once more as a focus for discontent at dynastic change.

Thus, three facsimiles crucial to an understanding of Jiang Kui’s lyric songs are pre-
sented here: a working manuscript owned by the Ma brothers used in preparing the 1743
Lu edition, a source that has never appeared in print before (Facsimile 1); a copy of the
1749 edition annotated by Bao Tingbo #. 3 1# (1728-1814) in 1783 (Facsimile 2); and a
tracing copy of Jiang Bingyan’s manuscript written by Shen Yunzhai #L#% 7 in 1914, also
never before published (Facsimile 3). Also included is a New Critical Edition in Chinese
of Jiang Kuis lyric oeuvre, which, unlike Xia Chengtao’s Z 7K # (1900-1986) exegesis, is
not grounded in Zhu Zumou’s 1913 edition, but is based instead on the working manu-
script and some twenty other sources, such as are cited in this book. There are two appen-
dices: a list of Jiang Kui’s lyric songs that appear in editions from the mid-thirteenth to the
mid-eighteenth centuries and a summary of lyric songs misattributed to Jiang Kui during
the same period.

Introduction 9



Conclusion

“Jiang Baishi of the Southern Song, by his profound feelings and singular creativity,
is able to supersede the superficiality of direct description, the wind and the dust,
but does not lose the magical mellifluousness familiar since the Wei and Jin.”

(Quan Zuwang, preface to Fu Zeng’s anthology The Spring Duck Poetry

Collection, c. 1753)

From the Kangxi period to 1913 in the lower Yangtze River region of southern China, a
renaissance of interest in Jiang Kui was crucial to crystallizing both aesthetic and politi-
cal aspirations. If interest had simply been in the rehabilitation of a neglected poet and
limited to a narrow band of scholarly enthusiasm, the results would not have been the
intensity of passion engendered or the plethora of publications and manuscripts that actu-
ally appeared. In fact, Jiang Kui became a supremely appropriate vessel for expressing a
whole host of different viewpoints: for the Yangzhou Poetry Club, he represented political
disenfranchisement and racial discrimination at the hands of the Manchu autocracy, yet,
for Zhu Zumou, the same lyric songs symbolized nostalgic reminiscence for the Qing
regime once it had been overthrown. The appropriateness of these ci was that they could
be interpreted in a flexible manner, on the surface embodying an exquisite sense of refine-
ment, yet underneath expressing a more turbulent feeling of oppression and disposses-
sion. Yet where did this common emotion of disharmony and dissatisfaction come from?

The heart of an answer to this question comes from the behaviour of the Manchu
ruling dynasty, which had not only asserted political and military control, but had also
begun to extend the tentacles of its oppression into cultural spheres.! From the Kangxi era
in the mid-seventeenth century to the end of Qianlong’s reign at the close of the eighteenth
century, this persecution was to become ever more cruel. Thus, the focus of intellectual
activity for the educated elite of southern China realigned itself, turning away from the
more philosophical concerns of Confucian ideology to become a movement whose prin-
cipal interest was now philological.* Lyric songs had, in their original state, been a more
vernacular and less highbrow literary form,’ yet were now elevated to a position where,
placed on the pedestal of “refinement,” they acquired almost the status of sacred texts.*

In the Kangxi period, although the scholarly elites of southern China were already
under pressure, to a limited extent, they were still able to operate inside the political and
social hierarchy. Zhu Yizun did, after all, in 1679, successfully sit Kangxi’s examination
for the higher degree of “erudite literatus,” and subsequently occupied an official position
in Beijing for a number of years. Zhu Yizun’s ancestors had held high office in the Ming
dynasty, and in the years before taking the “erudite literatus” examination, he himself
had been involved in efforts to oust the Qing dynasty and revive the Ming.’ Eventually
appointed to office by Kangxi, his position, unsurprisingly, proved precarious, and he
was finally dismissed. While employed, in self-mockery, he published a book of poetry
entitled A Record of Being a Figure of Fun (Tengxiao ji),* admitting to all and sundry that
he had submitted to Qing dynasty control, though was also somehow aware of the absur-
dity of his role.

With the accession of the Emperor Qianlong, the screw was progressively tightened;
anyone with a connection to the southern Chinese educated elite found themselves either
sacked or not employed in the first place. Evidently at this point, a new literary form was
needed. Its requirements were, on the one hand, to give clear, cathartic voice to latent
dissatisfaction, whilst, on the other, to have an opaque means of expression that veiled
the true meaning of the thoughts expressed and protected its practitioners from further
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danger. The sophisticated and subtle song lyrics of Jiang Kui were thus chosen, or perhaps
chose themselves. With cipai melodies available off the shelf to Jiang Kui, it may well
have been that adding evocative words to them had not been all that difficult, but by the
Qing dynasty these melodies had been lost, and song lyricists of this era had only metri-
cal patterns and text with which to work. The adding of text to metre was now a much
more complex problem, but the harder this became, from a political perspective, the safer
it was, as only the most sophisticated could be involved in the process. It was against
this background that Zhu Yizun used all the resources at his disposal and assembled
his compilation of fifty-eight pieces. His efforts at bringing about a renaissance in lyric
songs were not limited to Jiang Kui’s oeuvre alone; he also unearthed a manuscript copy
of the Southern Song lyricist Zhang Yan’s Lyric Songs of White Clouds in the Mountains
(Shanzhong baiyun ci), edited it, and passed it on to colleagues who published it.” In the
Yuan dynasty manuscript Supplement to the Repertoires of the Music Bureau (Yuefu buti
£ JiF 4% 42 ), in addition to Zhang Yan, other Southern Song disciples of Jiang Kui such as
Zhou Mi and Wang Yisun are also represented—Zhu Yizun had this supplement pub-
lished too.® Under his auspices, song lyricists in Beijing were assembled, and composed
“poetic answers” to the same metres and rhymes as the lyric songs in this text, though
these activities were by necessity cloaked in secrecy and took place surreptitiously.’

The commanding motivation for all these efforts was to eulogize the concept of
“refinement” (ya); in Zhi Yizun’s estimation, it was Jiang Kui who best embodied it. His
view was that the most “refined” anthology of lyric songs was Zhou Mi’s compilation
Surpassingly Fine Lyric Songs, and that the popular Lyric Songs of the Thatched Cottage
(Caotang shiyu) was by comparison the “crudest” “
abstract and subjective concept, so what did Zhu Yizun and his followers actually mean by
it? In his copy of Lyric Songs of the Thatched Cottage, Li E added a postscript that provides
an apt and succinct definition:

Refinement” is, however, both an

In the Yuan dynasty, Lyric Songs of the Thatched Cottage was published by the
Phoenix Forest Publishing House, and consists of three fascicles; although it is not
known who made the selection, it was the product of Southern Song loyalists of the
Zhiyuan [1264-1294] and Dade [1297-1307] eras. The lyric songs therein are all
plaintive laments suffused with sorrow, and never forget their occupied homeland.
At the opening of the book is given that it is the work of Liu Cangchun [i.e., Liu
Bingzhong %] & %, 1216-1274] and Xu Luzhai [i.e., Xu Heng ¥4, 1209-1281],
which is of unparalleled significance. Their editing and selection are excellent, and
not a word is vulgar or superficial. Other than Zhou Mi’s Surpassingly Fine Lyric
Songs, there is nothing to compare with it. As far as these two books are concerned,
I'love them dearly, and they never leave my side, not even for a moment.
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The “unparalleled significance” to which Li E refers should also be understood as
“refinement,” and its identifying characteristic here is that these lyric songs “never forget
their occupied homeland”; in other words, it is a kind of cultural patriotism. Not only
are Liu Bingzhong and Xu Heng both represented, but so too is the renowned leader of
resistance to the Mongolian Yuan dynasty invaders Wen Tianxiang X X # (1236-1283),
and the poem of his that is included is privileged as the third in the book. Zhu Yizun’s
words are best interpreted as a public utterance by which “refinement” is limited to artistic
and literary expression. In the privacy of a handwritten postscript, Li E gives here a quite
different explanation to “refinement,” aligning it firmly with cultural patriotism. Taking
this spirit a step further, his interest in the lyric songs of the Southern Song dynasty was
much wider than simply Jiang Kui’s oeuvre—his publications also include the hundred-
fascicle Song shi jishi R# 4 ¥ (Background Compendium of Song Dynasty Poems),"
a twenty-four-fascicle Liao shi shiyi & S 3 L (Supplement to the Liao Dynasty Official
History),"? an eight-fascicle Nan Song yuanhua lu # R $ # (A Record of Works by
the Southern Song Dynasty Painting Academy),” a seven-fascicle Juemiao haoci jian (An



Annotated Edition of Surpassingly Fine Lyric Songs),' and Nan Song zashi shi (A Southern
Song Dynasty Poetic Miscellany). All this work radiated out from the nucleus of “refine-
ment”; at its heart is dismay at an “occupied homeland.”

As Manchu conquerors, the Qing dynasty authorities were extremely keen to legiti-
mize their rule in Confucian terms. In order to do this, they had to be seen to have rigor-
ously reorganized both literature and music. Thus, in the field of lyric songs, in 1707,
they published Lidai shiyu (Ci Poetry of Former Dynasties) in 120 fascicles," and, in 1715,
Qinding cipu (Imperial Register of Ci Prosody) in forty fascicles.'® With regard to music,
in 1713, they printed Liilii zhengyi # & i & (The Orthodox Understanding of Pitch
Standards),”” which, together with Shuli jingyun ¥ 324524 (Finer Definitions in Higher
Mathematics) and Lixiang kaocheng /& %-% . (Calendrical and Astronomic Hypotheses
and Proof), formed the hundred-fascicle Liili yuanyuan #£/& # /& (The Origins of Pitch
and Calendar), published in 1723;'® in 1746, a 120-fascicle Liilii zhengyi houbian was also
printed.” The ultimate aim of this process was to achieve “sagehood” through creating
a new standard of “refinement”—this was what the Manchu court understood by both
terms.”

Entirely in opposition to one another, two completely different paradigms of “refine-
ment” had thus now emerged, one in Beijing and the other in the lower Yangtze River
region of southern China. No dictatorship could tolerate such insubordination, and the
Manchu court had to act. During the period 1711-1755, persecution by the literary inqui-
sition of the Qing dynasty reached its first climax. The year 1711 marks the start of this
renewed activity, as in this year, leading scholar, poet, and Kangxi protégé Wang Shizhen
E X4 (1634-1711) died,* whilst Zhu Yizun had passed away two years earlier, thus
literary intellectuals now lacked a leadership figure. In addition, the cause célébre Literary
Inquisition case of Dai Mingshi’s # % ¥ (1653-1713) Nanshan ji 1% (Collected
Works of the Southern Mountain) also erupted in 1711.> Altogether, more than three
hundred people were implicated in the proceedings; three new Hanlin academicians from
southern China, admitted in 1712, departed Beijing as a result, including future Yangzhou
Poetry Club member Cheng Mengxing.” By 1714, some two-thirds of all Hanlin acade-
micians had, on some pretext or other, left Beijing,* and in 1715, future Yangzhou Poetry
Club member and temporary Hanlin academician Tang Jianzhong was also sucked into
struggles regarding the imperial succession and dismissed by Kangxi.*

Disrobed and dismissed from office, returning to southern China, these disaffected
intellectuals made contact with colleagues already holding office there and formed them-
selves into a distinct political entity. After the Emperor Yongzheng’s accession to the
imperial throne in 1723, the spotlight turned on Hu Qiheng in 1725, who is described
in historical documents as sentenced to death by hanging because he had not implicated
his superior Nian Gengyao in treasonable activities. What these sources do not indicate,
however, is that a notebook by Nian Gengyao's advisor and Hu Qiheng protégé Wang Jingqi
E5%# (1672-1726) was found in Nian Gengyaos house when it was being searched, a
volume entitled Dushu tang xizheng suibi % & & W /£ & % (Jottings on a Journey to the
West by Dushu tang). This notebook included an essay entitled “Do Not Be a Meritorious
Minister” % B = T %, in which Wang Jingqi made a penetrating analysis predicting that
the Emperor Yongzheng would one day seek to eliminate Nian Gengyao.*® Not surpris-
ingly, Yongzheng was enraged that his plans had been foreseen, ordering Wang Jingqi
beheaded forthwith, along with his sons aged sixteen or older, and his head permanently
displayed at the execution ground.”

The book was confiscated and kept under lock and key in the Palace for the
Encouragement of Imperial Scholarship, where it languished until the Republican
period, when it was rediscovered on December 6, 1927.% On its front cover, the Emperor
Yongzheng had written: “Obtuse, ridiculous, mad, disorganized, to such an extreme extent.
I only regret that I came to see this book so belatedly. If, in the future, similar happenings
occur, then poison of this sort must not be allowed to escape my net” 42l + £ Tt
Koo B R S B o 3h AR S AE A7 R 484012 This “poison” had come from
Hu Qiheng’s acquaintance Wang Jingqi, who had passed it on to Nian Gengyao.
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When Huang Zhijun, as the chief examiner for Fujian province, was impeached and
dismissed by the Emperor Yongzheng, as mentioned in Chapter 5, the emperor admon-
ished him to “simply get on with implementing policy”; but what policy had he failed to
implement? A very clear indication of what he had been expected to do is given by the
behaviour of his successor to the post of chief examiner for Fujian province Dai Han #
¥ (jinshi degree 1723), who took up his new position in 1729. Not long afterwards, in
1730, a lowly student called Fan Shijie 7&# &, not yet successful even in the lowest rungs
of the kejiu examination, penned a panegyrical essay in praise of the Emperor Yongzheng.
In it, he unwisely pointed out that Yongzheng had modestly given way to his three elder
brothers during the process of determining the imperial succession. Lineage and legiti-
macy were extremely sensitive issues, and even to mention them was just the pretext Dai
Han needed in order to launch an investigation by the Literary Inquisition. Fan Shijie
was quickly imprisoned, and Dai Han dispatched a confidential report to the emperor.®
Yongzheng was impressed and did not simply tick the report as “read,” but instead took
the trouble to write on it in red ink:

How excellent it is that you were able so loyally to carry out my instructions and
report them back to me. If only all senior officials, regardless of the situation they
encountered, without hiding anything, [reported so swiftly back to me,] then those
who flout the law would be completely exterminated . . . Let my words here be
made known to all provincial and prefectural governors.
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This was just what Yongzheng had wanted from Huang Zhijun all along: strict implemen-
tation of the Manchu policy of persecuting southern Chinese intellectuals.

When Yongzheng’s son, the Emperor Qianlong, invited Huang Zhijun to Beijing
in 1738 to participate in writing The Orthodox Understanding of Pitch Standards, it is
no wonder that Huang found a pretext to decline the offer. He chose instead to stay in
Shanghai and edit the musical notation in The Songs of the Whitestone Daoist; this sent
out a very clear message as to which type of “refinement” was closest to his heart. He was
extremely assiduous in the undertaking, and, in the musical notation alone, more than
130 differences between the 1749 Zhang edition and the relevant working manuscript can
be found.* He had declined Qianlong’s invitation on health grounds, yet seems to have
been sprightly enough when it came to working on something he valued.

By the end of the eighteenth century, the energies of the Literary Inquisition seem to
have spent themselves, and Jiang Kui’s lyric songs, as a symbol of reaction to it, no longer
had quite the same relevance. Thus, in the early nineteenth century, when a new school of
lyric song writing emerged in Changzhou, Jiang Kui was no longer the focus of its atten-
tion. In 1911, however, with the demise of the Qing dynasty, the situation had reversed
itself once more, and members of the intellectual elite were again presented with difficult
choices as to where to place their loyalties. At this juncture, the disenfranchised and dis-
possessed tone of Jiang Kui’s lyric songs was found, ironically perhaps, to have most reso-
nance with the Qing dynasty loyalists Wang Pengyun, Zhu Zumou, Zheng Wenzhuo, and
Kuang Zhouyi 4L EA (1859-1926) and their struggle to come to terms with the deposi-
tion of the imperial power that had previously employed them. Of these, Wang Pengyun
and Zhu Zumou even went to the trouble of printing editions of Jiang Kui’s works.

From the mid-seventeenth to the early twentieth centuries, a genuine renaissance of
Jiang Kui’s works took place, which, inside the framework of the history of Chinese literary
criticism, can be counted as a truly extraordinary phenomenon. Its promulgators held all
along that their starting point had been the creation of a division between Northern and
Southern Schools of ¢i composition; they freely admitted that their paradigm for this sea
change had been transplanted from art criticism. In this context, Ming dynasty scholar-
official and calligrapher Dong Qichang was a crucial figure, as it was he who had first
indicated that the inspiration for this division had come from Chan Buddhism, which had
always been commonly regarded as being separated into two schools, a Northern and a
Southern: the Northern advocated a gradual process of achieving enlightenment through



lengthy spiritual exercises, whilst, by contrast, the Southern believed in the notion of
sudden enlightenment, a “road to Damascus” moment, if you like.

Dong Qichang regarded the Tang dynasty painter Li Sixun Z= %31 (651-716) and his
son Li Zhaodao % B33 (675-758) as the leading lights of the Northern School, a mantle
inherited by the Song dynasty masters Zhao Gan A #* (active c. 960-975), Zhao Boju #i
185 (1120-1182), Zhao Bosu #4145 (1124-1182), Ma Yuan & i (1160-1225), and
Xia Gui Z % (c. 1195-1224). This school is characterized by detailed and quasi-realistic
representations of a multitude of objects, crammed into a picture in rich and varied hues.
Evidently art of the skilled professional, each scene is a crafted product of intense and
highly-wrought complexity. Dong Qichang considered that the Southern School had
been initiated by Wang Wei £ # (699-759) of the Tang dynasty; in the Five Dynasties
(907-960) and the Song dynasty, the lineage had passed to Jing Hao #)# (c. 855-915),
Guan Tong ¥4 (c. 906-960), Dong Yuan % /& (c. 934—c. 962), Juran E % (c. 932-2),
Guo Zhongshu 3 % %2 (2-977), Zhang Zao 7% (?2-1093), Mi Fu & 7 (1051-1107), and
his son Mi Youren K Z 4=(1074-1153), and then to the four masters of the Yuan dynasty:
Huang Gongwang % A% (1269-1354), Wang Meng £ %% (c. 1308-1385), Ni Zan 1
# (1301-1374), and Wu Zhen % 44 (1280-1354). Its features are the use of softer pastel
shades and gentle ink washes.

In a general sense, the notion of a coalescence of practices into Northern and
Southern Schools began in the Six Dynasties (220-589). Southern Song Chan Buddhism,
paintings, and ¢i would seem to share similarities in this regard. Southern Song Chan
Buddhism took complex and systematic activities such as reciting sacred texts and doing
good works and simply rejected them all. Similarly, Southern Song painting advocated
simplicity and “minimalism,” a few deft strokes used to achieve a rich effect, the fewer the
better, a discourse of “less is more” Concerning lyric songs, quoting the master himself,
Jiang Kui, in his Discourse On Poetry (Shishuo #31), urges: “Let the implicit be valued

in the usage of language, . . . so that a phrase has added flavour, and if a verse has added
meaning, the finest of fine poetry is possible” & F & & » =+ 8 VA RR 0 BT R R
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With general parallels like these, it might be regarded as natural for the Southern
ci to have reigned supreme, viewed as the peak of artistic, philosophical, and creative
achievement, a primacy certainly attained by Southern Chan Buddhism and painting.
This was not, however, what happened, and as the twentieth-century critic and polymath
Qian Zhongshu 44422 (1910-1998) has observed with respect to the canon selection
of paintings and lyric songs, diametrically opposite processes between the two can be
witnessed: “implicit” in the visual arts has always attracted most acclaim, whilst subtle
and veiled poetic meanings have normally been regarded as inferior to more direct types
of expression.* In this context, painter and poet Wang Wei is an apposite case study: criti-
cal consensus has always regarded his paintings and poetry, though of different media,
as belonging to the same “implicit” school, yet whilst his paintings have always been
regarded as of the highest quality, his poetry, by comparison with the beloved muscularity
of Li Bai &% (701-762) and Du Fu, is usually considered to be of the second division.

Thus, in painting, the most precious of qualities is xu i or “implicitness,” whilst
in literature, it is shi & or “directness” No wonder, then, that early twentieth-century
scholar Wang Guowei criticised Jiang Kui for the ge % quality of his poetry, that is, its
“separateness” or “estrangement” from expressing anything directly. For many centuries,
this critical consensus was maintained, but in the early modern period, a few siren voices
began to express diverging viewpoints. Early amongst these was the late Ming and early
Qing scholar Lu Shiyong [ #¥ 7 (gongsheng degree 1633), who, in his book The Mirror
of Tang Dynasty Poetry (Tangshi jing J& 5% 4%), dares to criticizes Li Bai, Du Fu, Han Yu,
and Bai Juyi & & % (772-846), whilst commending Wang Wei and Wei Yingwu # /&4
(737-792), explicitly stating: “Mojie [i.e., Wang Wei] should not be regarded as inferior to
Li[Bai]and Du [Fu]” B# ~E EE ~ L F .5

Wang Shizhen, a leading figure in poetical and literature circles of the Kangxi era,
expressed similar views. In public, he remained a steadfast supporter of the orthodoxy,
praising Li Bai and Du Fu according to received wisdom and assessing Du Fu’s poetry
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as “the epitome of rectitude” % 3 5% 4 JiZ. In private jottings, however, another story is
revealed, and here he has nothing but contempt for Du Fu, as observed by the scholar
Li Zhonghua % & # (1682-1755), who had gained access to some of these writings.*
Likewise, Zhao Zhixin A #{Z (1662-1744), in his compendium of literary criticism A
Record of Discussing Dragons (Tanlong lu 3£ #£.4%, the “dragons” here are in fact “poems”),
gives:

Ruanweng [i.e., Wang Shizhen] absolutely detested Shaoling’s [i.e., Du Fu] poems,
but most certainly would not have dared to attack them publicly, so he often quoted
Northern Song poet Yang Danian’s (974-1020) disparaging assessment of Du Fu as
amere “village schoolmaster” when speaking of the subject to guests.

AR E Y HAREAZL  ERHRF (HRTIZANEE

In fact, Wang Shizhen and Zhao Zhixi were related (the former was the latter’s wife’s
uncle through marriage), which explains Zhao Zhixis privileged access to the more
private conversations of this distinguished pedagogue.

The importance of the renaissance of lyric songs and Jiang Kui’s oeuvre in particular
was not limited in scope simply to its effect on the ci genre; those participating in the
movement were also well aware of the overall critical framework in which it was situated.
Yangzhou Poetry Club member and historian Quan Zuwang explores these issues in an
introductory essay to an anthology of poems by Fu Zeng entitled The Spring Duck Poetry
Collection (Chunfu ji % 52 %). In order to increase the persuasive power of his argument,
he takes for his mouthpiece the Northern Song poet Su Dongpo:

In former times, Dongpo discussed poetry, saying: “Li [Bai] and Du [Fu], with full
measure of the vastness of the ocean and the sturdiness of the land, surpassing all,
bestrode a hundred generations, and made the works of all other poets, ancient
and modern, seem like rubbish. However, [a poetry style which] exceeds the winds
and is untouched by dust has perpetuated since the Wei and Jin dynasties; since the
time of Li and Du, it has declined”

HFRILZHF B FE RAERLAZET B IR FHEFAEE
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He then provides his own analysis of these words:

The reason for this is that the giddy heights of Li and Du’s poems cannot be
reached, their magical brightness and urgent strength are sufficient to take poetry
to the apex of its variation, and if inept scholars inherit his mantle, that is enough
to cause poetry to lose its integrity. From the Tang dynasty onwards, poets such
as Changli (i.e., Han Yu), Dongye (i.e., Meng Jiao & %F, 751-814), Yuchuan (Lu
Tong J& 4>, c. 795-835), Langxian (i.e., Jia Dao & %, 779-843), Changgu (i.e., Li
He 7%, 790-816), as well as, of the Song dynasty, Dongpo (i.e., Su Shi), Shan’gu
(i.e., Huang Tingjian), Chengzhai (i.e., Yang Wanli), Dongfu (i.e., Xiao Dezao),
and Fangweng (i.e., Lu You), the breadth of their creative achievements and sty-
listic traits may vary, yet they are all nonetheless offshoots of Li and Du. However,
they suffer from common faults in passage after passage, verse after verse: either
coarsely brutal and thinly pinched in sound; or casual, superficial, flaccid, and gar-
rulous in melody; twisted, insincere, and slyly disingenuous; there is no level to
which they do not stoop.

BECHIFRTE  LAPRIEAEFZIE  HRELEEZ TR
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In order to revive the situation, Quan Zuwang regards Jiang Kui as his saviour:

Jiang Baishi of the Southern Song, . . . by his profound feelings and singular creativ-
ity, is able to supersede the superficiality of direct description, the wind and the
dust, but does not lose the magical mellifluousness familiar since the Wei and Jin,



gentle yet eternally implicit, translucent yet strangely rich, is this not the true poet’s
gift?

MEEB B PRI R AR B XA W R R E A RA
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Jiang Kui’s canonical place is now no longer part of “the wind and the dust” of Li and
Du, but instead his works pass through and beyond those of these poets, superseding
their directness of expression with his own more subtle hues. The plum blossom is such
a small and delicate flower, and through Jiang Kui we learn so much of its resilience: a
potent voice, resonating through the centuries, an undercurrent of resistance, a focus for
discontent, an implicitness of expression, and a recurring renaissance.

40. Ibid., 1253.
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Notes on the Musical Recordings
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Although Jiang Kui’s musical notation provides an important and unique insight into the
performance of lyric songs, the materials he furnishes us with are scanty, and probably
acted more as a memory aid to musicians already immersed in the tradition rather than
a comprehensive set of instructions on how to perform. These problems are particularly
evident when dealing with aspects of rhythm, an issue that is insufficiently addressed in
Jiang Kui’s notation if European music of recent centuries is taken as a benchmark, but
to contemporary Song dynasty performers imbued with customary practice, he probably
told them all they needed to know. Rulan Chao Pian in her transcriptions turns this into
a positive quality, and does not attempt to give exact durations to different pitches, using
instead a plainsong-type system that assumes flexibility.! Thus, the recordings offered
here are presented simply as plausible interpretations of how these lyric songs might have
sounded, given what we know of Jiang Kui and the musical world he inhabited. Ancient
Complaint, Discontentment at the Long Pavilion, and Secret Fragrance use transcriptions
by Laurence Picken,? whilst Pale Yellow Willows and Secret Fragrance were transcribed by
Yang Yinliu.* A second performance of Secret Fragrance employing a different interpreta-
tion of the same Jiang Kui notation is included here in order to draw attention to varying
modern approaches taken to transcription and performance practice.

Apart from Ancient Complaint, which is a gin piece, none of the other musical scores
lists which instruments might have been used to accompany the singer, but mention
of candidates that could have taken on this role is given in the texts of the lyric songs
themselves. Possibilities include pipa %, xiao # (vertical bamboo flute), yabili & £ %
(double reed pipe), and clappers. For the purposes of the recordings here, where possible,
instruments have been constructed and equipped according to likely Song dynasty prac-
tice; for example, the pipa is held horizontally, whereas nowadays it is played vertically,
and silk strings are used throughout, not the nylon or metal types normally employed for
performance of more modern repertoire. For Discontentment at the Long Pavilion and
Secret Fragrance (Picken transcriptions), pipa, xiao, and clappers accompany the singer,
but only the xiao takes on this supporting role in Pale Yellow Willows and Secret Fragrance
(Yang transcriptions).

The first three lyric songs were sung by Cheng Lai-chun 7 & %, and the fourth and
fifth by Lau Chor-wah %] % #; the xiao was played by Sou Si-tai # &4, the pipa by
Ho Kang-ming #T#X B, and the gin and clappers by Lau Chor-wah. Two performances
were given in Hong Kong of these and other Jiang Kui songs: on October 31, 2009, at the
Fragrant Sea Pavilion 7 # #f, Nan Lian Garden % i & #&; and on April 24, 2010, at the
Art Museum, Hong Kong University. The recordings listed below were made in the Hong
Kong University recording studio shortly afterwards.

List of the Titles:
Song 1 Ancient Complaint (transcribed by Laurence Picken)
Song 2 Discontentment at the Long Pavilion (transcribed by Laurence Picken)
Song 3 Secret Fragrance (transcribed by Laurence Picken)
Song 4 Pale Yellow Willows (transcribed by Yang Yinliu)
Song 5 Secret Fragrance (transcribed by Yang Yinliu)



B AREITRE AR S

BIZEHSHERE: CABHEA OLsE AT EZ =
FHy EFRGER 93 A~
26] ELA (A& 113

B % # R Ak 96 (27] x50 (AR 114
28] & L% (s1E8) 114
BeEAKEEZ— 29] B & gesrty (+8h) 115
TR HE Ry Ty 30] & & A4 (4FL) 116
1 L 101 [31] FLBR & (42F) 116
2] =& 102 [32] FLAR B (741%5) 11y
3] #E#HF 102 B3| FF £ CRAE) 17
4] iz k 102 [34] Zp4s 5 (HJE) 117
6] ZA% 103 [35] Bk (&) 118
6] &g 103 B6] E£A (HA) 1§
[7] B@ % 103 B7 EEA (BEE) 119
[8] #4#.4 104 [38] & 3% (A4r) 119
O] K&z 104 [39] VFuE (H3R) 119
[10] 325k 5% 104 [40] B&EE R (7 %) 120
(11] 4%3h 48 105 [41] B&EE R (5 3k) 120
(12] % B % 105 [42] B EB R (#4E) 121
[13] 4wy 3 10§ [43] pE#E X (A1) 122
[14] £ A8 106 [44] p&E X (—RE) 122
EW—F [45] B&EE R (FesK) 123
[15] & & 106 [46] B8 £ (B %) 123
[47] BATHE (%44) 124
ézi*i/\%kﬁl Az = [48] HH R Y (&%) 124
IR E [49] B& oA v de (X E) 125
[16] g A 108 [50] 2454 (BRR) 126
[17] £ & %A 108 [51] %:,MT e e 127
[18] A% E %74 109 B2l FHEE (&4) 127
[19] A&AR 7] 7 34 109 (53] ik (FiF) 128
[20] 8 £ & 73R 109 [54] wik iy (A2) 129
[21] & X A7 4 A 110 [55] & 3 (k) 129
[22] &4 % 18138 110 [56] Wik (k) 129
[23] B At E & A IIr [57] &k (E) 130
[24] 7% F F 7 A 1T 58] ik (F3) 130
[

i
25) REFTFEMRERA
I FiE 112



92 Plum Blossom on the Far Side of the Stream

HLEAFEHEZE b EeRANE
% 92] SELA (ER) 173
[59] LEFFH—(FH) 132 93] &¥E (F) 173
[60] B & A& (H4) 133 04 FET (xA) 173
[61] A R 4 (RAR) 134 951 FEF (AL 174
[62] i 4r (BhdE) 137 [96] ~HT (#%) 174
[63] —F 4 (F3R) 139 O71 FET (&) 174
[64] A% (Bl 4r) 140 98] FEF (#HXK) 17§
[65] &df (#h) 141 99 FEF (%&2) 175
[66] B4 (& &) 141 [100] FHEF (%) 176
(671 AT& (=%) 142 [101] FEF (B30 176
[68] F# 5] (AE) 143 [102] B (F8F) 177
[69] & WAL 5 (EE) 144 [103] &.L&E (F#H) 177
[70] £ &4 (£ 5) 145 [104] kiB& (HK”) 178
(71] B mie (2H) 147 [105] KEA (B-F) 178
[72] 4852 (1RA&) 148 [106] &% (£&) 178
(73] KFe (RIR) 148 [107] K2 (8 %) 179
[74] BAZ (52M) 149 [108] g A& (£9) 180
[75] N8 (Fi&) 150 [109] £ & A& (—4#) 180
[76] #i2 3 (E#2) I51
77 &% &% (RF) 152 b6 F s
[78] #.& 5 (&) 152 [110] & L% (i) 182

011 &Lk (B%) 182

BLEAFBEZ A [112] gh# 5 (&) 183
B B (113] B&E (L&) 183
[79] %M & CGEx) 154 [114] B4 B (&8) 183
[80] R =/&1% (BeR) 155 [115] #dcdrs (ARA) 184
[81] & &M (=) 156 [116] Atcsts (LE) 184
(82] & #4h (niz) 157 (117] &3 (HX) 185
[83] Hi%‘ (EBF) 158 (18] &35 (FH#) 185
[84] % (B H) 159 119 4% (A.2%) 186
[85] Pi,ém’& (EH) 160 [120] A &% (4uk) 186
[86] A4 (AK) 162
[87] P& (/éf]@) 163

s AFKEEZX
Al

88] A H A (F ) 167
89] #FAL (&k4F) 168
90] FE g (A %) 169

[
[
[
011 # A (&#) 170



B L £ HER
G BB AW EFEXGEHR

FRmRAAEE (1155-1221) 85 <& miE ATy, RFEFE L foFg
SR P GEE, Rz d 88 RERF (1202) TH&&F KT, 285 4F
M pe. LB E, MRALEANS (1743) BB N A2
‘B FN, BRI AMEERT L TFR, REF. AkE. KRR RE. B
SOHE. 44 A (John Hazedel Levish JZ B B /AR B HL 38 % F4(Laurence
E. R. Picken). #r . 2 FH. THWEFE <O 6 AKE FHEAEHS
AGEGAA IR, MBLE, APHRRERREEE, LELEHED, B
Fim. ' TR, MAEAAMAE O BEAREY NTEMBHEG S K, LA
HERFH-RIFALIFOM 4

FRE TR Lok TR0 FH, AHBEERMN L), T Y
HFOAEE R RATEAEE R TR KT — B4 5. B T Ra a4 (1862) E,
VA T8 REAE | M bk —HF MR R, UL A LB +w s (1749) % B4
G BB AW REER A, BR BHEY —k, FIN GFETHEY, G
ey mHEZ], FMEREC [HXNAFTELX, HLAET |, LA 6BLKE
HAEZZ %, A TR XHBMNEREEMI A, FEE 88T, K%
B | HEE LA, RIRELEEE—TE [HMET | HETF, EHRLE
BB RAKEAEIE R HEF R R, Bk |65 AKRZ, BETWIRANZ 5 8
H. B, AMERE [HMNER ] R R ELEBAR? +
NMEFEHMG REEHBFTREL (HEKTF, ° ASRER, L R
BE . <HMEHSE L THEGEFE]. [FHPE) Y BETHEEALY
Rk, P EIE <RI (L4, KA Re ] 82, R EZTAA
AR, FAFAEER, RTEALRTH HEATEARL, FUEG
LRI ER ) SN, P RIRER AR KRG, BRIE [HEKTF 4
i, HERIAMBRHACEZTHAE TR, ARSI, BB, 2%
TRk, KRE=F (1913), kFRBEALEF (1737) ok K& AR %] <
HEEY K KABEARYY, HEBEKR. RAFNER, BEKIT, £ HKT
Az [RR=Z, BAHRRE, AAFR-_ZIE8E, RKKEZIREFTEINH, &
RGEIERE;, BRAEESE, HEXEL, KERYGSEIE, |

Pe4EdE%) R <G B AFEY BRATE THEKT | WERIEGEY? £
o, BRAMEZA, ARG ESFIE? FERELEE, B <O A
WY AHMNAERERNFTIERABEIE-AZS, mENGARFLERSH KL
AF B M 09 S oh A S B R Jeinh A <8 5 ATHY Bk
by X —AIHERGO R, TARERAEBRFLELEME, SHBRLEE (AT
A RmA), LRFRAEGAEMAT S —HME; " RAFLELYE E Tl
AW T AT, BELZLRGEEH L K. AT ERLE, AL
TREIANES, BUBBERARE, BRATAREER [#M4= . [ 23
I THEE = 0954, PR R O RENEL, RN E,

1. HARRERFERGOES, T
ARECDZ ¥,

2. G RHA BRI ED B BN
BPAERAE AT (EFEFHMA
H, HEEATRE: [FAEHE: TH
MIBLAENER T, EFTE! b
THREFBER, A THERT. HEHE
M THREA, ETFEF, A (k2
BERGE, R—BERZTHRTF. |
E-ERK! 1] XFE: [REHFLETHR
Fo, Eupi: TARFIEEZ EHE T3
Fo REABAR, HME [XH.
Fhzi: TR TEM BT, FE X
¥l ? 1 FEFE: TR 54 69R!
KRR AAIRIE! Mods E 2 L, 1669
R, BRIER M, AP A,
REBRGEOZHHMH, B TEH) T &
Apgte, EHREHALRGLT N, TH
FEABKGE T, SRR TS5 I
RE, —HET. )

3. & <M EMHE LR TEE
HERAES [, HHEHRBEEE,
—WEiE i, TEAL, RIRES, HHI
HETE AEEE, SR, BABET
W, BN, KBELel tHERE
EAR, ARBEEFE, LA EL
B, HEFENEH A eE. RFH, &
Ea, 58 8%+H4, 38 NHR,
EAWsbN, RILRE, BA A, S
M, AFAEHRRE, B@bk. AR
VEARRE AR A, BHAMM, BHEM, A4
BEBZEE, Lk, AREAL R,
R K, SHRAEE, Adge—
HREE, MTTEUELEELE, REie
L b s R, A mik, BT Es
Z M, R, XH T4, EEHN
RELR, AARE, AR FEEH,
AABAEE, FETEBETFZE,
BERZmAEEBABRE, BERZUALT
H, ZLeEkz, FiAad, AR
H, VRARE, SENR, REH, &£
HX, —HFFHE, ATHL. |

4. EREATEE O L ARBREY B
HEEY K «GLHEATHY B/,

5. mF P KB AG BHEAKEY,
FGRERY H113 (20064), #8-10
H,



94  Plum Blossom on the Far Side of the Stream

6. AR CHHBLEZY A EEH
MO X, HAAERER), B GF
F - By, TALETR, FEAT, T
HAT, BARAGEE, APHenE
H, —AZP, FBWAZAHT. | LE
BT EXTEY ANESTFEH&
X, [BR#) 4 TAH#E

7. HEAE MR, BEEE
G <HAEEHY (LF: FELH, 198
), AR, $3458H.

AR R LR, EREAAETARHIRERGRA . @B %L, &R UEE
MARGEFZEFRELZRARKR -8, BREARKAEREIR [HHBH K
JARA] B9 FATAA A AR T AR . RS EMM TR TIE G HE
ARER| BN G AR, $RIIR SRR W ARAT T R KGR

A RE T AR £ B EA KB RN MR G LB TR HE Y £
GAERETHRADL AT ECATEEGER. TEABNREFHE, 5B
B, BEBAHEEBT., TFPERUHREEN. MEF. THH. K
FAEBAVREE L, M EOBMALBASFEALD, AZALBFEALALD. &
B 698 M R B A Y LB AT B Y, RAeMREXE (BREH ), Lk
+AAB 2, EEERT <O LHEATYY ARETARE, L2+ A+
SHo BMEKEZ <4l AT LB E R EZTREL—FiFRH, £
AREEZ <OrEAFEY BT EN (6% , BEMVEE <BEY
HETHIRENEIERE, SALRETEAN, B RKEK—ERE:

SFERZR, HERK, ABFE, EHRA, REAMN. PHEMLESH
BSE AR, RE, MO A, Sl T AWBREN T X, HIAENER
SERHF. @A, RTERERELmAL, ERIR, SA—K, F7E
Fohil®, 8 CGLBATELHEEY o BR, BEFHERE, DBHE
23, BB P ELERE A BB, AHRRIBALNIE; A0k
A A s, AR R R, —AARERES, BAWLED L,
—AEB L, FRTE, BRI WL, BToA Bilis, 8E
JEHM S, FE, BERMITEL, —AGGKREEEE, IhEAEL
AH R, BEZA —Addh Ik, APBEHEOR, —ALEE, £
B BB, ok, EREBEEL, S ARLREEL, A5
WMBEHE, A RITEMRREEL. —ABRE, AFIAL, LA SIS,
WHEAEAE — A, Sk dRRTE, st AAK, REE, REE, Rk
R RAK, RAER, HEHAHR, —HLE, NEs. HREL,
R TEREF!

KA EG+IAKRBR LA S = S—HEIUNAME. AP, 2EE
BRAMBEET LA e 2P ZRLARIEMBEEFRE [FEHE—AL ,
Je R A IGARAE BRI, AR R, EE W IAEE S AT 5B H0S AR R,
ARG REERANELAA. FEZHAAEH K. RO B
WAHEANKGBT . AT XEH LR FTEE, LF HEBE LA 44T
B, AR W AIE AR N R AR 2R R, AR
Wit d . PR LY TABYER. ME. ZERRLEY; B
ZF. RwA. RAEMEHARET, A SAAAE TR kY, B
TR THMET | o #8) <CABEAREY 2 AMEHERAY, BHE
R ERIHGFABETE. HEHR GHRLERADE RORBEE: [FE. L%
M, @2 ESHARK, ROBRPELER. | MXAAREEEFL <GB
HAGMY, RTHADMERA B —ERFEY (KERE] , FIZHETE,
SR AEN GRIGE G, A CGHRBEFEY, BRABREN
KE). £G50 GFRSE BAM L. BERA AR RTH P ERA
B 45 AN T Rz 69 H3RE

FA A B Al KA E, R G R RS 8 B AT WY B4EIER] K6
WRSE AT T o MRS REIE BT WERENEY, mABRHLY
8 kAo i Ay — B £ WA T S okl B W RN RS 24k
B A I RRSIEM R 2 B R AR, #REZ. RA. BEfEFE RRKRZ



New Critical Edition 95

B, e AT F R Y AR A AR R A K

EARGH A <H B EAREY RFERE A, RADFLE =5 (1737)
AR A, ARRER: [ZRFAFR, RAHA, ZRZH, AR=Z
B, | EAEKEZRBR, ik CEQ5ABEERY 5 [£3F) A
hK CCGEREEZY BT A FHALEAZE, BBUALL, | PHALH TR
FAMBE, FRLRE 4 (1913) @B A EFR IR AS R, AA—85—+
M, BREALSHTM, 2ERRARAEH LT AMATEE, L2110
KB ARG 24, RIS T EBE KBRS A SH K, R2MH e pr
REZ MBS, ARTENIAE—F, LB ETEZ AL,

bEFEARAL KO BEEND  HE FHER I —FTERDEEE G
LI AF Y B EHEER:

EHEBRALZ K, AR MAMEALE, mBLiag, B8
BEE LREERTERY, SRR, HATE SHETERCELT,
RRFER, migdzidy, A8, WA LTHEZY, AR, »EF1E
ﬁgj) géﬁ <<g§]/f¥>> VXLT*E%R) ﬁ‘;\/au‘%%—aj—%&o o

st ey (28EK) . TL&EATESY) , £ TRTEAST) , £
RFEREAMR KO LEATEY 89— KEH. £ KNED, GHOARRET
RABELAS FRA@ B AMRAK, LM REAFTEORY FHEFEGIIANFF IR,
LA ARG B RF B ONMERA, UEE. 2. F&. B, L4,
TAY. BLER. B, A4, EHFEATHEARE. £A. FEHEY. ZI. R
2. AL RE. 2. FHRL A RAFAATRREIMEAR, FhFET,
FNESE. FE. T8, HEH. Mug. #F¥. . 2FR. 2ok, 2
M AEFEG RBG. ZHFRHERE, EEFBY. 1. EA BRAL L
BEANEAFLZHBET—BEE, SR O LEHEAFTIIHREL BN Lo
RFAZE, LHME, KEbd. LHAS, BFHE, X8R, FRZE
B FHEHE, ERBIREAR, BEEL, UHFR4HE, R «FHks
Ay ZFrEAEL. —O—ZF A H— B LA FTERE

ZER, FEREAR, ASMARGEGRENR BHHERAK] B
RLMEY B, MxAXY K, FRFREATH, THLBEAREL, HH—
Bz A%, A RIEWRERIA RBBRIYARAGRE A, & BER,
FEEE, ITAREAFEZ! ZHREMA, AR KAMABRRBIEK, HiA
oo BAGTHE, FATER B, HIHR, ER—EPH. THMHED, ¥
=O—HEEY .

8. Ei#E EaQrnHABEEE> (L
d BEFE B RAL, 1998%), %28,

9. MEHE KABFEHDLY . BHF
B, AE & BEFFREASTES (F
e BEM, 19584F), H67H.



8 & ¥ IR AR

BAZH (+—4)

& A8 K

KHBEAFEY XK FKAMNEY —&, BHLR, ¥FEF, T+ —F,
2o, $958—FONK, A, AFE. ME. LEFAKRE., (&
M) . (RER] . (AB) . (RE2PAFF—) SMBRAZRE, HAREF
AR, RLEE EMM, KRG AERR, RAEBGFEME, AitRRE
Al, EFP. BEFAK BT ERK.

¥R

CHLFEY —h, BEZEZNW CRTLLRFAY Ko 4 M CRAULEF
B —+twH, KALTRE, LE2E <O 6HEY SB%H CFEH 64—
M, B&TH [BINRALEIFH « ¥AFELT, T TLF, B, 0
EAME, MO TH TEZRY] wF. RaoaAHSTH, &F#%. LK
FB-LENGFREGFBEEA, N RAEGBFE —L, HHLEN
(AR, B3 (Memd, wpp Ak b FF, T&LE 55, ¥
¥ WAMRWLSER, AELE. BBAER, BE2K. HBE. LR, X4
RES. BlaF. FEFRER, AdAF. BERE, FHa85F K2 <85
HAFHEY EZZEx, mBEXh «<FAMNE £, BEKE, AHa5H
FAREZ (BE) . (B¥Y) M AEZ 8y KaBE L%, MELZS
(REW) RPN wl, L4 BmKaz, taEmmisie. me
EHGEMFHTH AN, BERNEAANRS, EERIEREY T, 2HFH KK5
MAER, ¥Z AR B FRHBREWKRE, Lo o820 TERER. A%
Z R IESR R | 5 KHBIEAFEY BRI REK? WA CRE
oy wmE, @AM AREZE, BEYFHEEMNE, TETHR. 22, ¥
ZARAERYRBAGETFEZEZ, B EABLAZP LA, ¥ AL H840W
A, HBTUIAALR, RWBENBAIALEELAES. AL AL B ARA
T, MBERK, FEXBb, LT XEESTHEH,

2
CERLBBREY , RNniE, AESY A, 2EHT, 715, Zowl
g%, ROLAZT_H, R «<HAHE 88, LRERL S, BAE T
o

T 45

KO BHEAFEY — B ABREAERY — B KHEFHY <FR -4, &
FEHE, FRE=TwHE (1685) FEMERY A, FEHT, F2+—7F,
k., EM [ £a64%] , RAMEFETFE NG, B THRE A
FELERFZNRSE KEFEY | EFREBE, 6RETNBTAE K. | #Ha:
RABREEBER, ATHMARIEMRELF. REKR CKBEHFRET T4 , #



BARE TRai) , mMEE CGZHPIEY R KABEAFEY B TALEHE &
FHEFE—BRA] o M PRAETCERBHE, A THEN KBRE A
By, MAG KB E TS HENE, EAME. RAKRIALZTAH, N
+—8IEG . bTERER ZHE R

J& &

KA BEAFEY XA KARNEY —&, B HRDZIELESRS FLE =
F(1737) B$sr R, FERAT, T=TF, v, ARLEL. BHRFKX, ¥
TEBEMFE., AR CLBEEMFEa0EATYY &: [FEREREALE
HWERAE, RGP — K, sHEBERFTEZER, BRBABSILK, # 4k
E#E, £ AR AREREBRFY. | RO6F—-FOLH, FiEF
M A kA, T KSE TR

4

CKHLHEAFEY SECRANEY — X, I HBYFTHLE _F
(1737) J&sh&r Ao ¥ ¥E+47, f1=+—%F, &4, FRFSF. 225, 53
ML, ROEFA—FOMNKM, &5, RELFES, THRKREH—R,
FEEER. CRELAETD T,

)

KO LBEATWY SE FAMNEY —K, BB =% (1913) k885 KA %%
FRFHE_F (1737) e R, FET 47, T HAF, %, Ka s
HA—F—THLH, BEAAEZSZHETH. &8 LTHEZARALZTABATZ
JBAE, LRI K ERH XA, EMIYTE—FONLE ALY
RZ bk, RAREERE. REZMER, AETwE, LEH. AEWK, 45
BURFARBE.

L&k K

COLNFBALSEY FHIELSE (1744) £ AmMt. £=. maMig o
HAR, Aok FET, T F, £, ZoEEEE. KAFALTY
B. A —_t+H. 2BeEE, 28 (ALBEE) —HB. (HAxHES] @
B, v (B F1T=H. 24 g . HEBALFKY . 28 «FL F17)
Bag—MIFEEA4d. AF «83 +=7, 88K, J KCFEE .
KHEwE ME. A FFAALTLH, RaBYRAKELTEY, Ratrxe
AZEZH. BF GEEY . «KFEY .. (BAH) = 40LW&FTETE. 8%
B EEY BPoMRAMELRFK, AGHE CAGHEAFAGLFY « 3K
EOLEAFALZERY . BEE KCHOLBAFALGERY , AAEEILE
BIEEEIN AR RFA TR AL, bagik, Bl BEERX 5 (1377)
£, B+ —5F (1593) £E MK, BAEOLEF T ERFBLEEAA
T H, BARAEBEEOLRFFREY —IHZHH, LEBRZTER

B K

«KHBEAFEY whE CKRAMNEY —K, FHBEw+x48 (1781) whkiER
BRIHE <mBEE2EY R, FENT, T2+ —F, kK&, Gowp %%,
COBEZHRBEY B BEEHLHATERALR) , mEHFRALAS [
REME, RETE. | BH: BAHBREAERZ, ALFHRLBETAARE,
WEREETTRER [HREMZ ] , FRSERXTFLR, FLAAHE. 963
—BOMNK, AFi,. 2HEABIPEHETYH,

A

New Critical Edition 97



98  Plum Blossom on the Far Side of the Stream

KHBHEAFEY Z4 KFARNEY —4&, FYHLR, FE+—47, 1=+ F,
¥, GuwEgEg, RAEAY KGBEAFEY BEIRBE, 555k,
NREANERY E— =W aF . B2, EBAF Tk, 4 E5=ZFZ58
CHRAMEY NZFA, T FiHk. RERE GEY —ARHBYRE, L4k
A EA. B, AEWSREZE, BANRNIRAEFRETEEEIEE. AL
— BN AETEH, ABRETH, AZKAAMTEZH, <E» kH
+ANB, AEANTwH. AE BEE. SRALER. THNEAFHREH
BMEA, AUARABSERELTSH (BMATHE) . THALHE] )=
7, BB I MEFESRES ), | E5% 54 . @Rz, HTARE, #%
W AABARELBER, HRATY, UEFTEMT., 2A48 e
AIEe) , HERF. | AAEHFRAYFEHR GFAEY , mPEFAF
NEE TR, ERR A CEEY M, BBERAZEAKTL, S A
BERREBIAFER AL S | LENRKERFEBRLR] , KBTESA
T « BB meyp, $ELE. PRARDTRASEE, BEAMT
R, BAEA. BRERVUYRAFTEL, E LEALEE. Re
CERAMREY B IRESAKR, LRARER A2 XA G RE, TB
TEABEHE , ETERLNTL, ARERBYE, RBHNECAEY
Fh, LAERA, EATIWEIEAMERE BTEFE —A, ARTE—FH,
PO AP ERER? REAHIENY, WRALEHAABRRYRATELEFZ
A, REAXS, ¥AGBFTREER -8, ZHF @i AFEREA RE
20k [I84) |, K& Z. LB EER.

iE4)

CKHLGHEARNEY =K KB AFANEY —K, RBEEX (1922) & F
(1926) HEFE2E KBFRERARTEFAY A FETHF, r1=+=5, &
o BALANTEH, £FF%. ARZ L. AR, FHEMAIT, 2584
CFFESFABY , FER BAEL. RWUWER. ZXRITE KBXY , AR
Bl adsmats K] . 8% ZFINYLEH, ThFLEg LS
(1881) EMGEwgepiliprzl KHGH> o WPHEA A HIENSE (1743) 43
HRIA, BFRIIY. RFNBRARE. <KBX> FE N daidsem ity
A, FEERAERERE. BB K.

2 AzH (+—#)

by
KPR BLFEY A, HFHE, REWBALSFE (1249) BlRHRH. FE T+
Z4F, AT ER, Auisgit, B sdE S Twl. LRE TEK.

27
CRATEREY Lt—4, 258, HEHMELERAFEP. FENAT,
FEANE, GuiAstEid, 39 cEtwl. LiEEERRATg,

-k

KFEEY ZFxk, FRRTEXE (1678) sfHE&E, ER=+% (1691) £
TR, FETT, Tt —F, LE0ib4g, BT =ZH. P£F
By R

& %)

KO BHFYY —A FY» —4, REFE, FRRKXEMWZ. FE£ 147,
Fot—F, BuistHig, TRAEALTAM, R+—HMESBHE. LiE



BEHEARAFERANERARZHAGRETZ (1707) 2H5FE <FG
BRIFHY . aBFEMH , BERETAHMATR.

% %)
CALHFEEY —h GAEY —K CHERFHY — 4, s, FEERALTLSE

(1718) wErBzl. ¥E¥ 47, 1HAF, WAoo Ab%d, ROLFALTA
B, <kmBErEABEE T

Fa %)

CHBHEAFHY W KFAMEY —K, FHEEANSE (1743) TEE4EAER
TRER . FET—AT, TTAF, o stEE. BasFA—-a0OLM, &
FH, ZIRMBARFIIE, UXATZRBABZZHEP R, K@HEND T,

7 %)

G LHEAFHEY S&E GGRFANEY —&, RER. BHec. IH. BH. &
¥y FXLER, AEBtws (1749) FEmEssaddeseal. F¥E+—
T, FFHAE, Zuib%it, B9 cH -0, HdE, MABAES
HERERE R, BUARIER R, R M R T RE BE K

ER

CHOLGHBAREY Z K KO GHEAFHNEY —4, FhegLHE (1881) BEAL
MEEwm PR <BaFEY K, ¥ETF, =+ F, Boisb4ggt, Ra 63
AT, 5%, TRAKPAE: [BRRAGHHE A, Bk E,
PR R AR E KT . FRRG, A% «EeGHEEY , wEAREARLK, mEE
KepFky  FY, AEEZE, BERKREL, | LEFERRAETY,

% %)

KO BHEAFEY wmA GRAMNEY — K, FhG T 5 (1884) [~F#H X2
CRBEEEY Ko ¥E =7, F=T=25, Zvit4dl, £89567—75O0
B, AEE, R R KBETY 5 [ G edAFH SR, $HER
Bf., BWMBAER, MARNALZEE, HAAFZTF, REFABZ. |

9

FEg e (1909) MG AL ER N ENEEELREETmE (1749)
WA KO BIEAREY WA E., AR (LG BHRBELEY PR
A, FEPHA, EEFELTERZ,

%k %)

CHBEBAFHY XA FKANEY —4, RE =4 (1913) %% ka3 7]
CKBATEEY Ko $FEF 7, T+ —F, Bohits%it, LRHALRMK
FFHEEF (1737) mmXE K, HELENSFE (1743) BBz A %
T (1749) SEFEAARAFHE IR, BERED, LAKPIAHE: [ZKF
BER, AFA, TR, A =21A%., | BAARZERERLR,
CEGLEAHFER MR [E2FAFARAARK CBHEE dAZBEKF
PAERRE, BRAKZ, | B¥: A2 AKE4G6F -0, LHK
HERZTHAMATR R, AOABRENTE—F, BRABE LY LHE—
BOAMAE AT ANRAZ B4 %,

New Critical Edition 99



8 aEARY B —

FRGEFFAE T E

BALE, FHACE, BHREZBFELT L HE: EMBRE, #4
Ao BATHZEK, EFTHEXIH K. LA AR F_+=F, viEx
B, RAXTH, BLELR, mBLEAR, SAXKFAFEFIE, BETHR,
AMEAET =B, FERFE. ARTH, FHELA, AHES, ntH
*f, BHPLHF, ELAF, LBER. PEFTHE, BXHMA., PAEXL
1, BAERE, RETE, RERB, ESE B TwE, B kEK. B
ERATRER, ABAKX, IAZE, BAZEH, UHFLE, HHEKE.
BRAKME. KFE. B 42 FF, RBRKXF, BELH, #FFHK, #H
BB, mBRKE, BEE K. MEHML, HEE5E, L840, EWHE.
EXBREAEE, TWHE, BRP&E, BAEZR, XL FHh, AFELEH,
B CHEHY. (FomEY. KEMEFHEY, RRPE, THER., 5EHA
F XK. LEBE. #ti. FEMF. B3, A4, ZE8%E, £X2
W, RERR. CHRANREZH, BWAFH, HIHFE, BEGHE,
BRBRAS, RARE, A&k, BAK/ T, EEHE T LS.

(FRF Rk h+twd) b & CRE - 2E0: [ E8i8 <R3 A3,
LHMEHR B AR FE G FHARAENE, LHEFH, CLAY LRI ERZL,
AEY, Y. BREL, EAEHSRIBL T, EvEIHR, Lig
KRB KEAE 2R, HELE, BECLETRE FUH B, §FEE U
wRY Fh=t+E;, BEMFAFEELRSRTA G, £Ha. KR, KL,
REFHE, —BF; BF—ARMAELS; EFHEAT, i, 7, 9F5FHEX
o, LEMAF. MBLEXE, SRR, FEKSE, a2 hlFE, 2K
¥, AEAET. | ROGRARE, 2EAESE EABELWT,

(B, ELRHF] RiFE: BLEFR CRE - 235 & CHERE.
(B4 v&twd) Fobe: Uik <& 187 a% «EREKE: REea
CEddy, FLE8 T2 4y, LRI GEEE, NGB Gz kY, #HamMe
2B, REB <FHLiEy, BEGE HMFy, Findg 4Ly, 24D
CRFAY, BRBLY GREKEY, ARG CRAEY, EEHG CFEEY, £
B (v ¥y, Fdame KA, LTHAwWE, EibhEs. 45, B4KE. R
#BLGEEY &

(RAER) Yaba: LA HFREE S AR [£aF sy
T F R G CR2AED, CGRAFY HHBET TR OUEY, REBFRE, FHESE,
RAR AR &, | B Pk LMY — (R EY, Z(HEY, Z(EXY, @ AEED,
FCRAY, 5 G, b GEL>, N FED», U «2sy, T CRFr. BT L
Wy — KEHY, ZGRAEY, Z ANy, W LFD, A CEAY, K CGEApy, b KE
F, N KTy, U KERY, BRSMAE CRELEY, HEOT GBI CGHALTD =
o oo L GLIWD Thoshzd, B, &—-FE&REL, NELE, B GERBRID,
FROE RERRE, TEFE, M@z, |

(Bokprsk, MAZE] SLba: I 4L 3 <aHE> & TAREUR, &
A, FAw, LRERMERH, BRALET CGEIO. G, =iy, Lwd, |



New Critical Edition

BowE, S CGEY BT, wEFRHBOEE CGEID. GO «ﬁ—::a%»\
L CGERY 248, mEFH, BLEIZE, MO6HE T 8Yrsk, AEZE

A 3T

(ER&HK) £ B2, BA F200MA () —F. &8, B, 24,
STAr. Bl KA. Bl &

[ﬁ&@]%&~%ﬁiﬁr&ﬁbﬁ@ kZ|. RZEl. BE. L& Al E A
k. HE Tsokd ), &4 RB&FE T3okd ), 54 8 &5

farEtRGRA | [Z RS T, BAA T8 F

(twH) &£ BAFR, BALEKEAKABERERY BT 2, AETHFHER
LEHEH. ATHEE. ,\aﬁé’j LEBa. AEEHEH. LTEF, BERAAFYS, 44
#H., BEY, S ER, ®ER [Twg) =5,

(BAEHE) %% RALE, BLEAK [ BEALSE, FHALACT, FHRERE
ﬁi%%J+%?ﬁr§ﬁ'J~%

(&%) #%E: &A By T4, 18, &2, B2, BA. #2. R2%4%E 12
Z o

wEERELZG: (2%, A% [Tk, 22 12 k) B2,

H¥E: BEARLE, KREDT K.

ZHME: EREALFRT Ko

(%) % BY. 18, kAB. B2k T&%, BA #H4. 8. k% F.
(WRZA) 4 s, k2. =zl BA F2. R, 2R, BY. 28K
[ |, shig izl = (&4 T2, HEEH. T4mg,

(BEALF] 45 2. &, Bl BA #2. &4 B Balag. &% 18]
Y 17,

(BAEE) 4% 24, BAR. BoE [ FaERE, 4. R4l B2, #4.
B2 BLERF .

(&) 4% Ba. BA. sli. #F2). 148, %z, T8E. Bak T, &
2V Tw3H |,

(twg) #%£: ZAFRE, Balertek [FF45 1

(RE&F) 4% B2, BA. #2. 4. &%, k2. L&E, BY (84
% TEF), THH.

gt iRGRZ e T8, A TEZL. BA TR, AR T4, &8, 4%
FRJRASLEAR AR AT, SIEWRJE RSB TR,

(AR 4% RAFE, ELER T4 4 k.

(BEEAR) % &R Betk | BEGRK), T8 BARE. B | BERAK,
A, 2B, A TRBGAK 1. RZE [JBEEFAK .

(418 B 18) é%%‘%: JEEr. 4V, T4F. RZ. B2, #H. kA, LE&EE. BE A
/F “H‘ E'.m:r_'f
[%?]%%-@@\ﬁ@\%ﬁiﬂoﬁiﬁf%%h%%ﬁf%%L%ﬁ»%ﬁ\
%7, F4VE.

(RE] &% FAYRE, BaagHERze: ITRAR), AHE TkE). |
(BB e Lbhg) &5 RAYE, il iArs E£H T EHE ) L5

(1]

i%é,im%éaoﬁimﬁ,kmﬁi,xﬁﬁ@ﬁ%iT&o
LHEe, 22, BHEERHE, ZERHB. REZ S, %ma% HERIR,
WRAR. N&&—4&, T8O FZE, B, RILE, F2Iv, #F
=%H. AFHER, ZM4EF. THZHK, HHER.

(&, HHEAR] 28 AHLEEHRFE 24 [HF4

LG, sE TH#, .

i 3T

(Edra] 5 sk [ Ehd) ZFEMS 7], THL
(F&R] 5 K2 BY. 28, 1R maltk EFER], BA. #4l.
2Lk KA.

S
B
M
2
e
od)
¥
o
&
18

101



102 Plum Blossom on the Far Side of the Stream

s HERIEZI Y T4, Ba TH),

(RAH) 4% s, &2l Beal. BA. S HA R RalE THRRAR ),
B4r. EAVFl. shEERED & A THY), #Sed i .

(RLE) %% B, Ra. #2. A2R. BYH (LR BAK (LA, 28,
I4rFE. wLaktE THLE |

[2]

T2k, REMNL, FHXX4, ARELF, FEKC, AEAR
7 Se 4,
Xk, a L. BB, BRE. XKBT, To—1. BFFE, R
ﬁ%‘&%o %%%ﬁ; %Eiﬁ_f&‘o 'G%té'j.) Eg;gﬂgio

(F4) 259 BREGARFHR, 2REAF, #6FEFTFZ. R BwA
v )

(BN 85 & AE THUEN ), AT LERR: TR T4l 4 Tad. )

Mezlfe [BUEN |, T4h. iméh. &7, BA. 'L, #H4. B2 B, S IEP K,
(REH] % 0K T3 754 TF1, THH.

(Bmst] &5 (), BRTE, HEaLEERE [0

(BeBb) %% B4, T4, 4. B2, BA. W&, #2). BAR. BEa4F T

Bl
(¥ 885 &2, BY. L. ZOR. B2l TR&E), BA. L& #2. %
7 Bl .

(BA) #%: RAFRE, WLk AME (T4,
(FRde—4=) $%: RARFE, BaLEAE | FE T4
(#F) 8% BRAYE, Walek A4 [HET L
(E) 8% BRAYE, Halék At (£ L1,
(KAT) 8% RAKRE, MWaLEAME T4,
(B#) &% RAFE, MWLk AME [FH ),

[3]

BEEHEER, THEFL FETLEAFARE, REAKME. AL,
ARSI o
BHEE, EHR Fuik, BAEAFS kKURE, AAKE. ZREBZ,
REAKR. BRES, BARE. kBMRE, ABKE.

(FF#] %0 L CRE - AR,

& 3

(M) &85 B, TR £RATE ERBAT L%, ABTHEK THED &
Coen. F2Z, Bl | 2| RBEABERL, TR T, FERRGMNERLH CHHER
IO BE CEHFNEY. P «KEFBBE MSAHEL, VEHAEE, LE KHEDY
HERVERN, FAEE AL, i REZ E: [JRAE T4 F), Bl&ERARERDK
JRAFELLEARGT, HAE£E. BAE 4851, BA. L&k, &2, #2228, %
| F .

(B 8% BRAFRE, HLEEAE (81

(4]

mZ kb, R#idd, ARAHE, CHEIR. ZAESR, RFRZ,
Xk, EH. 4BE, TER. FAME, FRAK. FTHe, B
e, RECHR, BELE. EHER, BEHMNE. FHH L, KEZ
o RAFTHE, Ak,



New Critical Edition

(B#d) 2B BATEE, THRHEN. BXRKR, RELEAR. ARFE, X
ﬁiﬁ%%%&,éﬁi%o%ﬁ,%zo&ii»%WA;)

% 3

(R#dd] 4% BAFE, MR ATHE: [HBAEEE

(EEB) &% RAYE, Halsk itk 18RS .

(eBR) 4% Bmal. #2. &R, BAKE [ &), &k &2, K42, Z8F.
(K4&) 4% &iaktr T R&E], RAF. &4 KKTH LR [8#8%: [ E)
A TKARD, T4 SBA R, | 8IEWEER & [RAKE TRE), BEEEHE X
fe0, Tsiah) BéEHb. 1) X5 [TRiEL, #A4E TRiE), Bzl Tkl | @8 5]A
AR E R AR ABER AR, BRI EE T X&), B T8, i18h. kA, 2L&.
B HAE R SR8 EMA

ZEg: k), &4 Tk, 3.

EAHFE M. RARME [ X, #Eo

(A7) &% BANRE, Eilégite [5EF

[5]

2R, FHMEL, KREEHAG, BAN, SEFE, FL L,
gﬁ%) Fﬁ'/%g‘o %"g’—:—ﬂ%ﬁ%’ ‘;iijéﬁ:?%j)&}%o 'J‘Emﬁiﬁigﬁva
BHRBEAHANGE. #RAANIEE, TERBREAK,

(H@FIE) 29 LELSF, AERLEHAFG, HETHE,

b sl

(FF) &% B4, T4, 18, 2B, BalE 1A%, 2R, L&k #2015,
EZME T HM . EEREZ = ITHFFD, Ba TAFEIL. | 44 K4 [EAK,
Bl M T [ 53,

ERFEE BARE TA), 2ERAFRE [F1.

(3REE) &% RALE, Malse A4 [3R3R), % T4,

(BAK) £ RAFR, EiLA4E [AK], Tk [E].

[]

Hhif, RIEL, TRFAER, L&TRAES, ZwEGK,
HLiE, HFEH, BEEF, TRRXE. F#9 12K, kg E. | MM
AF, £FGE. F9 Tk, KiEA%. | BEERK, BEAER. A
ReF, CAETH. FERER, RTHBZ.

(RE) 28 A CRE Awth, E4R. HARTEH.

(EE) %% BAYE, Wikzl. 244 [H#E.

(RE) &% WamAE TR SmARK: [#48x TRk §4 TR |
JEAEAE TROR ), MRl TAh. 14h. kil B AL #Hal. EAEL

(HR] 4% ZAFR, HELekAE THZ

[7]

BHEF, REdb, BER2E, KFEHLK, F&UH,
BHEE, TR, TAYE, EXR. AEXE, BAKRE. 5%, B
EXf=. ESZR, OFBALR. AREE, BEHKE. BREREX, BEAE
Z, HAER, e FZ, THEZE, —ARE., REAR, A E,

(BRESH) 248 MEFwE, EL£5EM.
(BEER) 248 2REALBIER. EE2UAGEHZ., $AF, # LK.
ﬁﬁ

(REZE] 4% L&F. Btk 282 E |, T8, k4. %a. BA. L&,

103



104 Plum Blossom on the Far Side of the Stream

#7 . EZF
SRRzl E . KA T4,
(HERrER, KREEZ] 85 RAFR, HELERARIANT,

[8]

B4, Tixdhb,. FRFEFR, 8 7%, RAFREE - AL
B, BT, BRE%H, TEE. TRELERACT, BEEERAR,
PHHBEEGE, EXBRETE. B FRARMTE? BLERFITE,
HIEAREER], #89 [EHETEHMIl. RAANLE, KFAREHR. £
AL E, KB KR

(i@ ) ZMa: kua ARERREFRELF,

(BR) %% BY. T8, k2. B2l BA. FAR. BEzE TET . @2d
IR & (TETY, ARG TR, Bzl [hFl, RA MBI | ZERATHEMER A
RAE ToF ), S AR AE [958 H Bl iT4r. sL&kT4E [°F ),

(B S5 RAWRE, Malk M4 4 T,

(= BARMN) 4% BAYRE, HELEAERG,

(3] 45 BANRE, s T35 15 (8.

(A=&A) HE: BRAFE, ELEAE TXEE]

[9]

X#Ae, RASAUKLE L,
K&, BEH, F2UVVETT. Ea TEAR, #H3HE—H" TR
BHBA, MRXEH, EERE22, #42X. LARMA, FEKE. A E
B g, ﬁ&%#oﬁsz FRAEB. ZLAE, HEAFE BRI,
HHRE, FTHRAHA, 2HEF,

(BB LE) &9 LARKFALY. KFEBE=ZFLA, BB AIHN.

(#3) %%: BY. T4, s 43l EAWP AR, B2k (HE, BA #
). L&k, RAIEH AR,

EEEE L AR T3, R BARMERE, . RAREZ T,

(—H) &5 AP -4, BRAE T —#),

(B&) #%: B, 8. k2. Bzl #z2l. 2Lk kZF. T&% (HEAE ],
B A B

(10]

EICH, RBEAERRRL,
ERFLWHE—, BRESHEN HLEFSHMLE, XRXESRTF.
FHERSWAKE, REXS KKK

(REEBAFRLRR] 2B FAKFAEZS,

(B ) 4% & A4E TR, AMTH ERRE: [8#H4= MRty g4 M
. | Bere st Tk ), T4, o8, & B4l BA. L&k, #AE. BHikA
e Tk |, IEHRRABER A CEEK A TRy, B2 TRkl | 588
MR P

(RAR) % BAWE, MHemAE [ R, $HEZ,

LK) 445 140, ®RZF. BatE liRér), T4, &2, B2l BA. sL&.
#H % B o



New Critical Edition 105

[11]

R B, LFTREL AAZETER, ERE— A XEHKZ R,
HEBRZ, EXEHERE,
R, "TUR, AAFE, KFHEX. TRER, 765, TRHER,
AL, BEZE RTFRE, AEAdKk, PEAHA. —XBRAE, T4
RB. BERL, TRHR, TRHEF, LAERNE, B FRE, BRAE,

(A R]) Riga: BEwWSHER, LT RR. =A, #4E. 24, F2, %la

A,
B 3T
(&) #%: BY. B4, 18, k4. Al L&k #2. BAA. BEAME (&
o

(7] 4% RAER, ERLEAE THT .
(F&) 8% RATFE, RLEAE T4
(BR&] &% RARE, ERLEALE B .

[12]

TR, RAERSTABHL,
FEHEE, NEF. P E, B, 8 [F, ABTI. £9 [+, &
R GX#, AEE. BHE&, &F. KFKR, KAH. F#L#%, ¥
B, E#K, Rk, —&4, BHRE. BRI, BEK. RANRK,
RKEE. #9 [*F, REk& . E9F, ALK,

(BMAZFAEH) 249 FL CERLEY.

(—HA4r, BEHE) 2H9: (B RFGERETRERAT Y ma, B4,
ﬁ@

(BRA] % g AEinyg,

(A E) 5 BE. T8, L&, k. B2, #z. k2 E. BEAE [

R
(PABLF) 4% BE. Té&. . kzl. B2l #4. kA E. BEAE [ 28
T 1o
(AEE) % B, L&, e, k2. B2, #2. Rz F. BRAE [HE
Ao

(RER) 4% Bar. T4, mer. k). Bal. BA. %2, BAKGRE. &
zlaner KB TH .

EHFe AEE TH), %, b RRAXT A

(BET) 4% B4, T4, s, 2. Bl %z, BHE. BE AL TZH0

o

(—#4F) 4% B4, T4, e, k). B2l #2. BHA. BEAK [ —A
{}\JO

(A 5 B, L4, s, k. B2, #2. B[, BEAE [EA
BE 1o

(RFTR) #%: BY. L&, 18, k. B2l #2. kB, HEAE [ £7F
JE o

(»F) #%: ZARR, EHHa: AL AE MH. |

(13]

BwE, £HIEL,
v, BRAN, BAERE, &%, TELS. FER, A BAS,
ﬁ"g\iﬁO vf%i:/%\o %%%y 7‘?%%0 #TT_‘.—Fy ﬁ%%%io pf%’{:‘/{)\o )%/\
B, A, Bk, T, "TELS



106  Plum Blossom on the Far Side of the Stream

(fwFE)] M0 RELF, HXHEE R EOKL,

(#TTF, B8H) 269 2H_FHNPL, T KL,

ﬁﬁ

(RR) &% ALy,

(EHS) &% T4, xér. &%, Bal. BA. #F2. B2 E. BESE | 28
% o

EHEEE L B AIE T8, 3.

(A ) &% B4, T8, 14, k% BA. BK. #2168, Bk &

%o
(A dedh) 5 o). %, B2, BA. #2. %R2E, Btk &8, T4
rgjo
(NfEM) 45 Be. 248, xéh. k2. B, BA. #Z2R. BkZ4E | 5H
# o

ghat ik iEA B RA 148,
(A7 TF) 4% T4, o4, B2, BA. #4 5. BE4E 7T, £%H.
ghaEWEIRA | &), Eal (R, BEA 5

(14]

KRB, P REL,
KK, RBEE. ARS, RAHEB. BKER, BERE, #F4v. #
SHA, BBV R, RAGE., BEERER, REZIH, OB F. 24AF
W ABAER, mTHT. Rwil, BAYTE, B KT

(RBAE] &8 RESTREF, L OB,

(BARR, REBR, &5 ) AT H8MEE: Bad s [TERRR,
TR TEERIEY, —%. THREFHS), HTERAKER. TERBEY, EAHFTEHL,
WIAR o |

SAgE: [EARRL, BPR. [RERE), #2%.

A 38
(ANBRE) 4% BY. T4, 8. K2, B2, L&k #2). R2AE. BEAKE
’—/\'Gﬁﬂjo

(P BHIB) % By, 8. 8. kA, B, L&, #2]. k2B BEAME
[ HE |,

(#¥b) % B, T8, k2. Bl L&k, #%. BHR. 148 () #
M, BRAE [ KELH
waE iRl g T3, A% %), KA T3],

(8] &% RARE, EaLERE 135,

(FE) &% R, B2k 125, B8, 4. £, BA. L. #F2. &
BRI

EHRERA g 1%, KK 1), BRERHE.

ES

7 A

R, HELTHAKNEAEF, BA. #H. TH. BF. &
ERAL, BT, $RARESORF, AL, B, AARAL, AF
ZHART. BAFHZ: [RAAELSHFMN. | TUARESZ: #HRLHA
FEARZE, HARARZ, RET. SREE, RBLALL, ER
Ak EZE, RIANETEZIA, EERFRAL. KIFEZRZIHEF, BER
M. TRALA, BERREFLEFH,

HiE ok

BAHA (Bo—1, Rzt 88, B5—8, ReZ+mERE, )

XKy ZEEEH

ZmEEA v 5% 48 A

ABEFER NEHER TR



LR REFH

[13]
+ %

HEwW.LAS, MERTE, FEASEN. BRTSRE, BREARASTR.
B R
BELNMMTE, FHESETH. BLLS LHER L, FHAS EGHL L,
BEXRMAEAS, 055 B %, EHE.
BEESREK, ZRESHEE, BB LS RSB EXRRAFSFpKRE
A, BEARBRE

e
(F#) $E: BRASGA CERGREAD 4, F0d L, KY. I AHF.
LAy RANF BT CERGERBRE> K, BAT—H, XMk, BMAZEBAE &
A #, Wk BAL HETA,

g RGRZ g R AR b

() % Ba o8 e RAR. TP [z, kil Bl BA #
Z Flo

(F/) % B ZH. im0 kA BEL AK L& HAR, BRAE F
o

BEMREHNR: RAL (51 F. BE (5] F.

e AEAE (&) Fo

UBA 8) #%: RAYR, Eaaifaka = (TR, PRk T, #.

New Critical Edition

107



8L AFHEZS

S

[88]

KES MR
TRE, BAK. XABFAN. BHF, HRKTT, WEHER. 51K
B, BhEK, EHHARTR. BELS. MEEHR, FWEE. BHRHS
B, ALBRSHEL. HRTE, REHR, ARBERE. BEILET,
WHEE, BFXS. BEE. REER, 59T IBRKT.

(A&3E) ke 48 (KE%) LFEEE%RE, § (Fh2) £ MidEn)
BE—8, B (3R £ THEWMME] AF K, #F8 (##Ed) AR, <LE
HiEy £ g IFE46%) 2 THeBER) RF—F, b MER) 2TRAREE) £
Fopk, WISz HERE, BETH AL, o8 TFE, AE (KEFD) $EH.
BME: LB IREE,

(5o IREAT) e (550015 F, ZATESH, ELMMFELE, L&
(e A2 HER ), BAZERT,

(A E) 4% B, L&, 8. &%), %2 EF. BALwIAANA [ A

ZF, RERSE, AR (AR =%, BA #2F. 25234808 (a4
W) ZF, WERSE, AER AW =5, EZF. AYBE Taew), £
WAENXRE ALK, —E424%E (AAW|. LERSAE, AR ALLSH B2
(AR, AEFHEEL. 5. %W, £%). <AZY. 4P, 23, B, £2 46
o

g AT: THEY], # T Afd) gideit, BRRAEFHEZ,

(FE) %% ZARRE, WEZE THRTA ). sLs RXHM, F T8 =5,
gtk Ae: [F), BAE TF .

BRIER AT TF L, BAE TH ), £, KB& 4 [H 1,

(BX) #E: BATE, BEERE TR, ImTH,

(BAK) % Ber. T4, nsh. Bz, BA. BA. L. #3. k%, Z8R,
WA TiRR |, R, £%. A4 £2). Bl B £Z. AL KR.

gosE ARz | TR, BR& TR, RAREZ: [—4F XK1, |

aBAD: TRK), BEAEE TRAl, BAFHEA UBRFH). GEEELH. #HK
FARE

(BRWIEE) &5 RARR, BEY. ToF TH2RF ), ARAFAK KRB 85
WRIEA GLAEFEY, FRZ CGLEFEY /E TEWIEE ), @&%3%. W) &K%
(88 &, <R Fop GLa#HEy XM RL AL,

g RGRZ G TEWHE ), AE TEMEFE .

BAE: [EWERE|, LAEKA W) &4 8, AFH AT EE,

(BR) $#%£: BAFE, BERAE TBL), BAOE TRE |

geaEraRZ e TR, BRAME &), RAZEEZ: [—F £



168  Plum Blossom on the Far Side of the Stream

HIE . EWEHAE £

[89]
y: B0 % |

SlehrEEl, AR IRBEBR. TEERF, WH S, &
WY, RIREHE, THBER, NEWBR. RHERA, BAAhL. L
WEd, BATLAF. AREZIE, PERTLFE, EAFLFAE,
FEG R, R AS T RER, AEABPRER, LoEr, BAL
Fx: (RRAE. .. Al ERFTAHE, ERLFTAE, TIALR,
TP AR, | L, T_THEFELRR, FE AL, TTHT
H A NF. THITHR, AhBTEIWERL, R EEEAKRZ,
LEBE. FTamBNY.
GmAhratkAR, $R— AT, BWHE, AHBER, RELA. HHE
ER, RRFREXE. MER. HEFY, ERAVE. ELEBHHL,
NAFHF, BREATE, BHAET, Bd. ZALE. ZEEE, $HE
REELE, MDD, REFERBREY.

(BATLFE, BRAFLFE) Tube: EEd. 2R L2ES
(Pr4EF R ) priga: [EF), fpkdPrrs T84k, REdma TEW), kAL
g T4 | RAFKE R T IAE, mARMNF Rimd,

(t=THTEE. A NF) gAL29: FHET_FgTALE. A. A%, #3w
JUE EAR, WALH, R, ABAT R,

(FEATH, ARG FTEHIWIERL] $L88: K CKMREF LFHGRIBRLE
BEETABIESE, EAx [ HGRE . LETEABEOIER, FREFE. T (E
i) g5 [BEEREAINLZ BN, #EIRE |, RFHK, FlRiZEG
&, AT A H

RMEE: WiEE, B CKAKEFD,

(e g EAvkz) BRI AG: AR (A F, WEEARZEE, 14
ERAFHIm AT R, AR F [REEA], EULEHEA, F5, FRHEARLS
Z,

LT GARY TEME: [RIEBSI. &, 2808, A/RETER, ABEES
Z, REFEHEE R, B (BRI BEEHIEE.

RAEG . WEERAS XL, whik% Z A b,

(MAEw HESRY, ERBEDE) BB ARG: BRER, &AKHA, LEN,
IR, KEFRRRAGF FTRHAML, AELAMHFILEE, EAXLHEF, FHRBAK
ﬁiﬁ¢%%FM%%\%§%@,ﬁﬁEwﬁu%%Ei%ﬁ?@o

B

(BM) Y88 BraARFHRALZS: ([WWBERLHHE], LRI ETE 4
[ERA . ¥ TR FRL CTEY A [EFER) KRES KM, EZx: T8 (3
B, AL ARFE, ¥ (A FERSZE.

(FA) 8% sRAREE, HREGH MEFLHH . LEAMTE ML33H
A, R B, A B BRAL EZ. Bl BA 24 #HAL ZYR.
JE4r. E4. SEES. 4. TRA. RAEE. LERKEM— T3 5, 4 LB en
P ARMBIARFM TAE: (A SHALH A .

(FM) % RERAFHAME [ SRAKS |, &3 £, 8. %% BRAAR, <F
Y K,

FBEG: LB AME/FL, Ha [k d . BEBA. BEELRE.

(BFE) % RANE, BEZR4E [STE

(ERA) 5 BLAFH

sIEMBGRZI | [, AE [,

(RARAY) 45 BRTE, WERZE T RAERY ), a2 HRE T &) 14 2],
(A E. F B ) &5 RAFR, WESF— (B F, % [ RAEEFH
@), EHFE: [BIE— TE] 5, 24, P2 G TRALMEBAR ], LEKK
Wy & TiE), @ BA) RELRT, X 8K 1A F.



(eBAE) %% RAER, HEHE2. BA. L2, 2844 (5 5, % (LHA
BIF |, 5 GRRY o

g MRGRRIA: kT8 F, BAR. RATE (5] Fo

By HEBY HEwir il tass: [LBTRE, BATLH. AT,
W LFE, RPFLFE, FEFH, WEREPREH, LB P L.
KB BHY SUANF, ) Ly, BALET = TAE. &, B Bl. THTEE,
BRWES, TRALG, TRAAME. J LREL, |

EHEE: ALK [T F, FERATE.

(Freef) 5% BAWR, BEZALRAEH— (2] F, 4 [FEZF), Bk
KEFRY o

EAEE: GHRY #Bwiellil£eaEs: [TowmiEx a5d £#rd, ) F
ERF, REMIL, TZEHTRRH. A BF. | FaE (FiRR) FE.
(&FRF) 4% REATR, BEZRARE (579, LERAERBME &R,
(BERL) 4E: BANRE, BEER (W] B (9, LARERAE (W),
(BB A) 4% B4, T40. JT4h. 3RZ). RAF. itk (g2, & [ 4]
F, Rl A, BA. 24 #HAl. EHR. FERBRAE TFERR], BERRE R
Z T3

wEMREL Y AR (A F. KAT (A %,

AEAE: MEURE Rk | HAHE, Bixshd R RIARARTHFEDRE T4
AR B R AR o

(AR ) % BATR, MEZRBE TEBWLY .

%z EEE. A THEA |, &3, 22, >, e, 22, EE. RLEF.
A AE: THEAL], REFAME THELR], BFEE LR,

(hA5) #%F: RATE, WEZARA BRAME T,

gt diaiEsl g (45, A T4, KA [H].

(Bg) %5 ¥, B, T4, osh. Al L& Bl BA. TH. #F3. k
Al ESE. A [RE ), R, 22, HE. FH. 22l Al AR
wBA: [RF), BhA %) 4% (8], ALMA. BAF,

(%) %% RAYE, amAlr 185, A E: T8 4F F¥g), 4
WA

(tag &) 45 RAFR, WEZLRE ML), L2 THARA .

(B#Z&) 5 RAFR, EESZAE [BROK), LEA 18R TR,

[90]
Hih #H

BERAFA, RSR%BER, SAFERAEZ, EHRE. T
*RG T4, RARAFBSNE, BoEHLTA. M2, BERERLF,
BRATEZ. AR F#, HHEHSZHBER L,
RAA#HY, BFERE, 253280 Y. HMARY, BEIBZAREK%. B
&i%,%ﬁW%ﬁ,%%ﬁioA%E,%éﬁf,&%&mo Wi,
A F4,
BETHEB, REXEB. THBREA, $FEEE2TE. REWH%, KB
REFER, BEER. BLsh, BAER. —BERE

EE

(FRAFL, RSZEER, A XEFAETZ, EHALE) b &8
CREMFY A (EEA) B T )&, HHFMZIERLEE, CRAAENEA,
B (BS54, AMEZ. BE4. cRE. AEP. REL. H5. BAALA
o | BN (ES4) $HECELEIRFAEEE, HALEFAFEZALAE [ =
+EEBHE |, BB HE, BIRAE [ LBETHRIA, HASET . BEH NFH
Y B [k, BB SR, —aF8.L, #ERE, 22 L% L, |
AME: RS, GEMFEY (EBE4S) MPFRAREL,

R i

(BH) #%: BAREE 483, B G, L RRWE, £E44F WA, &

New Critical Edition

169



170 Plum Blossom on the Far Side of the Stream

ZI4E TERAL.

(B 4% LEME T RS ZEBER, 2. 220, CEE. 8. RZ. BRA
Blo

aBAEE: REANERL, HE: [RSLEER

(Bl &) 45 RAYR, BESE TH3EL

EEe B 18 F.

(KF) £ BAFR, BEZKEME TKk ),

(D HE) $%: BARE, BEZRBEME N4

(FeF] &5 BARE, BEZAME TRILHAL

(ARG ) &5 RAWR, WERAEE [k,

(W) 8% BAFE, Ml KBEE ),

(340 ]) #H%e: CBRRFHY AE T4, <AHY Fl.

FBAEG: [HMN], BRFH M [44D ],

(F&) &% BY. L4, RARA. BB TEE], &3, 22, CAE. 8.
£, BRZL . A, BAl. slsk. BAR. R4 #HZl. KA. EYR. B2 RME
TEE, BRREER TE) 4 T, ez &) A TE2E ),
mEm AT [dE) ¥4 (3235, AL,

(BRFR]): i 1EERFEL), b E&E> 4 TERFRL

(FEHER) 85 <AL, WA BE. T4, Téh. Ear. Bl sk, T3,
SRZN. EENE. ATERAE TRERA, KREHR [H) M 145, R4 [FEM3ER,
B #FE. RZIR. B TREER, RH. FE. £2A.

HHa: CERHEFSH £ (5.

e TR, wbA [iea) 15 THE . UBRFH. CLEXESHY. AF
PN

[91]
#a A
REGEMERTBRE, EFERLI, FHHAR, &N FERFE
B, Bhesid. AFLARZ, ¥HL4HTHRHMEEE. T2, L B2
B R, KA, A FPR, LbRTE, BAX®, 2RLEKL,
AEFIEBRR, XBE, REK, K, ALEFRY. TELY, B
BRBZEHEL, AEAPRZ, IHRTFFIAE, LLRELED,
JURE R A H R B,
ENBEY, MBERE, REFHF. EABL, ek — XXM EE. %
WA, BERE, ALiTHAd., PASE, TRAILEFE. HHE%RAR
HME, BEER, EXZEAR., LER T, 22X VRAALE. BHH
H, REBEHE, RARPRIEZ. HARIT, BREFHL

(REBEMG) 28 REFLE -8B AHE H5. BHA, FHFEIN,
WA REFLE,

(B#%) muea: (A4UE), XoAwbL, X AEERATHE—FHRoH, ¥=
REE R IR

(A %% RAFR, WRA AT9F T3k, PE T XemA ), THREEL
Bk, EBEME THRA

(A8) %% By, 1. 8. &2l %A AY. LR, A—FZ AT B
M T ABUEZ AL aF (2 F, A—FEZ+EF, BA E2. #4l =
B LB R, B B EE. AT, RA. RABESAMA. LEEHE, AT
i T, HAWGEZSEL], 4. A% AL, B IR 4F 14, RZ R
AL, AMBRMCA LS, o [R5 B TTF), THFE. X2 B4 THX.
W), M [PRCARE, RgAn. M%. 92, #fl. BH. BH. &HF, X
FriEdn ) =R, R, BXLLER TE A %), @M8idhE 43 3
&, BXRERE: (A WEZSIEL . ZA R, SE T XAFm, 5 TH
FBE) A MEB), AMNLABEL: [9H, PAMUSZHREL, |



New Critical Edition

WAEHEKIEN G WAHEE: [AFLIRE, BA8Ta454. T2, 0 B
R R, KFSm, FAELY, PABZIRAL, | RAEE: | PHFLARE,
g AEAE, MR §R. BhE. BE. BE. AFH, KAEH. |

HBRAG: BEARERX, 5 (8, PAUSEZIRE L, | AEH AR, #
MR T3, 25 (X L4HA, XFH

(FH) 4% 14, B, L&k, BA. 3. %z, 47, Z8F. ¥ A4 18
Mo Ber mepdE TEM . &Rzl EEHE TEH .

s TRGRZ G [ oM, 2 AR4E TJRH ), BRA TF I,

(FFBREEH) 45 RAYE, BERLAE [FEEE .
sastvikRzi e (BE), mal. AKX [F8H .

(EM®] #%: RKARNR, HEAE [BEE

(MZFE) &£ RAYE. ERZ. &R &1 F, 4 1T, 22ETHYZ],
(F2) #%: RAYRE, Bzl etk 192, Rk,

(FA L B R AX] S5E: RAFE, B, 22l A [ FETH
(M) % BAYNE, BERZ2E BRI, FERRE, AXEFRTE A 1F
HEAE: RUEAILGREFXE: (AFLARE, SBHEM..... KAEA. | B TF
wml & TEH), £F,

(WA %% RAFRE, WESHE TKA L

(B R) 4% BREAATRAREE (8B, RasRAZH, RGP A K
A kM TR o RZIEP RL4EE T8UR 1o BMRIRZ 46 A8 L= T4k
Fo

BRI AE: A T8 F. 0 T4k FEF, FAF 584 M4 wiF i (F
K& sk, $% (Maz) [siE), BR4E T8, CEEY T4k LB, 3] 14
BrERD o CHEEF - HE BE THP . £ T8 FRERE M3y, & T F
THEZ %, XthEH [FRAREO%RT ) 24, MRXAE: [ EFR, HHh&KR),
BAEFAE, T AL, SRLAMEEE. (BE - 2R 7% (R, R¥E%, 4
ARl E RSB XARBE |, b CGFEAY ATk A4 WA KRR LA $ T4 T8, 3o
AALEE  T#RR), A Tk 48 T8,

EME T . EARBZ A,

AT TR, HAGEAME TR, EoAE A K2 A% T8BR], 2.
() 4% BARRE, M. ik, A T4, #F2. 246 2 5,
E TE A TE .

IR LAR: BA T3] L& (2] 5,

(A8 E) 8%« RAYRE, Bilsk. BAR [ G4 1F 8384 .
(BHEFFXBE)] 45 RAYE, Bl BR T3] 4 [l

(&) &% BRRFR, BEZAE LK

(i) &% RARYE, BEEZAE M) 5, % T,

(#8) % RAYE, WESHE TR

(M) #%E: RAYE, WERZE T30,

festtiRGRZ A [ %1, A, BRAE T8, KA [T#.

o AT: [ £, A T4 2, bt (284 [fe—EFE ), T4 4%
(%), Bl—FiLzE,

(X)) 8% T4, e, B2l &2, BA. 24, %2, &%, E2&E. E54E
[ 4k, £, GA&E>. #ér. Rz, B, ¥, B4, FEH. AR,
(HEAR) #E: RAFE, WESZAE T8AR), LRE 15 4% T#H.
(HH) 4% &M, LA £2. BE. T4, E2. 2204k HE), %4958
FlZ k. <BA&Y & [HH7), 8. &2, B2l 4. &%, Z4. m3. 2K,
F#l. #HA. TEE. BLER.

sk ERA B B, %A [HH.

A |REAH], LEA AEMARTIAEYS RHE 1 HHE), &

(BF) 4% RAFYRE, BERaE T8F ),
GhIEHEEA B (8% | i [#F,

ERERER, ATFTRRIFZEE, THESF K.

171



172 Plum Blossom on the Far Side of the Stream

i 3T

(&3] %% ik, BY. E45. o4b. Bz, #2. k7). RAHFEHF XK, ¥
2. HEY. W, BA. Ta. EHESK,

(F£R] 8% &M, Be. T8, 8. Bzl #4. k2. k2083 4%E TR,
HIEHRE CHOBHEAFEHEY 5: [EHLK, ZIATHZRE ], SHMEA
SAEHRIEZI G RATR 2R, SBEHER TR, RiEsE LR &,
WY BEEEZEAAETE, 2LAKRAME, (TR &2 1K 28, UE
AR T+k] 4,

AR CEEBFDE B ERIMN, L FEREUAGR LA LE, L4E8E E4L
B, TR &% TR

g Aa: R & K] 235, MAR. R A& F, TAHKELTH,
CREZBARALY LEH—F., 5K, E0H R4, £5BF44 AHEA 75
#Eha: [HEARHZAARE, BAIMK, HEZARAR, AXEE, Hiid,
AWRAZABALEN, XBREFASE, RARBMAFARZEAES, ETHC, Hil&k
ANy CGEAFHEY ZEROFIL, ERFAEAE -G, B4, SFRER G
FRYEARY #: [ HRe. ERZIH, wEaedhgs, ZCALLREFE, ARE
He MAZTAEY, THHEIEBEZ, 4L TSR, | i 18I TER], B
AT 25, ARE S (2], XBRLE, EAME. K CF#Y 1L, B8
TENGY, ERFEK LTS, RAFRLTERARE R,

ZMREZIE: 2 TR F, BF5E5 4,

AEFRIGAE: BREFHEAALSFE, 2LABLHE, | 2R 4 [ EX)
ZH, BAFEELLEAL,

BEAEE
BAZETEWA B, BAFREELEHREF, FB CREHR —
ECEBEXEE — A, BAEE. AARLALEK, §E BRI,

% 3

(BAgE) &% £, B4, T4, jTéh. YA M. B <BAEEY £
£y MEZ . [BF) 258 F AT, BEEIRABES B KR A LG 2 X,
HrAkAkM TAZLE ], dfsf,. THRAR. RARGIREIYAAEL, &
AR TEZF, ZERFTEE, TREAGE . L LEARFRE— X
F O E&EM. BA. T4, ESE. BE. BA. L. HE. B, 2. ik,
R EAMEE Bk

(Te) 8% By, 1), AR, MESETTHE), #5418 FXF Te) F,
(R&H) 85 B, L. AYRE, BIPE TRRLEHR

(AIBEH) #%: BY. 4. AYR, HRIHE [ ASEHE.



B % &K 5 &

HHER

[92]

AT BERFERRA, HRART, TEAMERBFDE LS,
ERMaH TR, RERHEL, FF. EXRG@MRE, RBHF, 5&
THEF. HBMAPIA, KRRLET, LRF. ARBRETE FEA,
E T HNE

R 38

(F)ELA) %%E: B I8, IR, BOERLIFmATETERL [ F
LA, B k. BRA. EA. #HZ. kA ESE, BFAE. #EHRIER
BEFEL [ PELS), & RAERT), XAABE LW [F)E L4 BF, @R
A8 K F] .

MEAE: BHAEE: [HRPBEOFEREAA, BEET, FEEGELEF T
Aeo | BHABIAEERE TELS ) AM, THIAY ) ATEFGR X T4 5.
(=) 4% B4, L4, 14, RAF. A8, B2 BA. L7, #7. &%,
EAE T IR,

(3] &£ BAYE, WM kEa =& T8, WAE g1, |

[93]
B
% e HAkE
A%, TRLEME, THEE. BARLAKRL, RBERZT. &
T, BRAE, BEFI#. —HREEX, TREFEW. YAEHE
2w, WMAT R, i, HARKRIHBER, BAFARG, ARF
b, REFE, EFFLRk. BRZE, 9FFKERA.

A 3T

(F8) #%: ERAFHEEAALE, BEERIEL A LAR,

(3F4E) 2% SR T3 4 T3, Bé. E4. LY. B4, L%, B A, L7,
EEP . AR T3, AL FHZA. kA ES

snaE kR Z e (48, Mal T3], RA (32,

BRI AR A FBEAE T3k, sb (3] 58 BB, R

ABAB: T4k, 2R ZHAER K2 A TIH8E o 4 s TSR,
A T B2, A T3k HE,

EHEG . ERATFE T#

(BSATE) % RAFR, WimghA x: [TE1, & Tk, B HE. Bt
ERE TERy, #8F: Namastl. | EEFR2F%E, akERE.
[EZ#) &% BARE, WEZWP AR AK 28, AR AEE T 23,
EEEE T AR T2, #. k. BRAREZT—.

[94]
S



174 Plum Blossom on the Far Side of the Stream

EHRMENK, &R
TERMEA, PRFFH BOARETA, CFRMA.  RANREF,
XBHABAR. EFHHAREL, MiRBER

ZME WG R I, GRaBEY T ETHE,

(B@%RAETEH, CFEMNR) LB B RTH GRS [Has AR,
HiEFAE | b, MEHRL GER> RAHI.

(B #%: RRFR, BESHE TNHL

[95]
ALEZH, BXREE, TRABAA —H, HBEARB. XRAKRLE,
RBALERAF. ETHER—F, EAR%.

HhBEARLZE, KLSARLZ L, =5,

(BABARLZE) Y088 BAAEET RNLBTE: [ BHELLEHHRE,
LT, LLEA, | HESHMAES: [GHARLE, BL BB E, |

B 3T
(#F) &£ Ha. BA. T3, %2, Z4AREINE (L] FUAKEL, HAE
z

(B A e WERA g TAEE A K—H, B4 Kok,
(F8) 4% RARYR, BAZ. WK [T #3BIME 455 16

[96]

BHoil, LERNKE. DEFZZ AL, S5 RKE. RBRBEWE,

SR, BiRaAEARE, JBECE.
RRARLZE, AABRT. HELRRE, S&.

(RB) T8 RGAEAMKREF HEATAH [FB), ML T IRLBEAME.
M. Wi, £EM. RELE, AR TAE. |

FMEE: [RE), L <oy TILEELERFBR. |

(HB) Rie: BaE2i): 9K ARBILEFHR. |

R 3T

(M) 45 Bl BA T2, #F2. EZ8A0KEE T FAKAL. L, [
FF) ONE, wLEAME TS TRA] =&, M4 L], siEEs: TR O %
HHFLANK, REBEFFH, LEBRITHER, 4R Rk, R TiHpEHE, B TA
B, THREEIBH, FIAMER. ) G TREEH, $HIHHIT, EBAA,
EEG, ) TGZIHE, 50808 MEBMH—GE, HBEAT, J GF: TGZ,
B EMNE, Lt #H 5. BIRABRLE, BFEREFE. 1) [ LAKRE, 28
ERF, RTHER—F, BHREARY. ) (G TREAESARLZ L, 45, 1) TS
TR, BRABER WHFHEHEL, HOAMH. J G2 TBRZFREHYRT. J)
R, TAMEE TR, LAH CGAZMBEY, . MEY, HIz¥d, £.LEHG
SR, WESHYWRT. A&, FRFE, BT TEB AL, 4
ERBRATF R, TRAETHE, R EFFRES), TEAHE, |

(fE#) #%: 22, YR, B, F4&. 145, B4, L. 2R, E4. #3.
k). ESE T8,

seEEERA G T3, Ba M3,

(EF) &% RAFR, BalsRE THA

(hiB) 8% RRERE, BEL&EARE [ 1.

(AoiF) 4% ZAYR, BREERRLE: ThAQD, Ak TE500. |

[97)



New Critical Edition

REBRG, SRMERAT. BETAETRLE, APRERM WARRA,
—faFe R, EHBMRALZ, TARRE.
BRARBBIL. BAELRLSE.

(B3R) o8 & OREBEREY LM [ REEEASRPI, L@ T,
BT, BRI RE, =T 85 TR, E8EEW), KasRB2 15
o

BAE T B B, AR

(A Z4a:. GuBEY H R,

R 3T

(F|pe) %% 2. ®&gk. BA. 22, %2, ZOARETE (L) FURAL,
B AR,

(BRE) 45 BAFE, BELEAE [ HERG .

(¥R) 4% RAFR, WAZME 4K, LRZMIEMBITE, ERBRK
EEFE T RABE (4,

(—4h) 45 B4, T4, ixéb. SEE. %), k. Bz, ik, BA. 17,
H . EAAE T—ifm |,

s tARGRZI g T4a), 3AME T, JRA [,

s A T &# TR &, BAL,

IR ERRSARE : (4R ] R [, [—4) WE—RZHE. T4, [H)] E65F
EHEE RAEE TWm), R

A [—i ), ZHER RARARTIRESFE [ —4 .

(Fe ) 45 oA T8F (B3l BEAFE [FRiT), SEHEK
SRR G T3, KA T3,

IR ILAE: T3 w4E T3, AL,

(RZ) &% RAFR, Malsg RE [ Rk

(ZA) &£ RRERE, BL&ERAE TLE

(HRIR] 485 RAWE, MELEAE THE .

(M) 4% BARE, MWaldisir (3 %, 46 [ LM,

[98]
BEEER, HHELE TEHSER IR, FLRAY. EERETF,
TEARB ETERFE &K, TERAK,

TEFHME LAFREY .

(F24) ¥y XM EEY LX2EFTAH (TREELHF |,

RME: CBEREY | TREFLHFABLERT., |

3T

(#p) 4% Bal. BA. T4, 2. Z447A0EME L] 2URAL, 5 AL
“ZO

(8] 8% BFAYR, HkIME T2

(FTE4HMe LAZEY) 8% B, L4, 8. R4 EA. EHR. .
B, L. HA. RS TR M TEY . KA LE.

g REZ e [ %), B4 T[]

ARG RAEE T

[99]
GEEHME, SR REBH %A HAEAY. @EHLH,
BRREDHE. BEAKE—RE, B THS.

GE. BT ENE, L=T# 4. BRERLE, BFES%H
o

175



176  Plum Blossom on the Far Side of the Stream

(mEHELE, RREDHE] T80 BEFCRETH: [FHF2E, B
G H, BAFEEAL, EFERe. | 95FERELK,

(Br) 248 XRELEH,

(FAM) &% Bzl BA 22, #F2. ES7»Bart: [ X FARHEE, A A&
Z,

(BB ) &% B4, Ee, Bal k2. BA IZ. #2. 28, LA [ MEF)
BN XR TeE TH® ), Kz [k, Z94F TMe), Lo [Hid ).

[100]
SEBLHM, HELDEAB HWERARR, BEAEN. XRBFEIR,
BERARER. WRAFRERL, FHAH .

MZ R, EHYXT.

(FHELEHE) HFLBEIAD: KXKEFY = [HFREREY, €¥L5: I8
M A, RRENE, BERE, aF; —HBAL, Bk, KR&. 1)
FAEA: BHFE CGRLALR A CGRREF, LFAREE: [ GRAAEGH
B2+ a2, RMIBRHMEZIR. | F=: [BURHERE, SHREATSF],
fbm BE | Ei) & 184, &5 [ HFHEZHL
iﬁﬁ]%ﬁaw%ﬁ@%&»FﬁM%ﬁﬁﬁﬁ,%kﬁ%oj

2 3T

(#M) 4% Bl BA. Z2. #20. ZHARKNE [ FARAL, 5 Ae
Z o

(REAEAN) 45 REAFE.

B A [EAER ), FAYE, R E ) T8, BEHE [ 1F

(#43) %% RAFR, ERamp R A% TH5

oL AT: T3] w4 T3, AR,

EEE . RARME T4, R

[101]
BIERE, RTARME. THREAEXIEH, NANMWA%. EEVHRE,
RAREZER., wBtZE—BR, BHELERE.

REEMN, FHIAZLIT, EBARA, T3&. RvERBEH
W, FMABEEwR, XFEZ,

(BAEEHRE, TAR@E. THEABIEH) ALY B CGGHEBE ok
B T REZEASNAII, &&E [HB3E . X B3 A LR Db E)
CRFJFHBRETE & | BEAR, S, BRERFR], PRasdAE,
(RFEH) $088: BGAMKES HETE: [ REE, FAMS, F5842
Yo TBREFERHE, ERY, BEEE, A4M, EEEAREAGE S, LSRR
BTG, | B EBREE, A (RBARERR, TAANESTEH 249,

ZMrE: REBRAEFEIIN, FRHEZH. E4H, E35KREEE,

42 3T
(BM) %% Bzl BAR 22, #F2. Z&740RE [ ) FAKREL, A
\zo

(RR) 4% Y. RAA. B L&, 8. Bzl BA L. #F2. L4,
EAAE T EHE

saEvARGRZ | TRE ), Al TRE .

oA AE: TR 8§14 TR, AL,

(%) 4% k2l BAR. B8 E&. o8, FEH. &E. 22, F4. &z
EG AR TR,

EWE S AR TR, R LA [HE )

BAE SRR, A A XA TRZ) A T2, FHREEY ARE



(%) %% B2l BAR. B4, T45. M. s kA Eal. #F3. &l
EAE T .

s RER . [, B2 [£ .

RV AE: %), BRAME T3, BIEHITE, HiLHE,

EEE BAEE (), B wRAKRZEANE [,

(BwR) H%: 158, RAKF, BES. ZHmE. (R, B L8, i,
7). A AER. Al BA. TR, #2028 TER

sz EZ e BEa TE

RS AE: [, AL [# ),

mBAE: TWER), A 24K, S8R wo Bl AHHE TER

[102]
naRANErd
HFARBFBFRIF
HrER, BREART., FAMAMBRE, RARKT, 28A%, §4
B RE2FBA. BARAME, REd4F, BLBHEIGFL. AL
WAk, EEH, ARLEELE. 2 MFRERA, HRALhE, M
HEE

(aREMR, FEXE, ARLEZEZER) daba: A28, b, CKXFHER
WEE: TAERER, WAL, BREMERZ R, "B EARANLES,
SR ELMREL. | RAG AT, ERFARAFTEETRT. HELE LS, <AK
X BEgY £ THMELALER, BAAK, TRICEE, L=/, ARESE
B, BRRZ. )

AL 3T

(RA) ke (ALK GEARERFRIP, REERIIN CHFRT £, B %
B A THA, TFRME 4 T-TRME), (FAFHE % [HFEH), ALHAFR
PR, BEE AR AT sk,

(FAM) $£: ZARFRE, BEYRITRE, HREHRN [ FRAFEFHRIT,
(B&E&) &£ BAFR, Ml kR THE] 1E TH

(FR) $%%: BARYRR, Mk, A TR
goaEtiRcRzlG 9T, mal [/ ), RA TF L.

($aE) 4% BAWR, WERAME Nt ), AsE T4iE .

gasEtiAckzla s A, Bal T#&), KRR T#

(RR) &% BZRFR, MHEAZE T3],

(BRER) &% BARFRR, MHLskAtE [ TH

(RH) 85 RAYER, HaAiME TR SARE: TE] 45 T50. | 4
N e

(MiL) &£ BAFE, Bl ite T2k,

[103]
E NP &
Mo
FHEW, RBGEEER. BEHAE, HARERA—R. 445k, 7%
AR, TRFE, BHE, ——H#EEF. HBTHIZEL, TEAABE. £4
%ﬁi,%ﬁﬁ@ﬁ%ﬁoﬁﬁﬁﬁ,ﬁiﬁﬁ%,ﬁﬁﬂ,$$§,ﬁ
PN 1

K 3T

(BR) #%: RAFE, EERZME [1BX .

goaEtARRZI G 18], W AME T, ) T, RK TH

BB (K], HAYE, HEERAME (1BR], ERAERKES: [T#H), —%F M81. )

New Critical Edition 177



178  Plum Blossom on the Far Side of the Stream

[104]
Kif g
RBFHLFRE,

AREEE, RHETA, AME®R, TSGR, @ LEE, T—HBHEAH. T
THEE BAEE, "hEE3E 2FETXALA, FHEDWILE. R
M, AREF, RALMHI. wxlis, hEHR, ABAKR.
EFET, FRAH, BEZTHRYE. FXREELE, LXAH,

(FA&F) 29 LF, A (HAR] #,

(B HR) BUPRAAD: [RSFRR], 2HF [ RSR[RLSG., | EEFE,
BB, EHRR, UAEEFEVTIAER T —H, UK, ZAMREE, XRED.
BAFE. AF3KE, 8—FELR, EREAFOTRAE, 2L LFY
R

(M) &5 s AFMAE [ RFLFL

(%) 4% BRARE, ML AE (EF),

(Y] 4% BAYE, Haadidrkz = [Ty, ¥ AR4E T, KA THI.
(ZEEMH) 8% RAYR, e, kA (ZE 4% [E],
ghatvigkz e TE), B2 TE), ALK TE

[105]

EEROE, EHELREL, AFMAZEEM, ALERR
EHEFRL., MELME, DRAHEREA, BIFHE—H.
WFhzERY, —ARAE, REZLIER, FLLERHAMT,
FRABBANS, FRTEE. EAMSEAE R, A% LRI IRE,

(BEEGE, 6HELEL)] 259 CBEKREEY: TRMNEMNSAENERLE
TR THESE, TRKES. |

(M) %5 SRAEFAKRL, BY. 8. 18, L& F. B, B2l &z R
A E7. FE. A3, AP RERL TEEA] —4T
FIEMRGRZ B L RS AT

(£4) &% RAYE, BASE [ 54 ).

MR EZ g EA T4,

() 4% ZARR, Beddeskz = [THE), —4&4%F T#E). |
(RFEPMEREA] 8% BAYE, MHEE2E T EFRLAE .

IRk Z g BAA TEEA] 25, KRR

HBAE: AR (BE: BRKE T 14 T8, Ak, ) TE2AL TEE
A, Bk, REARAFAETRE TREA] ZF, B85 IRTH,

(BT —M) %5 RAYE, Eala & T8 Fo

(R E) &% 14r. kA, 4. KA R, LARF. B4, T4 B L
By RZVEIR. BA. EA. HA. EL T HAE T
EORARLAR: [, BAAE ), E2.

EEEE: . BRARBRX T,

A Aa: XA, BA R AR wiplR (%) 34 [#).

(& L] 8% BRAFE, Bz, kg T&l]
IR AR A T4, #H,

AR E T WA T8, F. W RAREZT =

[106]
HELEEARELE.,

T, EHREe, AR, BFEKE, —8XRY, ++2k*x. £

BENE, FEES, ¥R EE. AEFBELETH, KEAEHER. A



New Critical Edition

F%E, Rk, BREEW . BIEF, LLER, REEBHZL.
YRAR, WEEEX, 9L RESH. MERHIREEN, 24HEF?

e
(REFLEAEFARBEE) 45 B L&, 186, Midadans, I4i K
IeE G TG, mEAE IR BEEE LB RS |, W&k BA. 14,
A R Rl RAME T RBEHRIFILEE . RAE T AKFLERFE . ©EHRE
ZIAAL TREBE ) —ThRE: [RARRT), ARBE—TEEE: TH2 TLEs
KRERFFHY, KA RE | 1F [ HIFLEEARBELE .

B e A LB ARITE].

#¥w: mER (M) 4% 15,
EIERMLAE: AEA T 4 T35, A TRBEIFE), AEme 2, Bk
HREHE,

EpEE ERAME [ AHKFLE S

UG BYHAEE [REFLEEFRBLER . FAT L TRBLE ) 128, BA,
o KT [ILEARRARIFE o T A 2 KAME: TRBIFLEZEFE . 2 AKE TR
HREFLE S, ERFREA [ FolBFRE] &,

(ER) 4% B2, 2&. BA. 2. %2, 28R, Be. T4, iT4h. 4.
A kAME TE &,

(RB] 4% x4, . BI[. B, T4, B2l k. BA. T3, %2,
kA EEE TRE .

EEFHE T ERASGRME TR,

AT (BB, 2ARTFHAES A (BT, ALK (RS

(&) %% B4, L4, T4&Fl. H4r. 2. L. 3Rz, BA. T3], %7,
kZ . EEE TEE

g REZ Y RA L.

A E ), ERE: 1B/ TLE), #. | FTHEESATE 3 .
(FH) 8% RAYRE, BEiLs it [£#

(RE) &% BAKRE, BEZE [FE

MR EZ G TER], A TRl B2 Tk, KA &l

EAe: TR, 2AAKEE: Tky, ™ TFEl. |

[107]

KA K

THEERE,
HESLE, PRENG. FPASEH R, —FUPBHR. BZARTRE,
AT ek, ¢LARME, XI12ESH, FERTE, HHTF, ==
F, WAL F, BHGE BTG, TEEANEN. RMINRALE, HEHLBEE,
REEFE. RZKRRLE, EETIEE

(EHE) 249 ZAFMLE, EHZFNiEddEihz,
(FHMERAEE] B8 I FFTKE
(EEHAEBE) 2. FEFEKRERT

K T

(FM) 8% ZAYE, B [ RETEF |

(ER2 ) &% BRATE, BEAE [31F ),

(—#Ewdmk] &% RAYE, MHLER g % T# .

(k) &% B4, L4, iT4r. JAL. HAMP R EZ. 22 F. HAITAF A
Ve TAE# |, wU&k. B AR, ZZl. #z. Z4R. RN E (), A5 AK,
R AE: T3 34, A% THF) 2.

EEE TARE T,

RBAEG: [wmiak], EAFREE: A K THL #F M), k. | matd k. kZ K
RT3 HBer A T3], ARAR 3] Fo

(RE®) &% RATE, BREYE [ FE£

179



180  Plum Blossom on the Far Side of the Stream

EAREE D BB TR
(ERR] &% BREAFE, BITOMF T2

[108]
EETA
KRB
TEOHK REXRLR, KERHE. BN TH5—%, W £s%. EHHEK,
BEHEEF LR SMNBEASREF, FEEAESR, AT LAHN, &
BwEEY, MAFTw. SFEBREL, RFMT. BELEEXR, A%, B
EHE, SMEREA B, A2REAFRE.

% iz

(RBEHRIF) TALY: GL6HRBHRK, FPHIRBE2E. ALREERLE A R
HFEMAGY F2, do KRBE) GLEBRKREEY, BIFE «CFoBEREY;, U7
) CRBHEIY, BIAE KERKBEZETY;, X CRBHRIFERBY, HREME CEHE
EEREY, G 6 HAM CRBRIFERBE, ¥ X LHE CRERFEHEREF 4 [ &
] —F., BEHHEARK TE-RRAS| 25, LAY A%4% B 1 hiE4 %
ERIFEM, mTHE (EERE AR TR, T4 CRBRIF TH GRIFELY B
[ AR E | BF T 4. KREAEY &, HIFehir kR, ke <hHEY DETA)
ﬁi:%m%%ﬁﬁ«ﬂ&?%u&ﬁ@%%J%&o

3

(RFMT) 5 BRFRE, WA [5) 45 T4

(B —4) 8% BARE, WEAE [RE—=|, Z89R [—8] =F
(AFEFREE) 45 FAFR, BEYR [AF) =F,

[109]
b8
REBHREFERME,
—BRE, FEALIR, BEEH. 8 FHE, BFXF. XEME,
EAM. THFAL. AHRERFREZ, BRKBEHATF., HL#EEAK,
R ERE, FTHEK. ROFER—X, RAER, EHE, FHA.
HERE, AKX TRAE, RAVYFE,

% iz|

(ZXM] 24 BHASGHE,

i 2|

(#M] %% BAYRE, Wels A E [ ERMABHEIT

(k) 4% 4. 2. &2, BA. 24, #Z. Z8R. B4, 4. 14,
sl kA4 T3R8

(B8] % BIER, LR RFE T3
GpAEHEIEZ A 98, KA 48],

agAa: LNEMG), HAR, THHAES AR [#H3 4 1#13 1.

(8rey) 4% JB4). T4). 140, A4, Al BA. #F2. %208, L&k I3,
EAE T ). RZIME TBVEY ).

B A [Weds ), FAEME [0y, BinAdaR, RAAE W), 4% %
AR, 4 1w #LE. 8 dA, THEA. RZAEE T88).

FUHIABRET, AFTHFTH a8 CREL, AEIRE, B
Brd, RFH&K, ARERL, FXX £, BAXGKE. FHFEXR, 2#h
ZHZRE. AERB XA RAEF AL TR FHFL, EHFERIBETR
SR, REBR. BEIABRRA, PO RAAHEREE.

£33
CRE) #%: AARSTAAA Y. L. 28, AP, KA. EZHHABL
Pl BRA HEIEA TG BEAFEK ), EAEMR TR ). A AEA AR,



BSH |G AFHAR), B ARERK, HUVEEREF, R, T4). ERep
AALAE Bk MR EBORZI IR AT, 2REMALA BB LEAHETERAIS A .
(E&) 8% BAFRE, AT EIE3F], L&A £ X, ERAKLE).
[E&| M=, &4 L&, &R, . %%, Bz, BA. 2z, #F4. %
| A op K3 =

(£X) 4% T4, 33, BA. #%. 228, B4 240, B2, T3, E24%
2R . A [T EEHF KK

(EH) #%: RAYFE, Wi, #2044 TEH .

(FH#) % RAFR, WA 1F) 1L, EFE,

EFE+H, REAERREAZR, EBENARBEIABABERE, A
VX%‘-ﬁ\-"fi%o Ké‘ %%&%ﬁi

REMRLCAIE, MEHAEF. SR EADHE, 7TAZ. T —FET
2w A&,

FREGEAFwE [ FEFEREEH], A% T84, 2, FAR
iE A3

(B8] #%: MRER. TYRAYEAERLER, BFrg, HEALALYA, B
BAETHA. AYHMELELLFE, BRTATHE, BF & KEALGEY. £4.
A B EA] AL KA BHBELTETREE. BYRBEEMEL, BAW,; T
S BRAME. WA k. EY. RAEE R,

(EBEMHA) 5 REAFE, EEAME HEZEMFL], 2% T, 52
B2 o

(&E) 4% BRAWR, EIPME T8
(AR]85 BAFR, WASE TILRK .

(BA) &% B8, 18, &R, T8 B4l BA 4. #4. &2E AL
(RF) &% RAFR, WA TERF L

(B4 485 BAWR, WES. 4. 18, AYE 1571

(B &5 BAFTR, WESE T8

(FEZAREFAFZ DY [ REFRREH ], A4k T8¥], RL. FILRER
W) BE: MERAARFEAFLLEZR, TR, A4k T4 F.

New Critical Edition 181



Facsimile 1
The Shanghai MS

This facsimile is of a working manuscript used by Li E, the Ma brothers, and their circle
in the Yangzhou Poetry Club for preparing the Lu edition of Jiang Kui for publication in
1743. Tts pages are 27.6 cm in height and 17.5 cm in width. Onto each of these is printed
a writing block measuring 18.2 cm x 12.8 cm, inside of which are vertical lines, such that
ten columns of text can be written. When these columns are filled completely, they usually
contain twenty-one characters. Explanatory notes are occasionally inserted into the main
text; here, two characters are penned next to each other in the same column in the space
where one character would otherwise have been written.

The handwriting is neat and clear, typical of the mid-Qing dynasty, and devoid of any
particularly personal characteristics, suggesting that the manuscript was probably profes-
sionally copied (by someone called here Scribe A). A majority of the editorial notes has
been added in the space above the writing block, though some are inserted into the text
itself, whilst only one is added below the writing block. Up until folio 39, a few of these
notes are by the copyist himself, but most belong to a much more untidy hand (called here
Scribe B). Often, the name of the person who has provided the opinion is also included,
and four people are mentioned: Fanxie (i.e., Li E), Meipan (i.e., Wang Zao), Yujing (i.e.,
Min Hua), and Qianli T 2 (Gu Guanggqi # % 7, 1766-1835). From folio 40 until the last
folio 54, all the annotations are by Scribe B, and no one is named.

The function of this manuscript as a working copy is reinforced from a number of
angles. In the opening thirty-nine folios, ten annotations are named here as coming from
Fanxie, of which three are penned by Scribe A and seven by Scribe B. There are also three
annotations each from Wang Zao and Min Hua, all by Scribe B. These features strongly
suggest that Li E was present not only at the stage when the manuscript was copied, but
also later when it was submitted for editorial examination, which is when Wang Zao and
Min Hua made their contributions. There are seventeen unnamed annotations, of which
the vast majority is by Scribe B. In two places, notes by Scribe A seem to indicate discrep-
ancies with an exemplar manuscript, called here the “original manuscript,” which is likely
to have been the Tao MS. All this indicates that the owner of the working manuscript
(Facsimile 1) was in close contact with Li E, Wang Zao, and Min Hua, and also had ready
access to the Tao MS via its owner, crucial factors in helping us date the working manu-
script to prior to the publication of the Lu edition in 1743, and that also suggest Yangzhou
as the likely place where it was written. Assuming this analysis to be correct, the annota-
tions from folio 40 onwards probably still come from the same circle of people, but the
names of who in particular provided them are no longer recorded.

Gu Guanggqi is indicated as the source of only a single annotation, this note being
entirely anomalous as it is the only one that appears in the space under the writing block;
it is found on folio 5v, under the third column of text. Its presence at the bottom of the
page is strange to start off with, as the margin here is much narrower than at the top of
the page. Although difficult to perceive clearly from the facsimile, my examination of
the original manuscript indicates that a vertical, oblong-shaped slip of paper has been
cut from the margin above the text at this point; presumably there was text on this slip
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of paper, which is why it was cut out. Gu Guangqi belongs to a later generation than
the Yangzhou Poetry Club, and was regarded as the foremost editor of historic books in
China of his time,' so it is difficult to imagine he would have done this. In fact, judging
from the handwriting alone, this note is undoubtedly not in Gu Guangqi’s own hand, but
neither is it in those of Scribes A or B. The most reasonable explanation for its presence
is that originally there was an annotation at this point at the top of the page written by
either Scribe A or B that has been cut out and then added in the bottom margin, with Gu
Guanggqi’s name added to give it a spurious authenticity, simply to increase the value of the
manuscript when sold: any document that Gu Guangqi had perused and annotated would
certainly have attracted a higher price.

On the version of the 1749 Zhang Yishu edition annotated by Bao Tingbo, included
here as Facsimile 2, Bao Tingbo indicates in 1783 that his notes were added in consulta-
tion with a manuscript he had acquired from the Ma family in Yangzhou. Close compari-
son of his apparatus critici with the working manuscript reproduced here as Facsimile 1
confirms that, if not the long-lost “Ma brothers’ master copy” itself, the Shanghai MS
can at least be regarded as a bona fide copy of it. This must surely be further evidence
that reinforces the presumed provenance of the Shanghai MS as immediately prior to the
publication of the Lu edition in 1743, indicating that it was penned in Yangzhou.

In Chapter 4, comparison between the Shanghai MS and all the early modern edi-
tions of Songs of the Whitestone Daoist, such as the Lu edition, the Zhang edition, and the
Zhu edition, revealed discrepancies in the stanzaic divisions of four of Jiang’s seventeen
songs for which he provided notation. Through musical analysis, I demonstrate there that
the opening line of the second stanza in all the early modern editions may have been
intentionally placed at the end of the first stanza in the working manuscript in order
to remind the singer of the jindou form, in which the cadential notes of the first stanza
immediately repeat at the beginning of the second. Therefore, these “unusual” stanzaic
divisions are not mistakes, but indications of conventional performance practice in the
Southern Song dynasty as dictated by musical factors. This comparison further underpins
my observation that the working manuscript predates publication of the Lu edition.

In the early twentieth century, the Shanghai MS came into the possession of the
novelist Shi Zhecun (1905-2003). His seals can be found on it at the start of the table of
contents (folio 1r) and at the opening of the first fascicle (folio 4r); respectively, these read:
“an Animitta Cottage collected book” 448 /& # & ; and “in the book collection of Shi
Zhecun, herewith stamped” 7% # # £ 2. On his death in 2003, the Shanghai MS was
passed on to the Maple River Reading Room #rZ  whose owner, Howard C. Yang,
in 2006, invited Fan Jingzhong 72 % ¥ to write an essay about the manuscript, penned in
red onto the last three previously empty folios. In 2011, Howard C. Yang invited callig-
rapher Bai Qianshen & # A to copy another essay, this time composed by himself, onto
new binding pages at the end of the volume. Also present are two slips of paper containing
annotations by Shi Zhecun, one previously found stuck on folio 29v and the other stuck
on the last of the binding pages inserted before the back cover; both are here moved to the
end of the facsimile reproduction, but before Fan Jingzhong’s essay.



Facsimile 2

Bao Tingbo’s copy of the 1749 Zhang edition

This is a copy of the 1749 Zhang Yishu edition that has been annotated by Bao Tingbo
in red, yellow, and black ink. If the imprints of the 1749 Zhang edition are divided into
three stages, early, middle, and late, then this imprint belongs to the middle stage. Early
stage imprints of the 1749 edition do not contain Zhang Yishu’s preface; instead is found
a postscript written by Zhao Yuyin A # % (1213-1265) that originally appeared in a
1251 imprint of the1202 edition, which details how the woodblocks found their way into
the possession of Zhao Lingwei #4 4~ &%, a member of the imperial family. Zhao Yuyin's
postscript was copied into the Tao MS. The early imprint of the 1749 Zhang edition was
published as a photolithographic facsimile by Shen Zengzhi ¥ ¥ 2 (1850-1922) in 1910.
Variations between early and middle imprints of the 1749 edition not only pertain to the
absence or presence of postscripts and prefaces, but also extend into the texts of the lyric
songs themselves. Recent scholar Wang Shiging £ 7 (1916-2003) has researched the
Zhang 1749 source that Xia Chengtao used, and found it to be Shen Zengzhi’s facsimile.!

Compared with early stage impressions, middle stage imprints exhibit three changes:
editorial alterations to the texts of the lyric songs themselves; Zhao Yuyin’s postscript has
been removed; and a preface by Zhang Yishu is inserted instead. In 1820, the plates for
Zhang’s edition were sold to Zhang Yingshi #& /& of Shanghai, a wealthy individual
who collected printing plates.? Zhang Yingshi also issued the Zhang edition with his own
preface; this publication is the “late” imprint of the edition. The preface was written in the
summer of 1820, and includes this passage:

This spring, a visitor came, who gave me a six-fascicle volume, The Jiang Whitestone
Lyric Song Collection, for me to look at. The late Zhang Yishun of Danghu [i.e.,
Pinghu] and Yao Chunxiang [i.e., Yao Peiqian] had originally printed it. Sadly,
because the plates were now worn out, and the book they had produced had had
only a limited circulation, and also because my second son [Zhang] Hong was
knowledgeable about lyric songs, I ordered him to submit the text to fresh editing,
and then sent it for printing.

SEEAIAEOBAL) AERLT  GERF AL BB TS
MR BEERZE  ARLEY  RAARHEZE A4 LTk
& o AEFR B o

Few copies of this edition survive, but one is in the Peking Library—it is nothing
less than a “pirated” reissue of the “middle” imprint edition, but with Zhang Yingshi and
his son Zhang Hong’s names added to the first page of each fascicle of the text. Viewing
this book, it is certainly true to say that the printing plates had worn in the meantime,
especially at the corners. Zhang Yingshi’s preface is also reproduced here, at the end of
Facsimile 2.

From the beginning to the end of Facsimile 2, there are annotations in three colours,
red, yellow, and black, as well as circular punctuation marks inserted into the text. All
of these indicate that detailed editing has been applied to the text. From the perspective
of handwriting, two types are evident: most consists of a rather untidy hand, probably
belonging to someone of advanced age; the remainder is much neater, clearer, and squarer

1. Wang Shiging, “Youguan Zhangke Baishi
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in style, likely of someone younger. Often, notes in the second type are corrected and
annotated by handwriting in the first, as if both a pupil and master have been at work.
Neither type, though, is furnished with a name indicating who the scribe might have
been. In the first hand, at the end of the first fascicle, in black, one line is written:

In the guimao year [1783], in the eleventh month, on the twenty-second day, from
Yangzhou, a master copy was received from the Ma family for comparison and
editing.
RIP+—AH =8 o AR H KGR AR o

At the end of the third fascicle, in black, two lines are written:

In the guimao year [1783], in the eleventh month, on the twenty-fourth day, on
a boat in Banshan, using the master copy, the second and third fascicles are now
edited, the time is chenke [7 a.m.-9 a.m.].

ZIp+—RAdwr - FLFF o RAKS = =K kAl o
At the end of the fourth fascicle, in red, two lines are written:

In the guimao year [1783], in the twelfth month, on the third day, the boat now
moored at Yuanshang, editing from the master copy by candlelight.

KW+ _Awm=8 aRFRE ERARTET °
At the end of the fifth fascicle, in red, one line is written:

In the guimao year [1783], in the twelfth month, on the twelfth day, the boat now
moored for the night at Wuqing, editing using the master copy.

R+ =—A+=8 FREF  ERAK "
At the end of the supplementary fascicle, in red, one line is written:

In the guimao year [1783], in the twelfth month, on the fifteenth day, in the clear
early morning, on the road to Linping, the editing has been completed.

R+ _A+EB  FBREBEFET Ko

On binding pages inserted at the end of the text a line is written, which reads: “In
Daguan, belonging to the Tang family, at their Pleasing Orchid Reading Hall, a rare book,
annotated by hand by Bao Luyin [Tingbo]” X M & K 16 K 2 B #Ak & se % F A A
Tang family seals can be found on the binding pages at the front and back of the book. At
the front, the three seals read: “Tang Hongxue, his seal” & # % ¥F; “Baichuan” & )1l ; and
“the Pleasing Orchid Reading Hall, painting and calligraphy accession stamp” 14 i = &
& ¥P. At the back, there is only one seal, which reads: “authenticated by Hongxue” 7% 5
FE.

Tang Hongxue /& #% % had originally come from Daguan in the province of Yunnan,
and was a celebrated Sichuan book collector who died during the Second World War.
Much of his book collection was taken to Britain for safekeeping, but he gave this par-
ticular volume, in 1930, to Cui Zhixiong # Z #£ (1897-1981),® whose seals appear at the
openings to the preface, the table of contents, and the first fascicle, and at the end of the
supplementary fascicle. There are five seals in total, which read: “Cui reads” B3R “Cui
family, of Taiping, kept in the Benefits of Modesty Hall” X -F- £ X3k 5 & #; “Benefits of
Modesty Hall” 3 3 ; “Cui Zhixiong, his seal” £ X #¥F; and “Cui Zhixiong” # X #.
Just before his death in 1981, Cui Zhixiong gave the book to his nephew Xu Wuwen ##
£ B (1931-1993),° who added a frontispiece and in August 1982 wrote a long postscript
to it; he then contacted the Sichuan People’s Publishing House, with whom an agree-
ment was reached to publish it, though it did not finally appear until 1987." The book
passed into the hands of the publishers and, after Xu Wuwen'’s death, his son Xu Li & =
contacted them, and searched in their library and archives for it, but could not find it—its
whereabouts are now unknown."

Bao Tingbo was a conscientious annotator of books, and his comments appear on
many volumes held in libraries today. Notwithstanding Tang Hongxue’s note that the
annotator of this volume was Bao Tingbo, close comparison between the comments
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written here and other examples of his handwriting elsewhere (Figure 22) confirms
beyond question that the older, more untidy scribe was in fact Bao Tingbo."? In a copy of
Ciyuan,® the same duet between older and younger scribes can again be observed, which
strongly indicates that the younger was a permanent assistant of some sort. With regard
to this latter book, its two postscripts are by Bao Tingbo himself, and he dates them to
1811-1812.1

Bao Tingbo, courtesy name Yiwen ¥A X, sobriquet Luyin % #k, was originally from
She county in the province of Anhui, but his main sphere of activity was the province of
Zhejiang. Book collection, editing, and publishing were his lifelong activities, and when
it came to passing books on to include in Qianlong’s The Emperor’s Four Treasures, Bao
Tingbo provided more than 600 specimens. In addition, he was responsible for publish-
ing a book series entitled Zhibuzu zhai congshu %= 7~ %75 3 % (From the Studio of One
Who Knows His Deficiencies), which comprises 207 different volumes." It was at the age
of fifty-six in 1783 that he made his annotations to the Zhang edition; the places that he
mentions in these notes (Banshan, Yuanshang, and Linping) are all situated on the route
from Hangzhou (where he lived) to Tongxiang 47 # (where he owned land). His assidu-
ousness is indicated not only by the use he made of spare moments whilst on the journey;,
often at unusual times of the day and night, to complete his work, but also by the quantity
of annotations in all: a total of some 215 to the text alone. Two were penned on separate
slips of paper, included here at the end of the facsimile, followed immediately by two notes
written by Tang Hongxue. With regard to the seventeen Jiang Kui lyric songs that survive
in musical notation, he made seventy-one corrections to these, and also six amendments
to the gin tablature Ancient Complaint. Even though the total number of annotations
nears 300, he does not at any point bring these together into a theoretical framework in
order to give an overall perspective to his work. In this context, significantly, after 1796,
when he came to publish his own Songs of the Whitestone Daoist, it was to the 1743 Lu
edition that he finally turned, reproducing it character for character in pristine accuracy.
Surely, this is evidence enough of where, in his final years, his loyalty lay. In addition, Bao
Tingbo has here also provided us with crucial evidence helping identify the Shanghai MS
as the important primary source that Lu used to prepare his edition in Yangzhou.

12. Further samples of Bao Tingbo’s
handwriting can be found in Ji Qiuhua = #k
#, ed., Zhi buzu zhai xuba tiji jilu % T X7
Ji 3 A 3e % # (Beijing: Guojia tushuguan
chubanshe, 2010).

13. Bao Tingbo’s copy of Ciyuan in the
rare book section of the Shanghai Library (call
number: 787519).

14. Further bibliographical information
on the book can found in Pan Jingzheng & %
35, Zhuyan lou shuba % BLA% % 3% (Shanghai:
Shanghai guji chubanshe, 2006), 336.

15. Bao Tingbo, ed., Zhibuzu zhai congshu
Fo 77 E (Beijing: Zhonghua shuju,
1990), 10 vols.



Facsimile 3

Tracing copy of Jiang Bingyan’s manuscript

This facsimile reproduces a tracing copy made by Shen Yunzhai in late 1913 of a manu-
script written by Jiang Bingyan in 1737. Originally, the written section of the volume
occupied a total of fifty-five folios; each page was 22.4 cm x 17.8 cm in size. As white
pages have been inserted between the written pages that jut out at the top and bottom,
when these are taken into account, the overall height becomes 27.8 cm. A traditional
string-bound volume, the front and back covers are of “tiger-skin” paper, which has a
characteristic mottled appearance. On the front cover, the title Songs of the Whitestone
Daoist appears in a larger handwritten script, underneath which and smaller in size are
the words “Ganfeng Mansion, a handwritten copy” &4 #£4) &, Ganfeng Mansion being
Shen Yunzhai’s residence. On the fifty-fifth folio is a note written by Shen Yunzhai: “In the
guichou year, the eleventh month [November 28, 1913-December 26, 1913], this tracing
copy was made by borrowing Old Man of Qiangcun’ [i.e., Zhu Zumou’s] manuscript, as
is noted here by Yunzhai” £ # % f + {58 £ & A A ¥4y » # 7534, Important con-
firmation that the exemplar of this tracing copy was in Jiang Bingyan’s hand and that also,
in passing, affirms Shen Yunzhai’s skill as a copyist can be found in a copy of Song dynasty
Zhou Mi’s Juemiao haoci (Surpassingly Fine Lyric Songs), held by the Palace Museum in
Taipei (Figure 23). This book is annotated by Jiang Bingyan himself and signed by him,
all in the same handwriting as that so perfectly reproduced by Shen Yunzhai in his tracing
copy of The Songs of the Whitestone Daoist (Facsimile 3).

Shen Yunzhai’s seals are to be found on folios 11, 2r, 4r, and 53v. These translate as
“Shen” ¥; “long live Yunzhai” # 7 & #; “happy to read all the time” B & -~ i % L &;
“a handwritten copy by Shen Yunzhai” % 7 5 & &; “treasured in the Ten Thousand
Volumes Mansion of the Shen family of Wuxing” & 0 &, % 5 4% 5, and “Zong
Studio” = /. In the Republican period, Shen Yunzhai’s books found their way into the
possession of an engineer called Cao Datie & X £ (1916-2009), who lived in Changshu;
his seals are found on folios 1r, 2r, 3v, 53v, and 55r. These translate as “Water Chestnut
Flower Studio” 3 2 #&; “Cao Datie, his accession stamp” § K 4 B & +¢; “Cao Datie, his
accession stamp” (the same words, but a different stamp) & X 48 % 72; “Cao Ding of
Wu Prefecture” % #k & % ; “Gentleman Datie” X 44 % (these last two are found on both
folios 3v and 53v); “Cao Ding of Wu Prefecture” % %8 & # (a different and larger stamp);
and “books collected by the Cao family of Yushan” 5Ly & K M B & . After the Cultural
Revolution, many of Cao Datie’s books, including this one, were sold to Wu Jiangang %
#24A. Wu Jiangang’s seals are found on folios 2r and 55r, and translate as “viewed by
Jian'gang” # 47 i A% ; “Spring Breeze Cottage” A& B Jii ; and “collected by Wu Jian'gang” %
7247 #.. In 2007, the volume was sold at a Shanghai Jiatai Auction (December 12, 2007,
lot 1207) to art historian and book collector Fan Jingzhong and his wife, Zhou Xiaoying
J /)s 3%, whose seals are to be found on folios 53r and 55v; these read “handwritten by
Shutian of Hangzhou” # #t.% & F & ; “Vaidiryanirbhasa shrine” ¥ # % % ; and “Fan
Jingzhong and Zhou Xiaoying, husband and wife, their stamp” 7& 3% 7 J&] <> 3 X 47 7.

Once they had purchased the manuscript, Fan Jingzhong and Zhou Xiaoying used a
copy of the Zhu Zumou edition to make a meticulous comparison between it and their
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1. Wang Jingyu, ed., Jingji lu liang Song
shijia ci # % J& ™ K+ % 3, a manuscript kept
in Shanghai Library (call number: 577189).

2. Wang Pengyun, ed., Siyin zhai suoke ci,
161-78.

newly acquired possession, and Zhou Xiaoying has detailed the variations in red ink on
the manuscript. Sometime between 1922 and 1932, salt-levy official Wang Jingyu £
Z copied the works of ten different Song dynasty song lyricists, including Jiang Kui; his
index of this endeavour gives the Jiang Bingyan manuscript as the source he used for Jiang
Kui.! Using Wang Jingyu’s copy, Fan Jingzhong and Zhou Xiaoying have made further
comparisons with their manuscript and written a second, fresh set of annotations on it in
red ink. On the binding page at the front of the volume are three notes by Zhou Xiaoying
concerning Jiang Bingyan and Shen Yunzhai. In addition, on folios 53v and 55v, Zhou
Xiaoying has penned four different postscripts of different lengths; the third of these,
probably written in 2011, reads:

Having gone through a process of editorial comparison, it can only be lamented
that the Jiang [Bingyan] manuscript has now become three different versions, and
the Tao MS original that was in the collection of Lou Yan is now, more than ever,
“yesteryear, the moon’s loveliness”

KE#E  THEMLISCRZY  HYBALRX[BEFAE] £ -

If Wang Jingyu had in fact copied directly from Jiang Bingyan, then a level of dis-
crepancies such as to warrant Zhou Xiaoying’s assessment would seem unlikely. My close
comparison with an array of possible alternatives Wang Jingyu might have employed
instead has revealed that his source was an 1888 publication by Wang Pengyun entitled
Whitestone Lyric Songs.> With this book as his original, Wang Jingyu now proves himself
to be a highly skilled craftsman whose copying is absolutely faithful. Wang Pengyun’s
edition does not take Jiang Bingyan’s handwritten copy as its source either, but is grounded
instead in the 1743 Lu edition (though some of the contents are omitted); thus, discrepan-
cies between Wang Jingyu’s copy and the Jiang Bingyan manuscript should not be at all
surprising.



Poems Translated

Lyric songs

Anxiang W& (%1% A &) , by Jiang Kui, 2-3

Shuying %% (¥ H 4 %), by Jiang Kui, 3-4

Yanermei B U8 ( 7% ¥ %) , by Emperor Huizong, 6
Yangzhou man # M 1% (# £ % %) , by Jiang Kui, 34-35
Guyuan ¥ %% (B Ew9.0), by Jiang Kui, 36-37
Danhuangliu 3% % 4 (2382 4 ) , by Jiang Kui, 43
Changtingyuan ¥ 7 #% (K & #%) , by Jiang Kui, 47
Xijiangyue %L /I (% 42 %) , by Jiang Bingyan, 70
Jinliiqu & # ¢ (F 4237 1) , by Zhu Zumou, 73-74

Other poetry

“Xingiu yuhou xiaoji Nanzhai fenyong Changli Qiuhuai shiyun song Hang Shijun huanshan Jinpu
Hang Shijun fende di si shou” #7 A @ #& s & by 2 5 A & B CAOML) S Z AL w8k 80 £ 0
HLHk 8% 2-4F % vI %, by Hang Shijun, 31-32

“Fuweng Hu Qiheng fende di qi shou” 4245 #1 41 1& 447 % £ &, by Hu Qiheng, 29-30

“Xiegu Ma Yueguan fende di ba shou” ¥ & % 8 3£ 513 % /\ &, by Ma Yueguan, 31

“Xiangxi Cheng Mengxing fende di shi shou” & %42 % 2 417 % + &, by Cheng Mengxing, 31

“Qiao xiaolian Ji mingjing Yi shangshe Yuanchen zhaoyin Zongzhao yuan” & % B /% 8 48 1& L 4
7L B 3 #% 4 A% B, by Hang Shijun, 32

“Dongri fusong Fanxie Hang Jinpu fu dake rudu” % B X% 3 M4 2 i AL KA AR, by Min Hua,
32-33

“Ti Yangzhou Chanzhi si” # 4 # #£ 47 <, by Du Mu, 35

“Zengbie” 8 5| (¥54% & &+ =#%) , by Du Mu, 35

“Qianhuai” # %, by Du Mu, 35

“Ji Yangzhou Han Chuo panguan” 44 M #% &2 3] &, by Du Mu, 35

“Bingzhong he Fuzhai zhongcheng naliang zayong” J& ¥ A= 482 ¥ & #y /% 43k, by Cheng
Mengxing, 37

“Ti Meipan suoji Guangling changhe lu hou” # #5 )¢ BT 4% (% P 48 2 5% ) 7%, by Min Hua, 37-38

“Jiang Baishi shici quanji kecheng ji xiao Baishi ti luozhi” (£ @ z#FAE L) 2R 928 &8
%2, by Quan Zuwang, 38

“Nangi heke Jiang Baishi shici cheng fuyi zhizhi” @37 &% (£ & & 3+ ) ML 3/, by Min
Hua, 38-40

“De Fujun Yaolin shu jida si shou” #34% % # 4k & % w9 4, by Wang Dong, 64-65

“Duanyan ge” B 89X, by Fu Zeng, 63-64

“Xiehuai” % I, by Fu Zeng, 64

“Ti Fu Yaolin Zhuli kanshu tu” #2 5§ £ #k 47 2.4 £ B, by Li E, 66

“Ci Dongbi yun song Fanxie” /& R # i% $£ #f, by Fu Zeng, 66

“Baoba hou xijian Pinghu Zhangda Jinfu” 28 € 4% 5% & -F- # 7k K 4~ 7%, by Yao Peigian, 68



Chinese Terms

Anxiang H 4

Bai Juyi &1 /& % (772-846)

Bai Qianshen & # 1%

Baichuan & )Il, see Tang Hongxue
Baishi & &, see Jiang Kui

“Baishi cibu” & & 9 ##

Baishi cichao & % 3%

Baishi ciji &1 % % 4%

Baishi daoren gequ & & 38 Ak h
Ban Gu % & (32-92)

“Banben Kao” & & #

Banshan b

Bao Tingbo 3£ 1 (1728-1814)
Bao Yiyun #f5 £ (1708-1778)
Baoying % /&

Bingzhou #f ]

boxue hongci 1§ % #4

Cangchun # 4, see Liu Bingzhong
Cao Bingzeng & %% (1660-1733)
Cao Datie & X 4 (1916-2009)

Cao Ding ¥ #, see Cao Datie

Cao Yuanzhong & 7T % (1865-1923)
Cao Zu § #A (jinshi degree 1121)
Caochuang ¥ %, see Zhou Mi
Caotang shiyu % 3

Caotang shiyu bieji ¥ & 3 # 5 &
ceshang 11 74

chanling #% 4~

Changlan & %

Changgu & %-, see Li He

Changli & %, see Han Yu

Changshu # #

Changtingyuan F 5 %

Changzhou # M

Chaonan £ #, see Cao Bingzeng
Chen Fangke B 77 1% (1891-1966)
Chen Feishi IR FE % (1884-1959)
Chen Li &% (1810-1882)

Chen Tingzhuo IR 3 %2 (1853-1892)
Chen Weisong IR #£ 4% (1625-1682)
Chen Yuanlong B 7L # (1652-1736)
Chen Yunping I & -F

Chen Zengshou B % # (1878-1949)

Chen Zhang ¥ (1696-1757)

Chen Zhensun FR 3k % (active 1211-1249)

Chen Zhuan F4% (1686-1758)
Cheng Lai-chun 7k & A

Cheng Mengxing 42 %+ 2 (1678-1747)
Chenghuai lu 78 17 5%

Chengzhai 7% 7, see Yang Wanli
Chongyang % I

Chuci jiezhu ¥ & f iz

Chunfeng lu & &

Chunfu ji & & %

Chunxi # B (1174-1189)
Chunxiang # 7, see Yao Peigian
ci #

Cilin wanxuan % # 3%

Cilii 3 1

cipai %) i

cipu 7 3%

Ciyuan R

Cizong 3 43

Cui Zhixiong £ 2 # (1897-1981)

Dade K #% (1297-1307)

Daguan X ]

Dasong Xuanhe yishi X ‘R E #» i &
Dai Han . # (jinshi degree 1723)
Dai Mingshi #, % # (1653-1713)
Danghu & #1, see Pinghu
Danhuangliv 3 3% 41

Danlii 7% J&, see Wang Dong

Daoguang i &, Emperor (Qing, r. 1820-1850)

Deng Tingzhen ¢ £ 48 (1775-1846)
Dianjiangchun %5 % /5

Dianya ci 73

Dong Qichang ¥ 4 & (1555-1636)
Dong Yuan ¥ /& (c. 934-c. 962)
Dongfu % X, see Xiao Dezao
Dongpo &3, see Su Shi

Dongye R %, see Meng Jiao

douxiu 3+ 13

Du Fu & # (712-770)

Du Mu 24 (803-852)

Du Wenlan A 3C % (1815-1881)
Du Zhao #2 (1666-1736)

Dushu tang xizheng suibi 3% & & ¥ JE[E 4



Eyunshe 18 & #-

Faqu Xianxianyin 7% 1 BRth &
Fan Chengda &% K (1126-1193)
Fan Jingzhong & 3%

Fan Shijie 75 # &

Fan Ye j& BE (398-445)

Fanxie 22 #t, see Li E

Fang Shijie 7 4 & (1697-?)

Fang Shishu 7 + /& (1692-1751)
Fangweng 7% 1, see Lu You
Fengcheng ¥

Fengjiang shuwu #8/L & &

Fu Zeng # % (1688-1764)

Fu Zengxiang 143§ i1 (1872-1949)
Fuweng /% 47, see Huang Tingjian

Gai’an & /&, see Wu Chunhuan

Ganfeng lou &4

Gao Guanguo % #L

Gao Shiyi &2

Gaozong # =, Emperor (Song, r. 1127-1162)
ge @

gong &

gongche TR

Gongjin 2~ 7%, see Zhou Mi

Gu Guanggqi /& ¥ (1766-1835)

Gujin citong ¥ 43 #&

Guyuan & &

Guan Tong M 4> (c. 906-960)

Guangyun i #8

Guangzong £ 7, Emperor (Song, r. 1189-1194)
Guo Xiliang 57 4% &

Guo Zhongshu 3 & % (2-977)

Han Yu %4 (768-824)

Hanjiang yaji % /= 7 5

Hanjiang $%/x /TR T

Hanlao # #, see Li Bing

Hanlin # #

Hanmo quanshu ¥ 22 %

Hanyang # %

Hang Shijun At 5 (1696-1773)
Hangzhou #t

haomai % #

He Xun 17 # (480-520)

Hepu &-i#

Ho Kang-ming 17T 5k #H

Hong Zhenke # #& 5T

Houcun 7% 4, see Liu Kezhuang
Houcun shihua 4} 35 3%

Hu Qiheng # #18 (1668-1745)
Huaan 7t /&, see Huang Sheng

Huaan cixuan 1647 i%

Huacao cuibian 363 ¥ %

Huan Wen #2.:% (312-373)

huantou 4% 78

Huang Dayu % K #2 (active 1122-1139)
Huang Gongwang & 2% (1269-1354)
Huang Sheng % 7 (active 1200-1249)
Huang Tingjian 3% /& % (1045-1105)

Chinese Terms

Huang Zhijun % X % (1668-1748)
huangzhong % 4%

Huizong # &, Emperor (Song, r. 1100-1126)
Huzhou #

Jiguge & 3 M

Jia Dao % % (779-843)

Jiaging # /&, Emperor (Qing, r. 1796-1820)
Jiaxing £

Jiaxuan ##-#F, see Xin Qiji

Jiang Bingyan L& % (c. 1679-?)
Jiang Jie # 4% (jinshi degree 1278)
Jiang Kui % % (c. 1155-c. 1221)
Jiangdu T AR

Jiaozhi % Rk

jindou T =F/# <+

jindou ti W =} 82

Jinfu 4~ 7%, see Zhang Yishu
Jinliiqu & # ¢

Jinpu ¥ i, see Hang Shijun

Jing Hao #)# (c. 855-915)
Jingliuli shi % # 3% £

Jingsi #0 %, see Lou Yan

Jiuri xingan wenyan tu JU B AT A 3%
Juemiao haoci 3V 4F 39

Juemiao haoci jian #4457 £
Jueshao /4 48

Junfu & 4, see Lin Bu

Juran E 2 (c. 932-2?)

Kangxi A% B, Emperor (Qing, r. 1661-1722)
Ke Chongpu #7 % # (active 1679-1704)

Ke Yu #7/2 (1666-1736)

Kuang Zhouyi 2L F] EA (1859-1926)

kunqu £

Langxian 4, see Jia Dao

Lau Chor-wah %) # 3

Lei Huan & % (265-334)
Lenghong 441, see Jiang Bingyan
Li Bai £¢ (701-762)

Li Bing Z=#F (1085-1146)

LiE /& %% (1692-1752)

LiHe &% (790-816)

Li Penglao % # # (active 1258)
Li Shangyin 47 [% (813-858)

Li Shengduo % 2 4% (1859-1934)
Li Sixun Z %31 (651-716)

Li Yu &2 (c. 937-978)

Li Zhaodao =83 i (675-758)

Li Zhonghua % & # (1682-1755)
Li Zongwan fiy & # (1705-1759)
Liao shi shiyi & % 3 &

Lidai shiyu B F#

Lin Bu #k i (968-1028)

Linan B %4, see Hangzhou
Linping B -

Lintong B /&

Ling Tingkan % 33t (1757-1809)
ling %

Linghua guan % ¥ ##

397



398 Chinese Terms

Lingnan ji 448 %

Liu Bingzhong %] & % (1216-1274)
Liu Guo % # (1154-1206)

LiuJi #/ 4 (1311-1375)

Liu Kezhuang %/ 52, # (1187-1269)
Liu Yiqing %] & B (403-444)

Liu Yong #77k (987-1053)

Liu Yongji %] 7 # (1887-1966)
Liu Zongyuan #f & 7L (773-819)
Lixiang kaocheng J& %% 1%,

Long Yusheng #&41 Z& (1902-1966)
Longzhou #£ 3, see Liu Guo

Lou Cai # %

Lou Yan H:4% (1669-1745)

Lu Kai [% 3 (5th century)

Lu Pei %3 (1686-1752)

Lu Shiyong % B 7 (gongsheng degree 1633)

Lu Tong J& 4 (c. 795-835)

Lu You % (1125-1210)

Lu Zhonghui [ 4848 / & 454 (2-1761)
Lu Zugao & #8% (c. 1174-1224)
Luxiang # 4, see Yao Peiqian

Luyin 7 #, see Bao Tingbo

Luzhai ‘& 7, see Xu Heng

Liili yuanyuan 42 & 3 R

Liilii zhengyi # & E &

Liilii zhengyi houbian ¥ & iE & 14 %
Luo Zhenchang 7 # % (1875-1942)

Ma Duanlin % 3% B& (1254-1323)
Ma Yuan % i (1160-1225)

Ma Yueguan % B ¥ (1688-1755)
Ma Yuelu & B %% (1701-1761)
Manjianghong # T 4T

Mao Jin £5 (1599-1659)

Mao Qiling £ # (1623-1716)
Mao Yi £ & (1640-1713)

Maofeng zhenyin manlu i} % L[5 7% &
Meifu J& ¥

Meipan #J, see Wang Zao
Meiyuan HE 3

Meng Jiao # % (751-814)
Mengchuang % %, see Wu Wenying
Mi Fu & % (1051-1107)

Mi Youren & & 4= (1074-1153)
Miao Sengbao & & (1893-?)
Min Hua B 3 (1697-after 1773)
Mojie /& 3, see Wang Wei
Mushanxi %\l %

Naideweng 7t 5 %

Nalan Xingde %3 B £ /% (1655-1685)
Nan Lian yuanchi & i B it

Nan Song yuanhua lu % R 1% ¥ 5%
Nan Song zashi shi # R4 5
Nancun # #f, see Tao Zongyi
Nanjin jiwenlu v % & B 4%

Nangqi # 3T, see Lu Zhonghui
Nanshan ji ¥4 &

Ni Zan 23 (1301-1374)

Nian Gengyao 4 5 (1679-1726)

Ningbo %

Ningzong % %, Emperor (Song, r. 1194-1224)

Nishang zhongxu diyi % £ /& % —
niuxiu F 18

Ouyang Xiu BXF5 15 (1007-1072)
Ouyu #% /%, see Yan Shengsun

pipa £E

Pinghu -F#

Poyang 4 %

Pujiang i T, see Lu Zugao
Pushuting ji V& & + %

Puyi 1% (1906-1967)

Qian Qianyi £t 5 (1582-1664)
Qian Xiwu 474 &,

Qian Zeng %% % (1629-1701)

Qian Zhongshu 42 (1910-1998)
Qianli T 2, see Gu Guanggqi

Qianlong #2 %, Emperor (Qing, r. 1735-1796)

Qiantang 4% ¥
Qianyi tang # & &

Qiangcun laoren 78 #f £ A, see Zhu Zumou

Qiao Ji & & (juren degree 1723)
Qiao Lai & # (1642-1694)

Qiao Yi & 1% (1702-1788)

Qimen #F ']

Qin Gengnian % # 4 (1885-1956)
Qin Guan A# (1049-c. 1100)

qin %

Qinchuan %)l

Qinding cipu 4k T 7 3%

qingiang &1

Qinzong 4k %, Emperor (Song, r. 1126-1127)

qingkong & 7=

Qingzhen # £, see Zhou Bangyan
Qiu huai FHR

Qiuxiaoyin . F »%

Quan Zuwang £78% (1705-1755)
Qiilii  #

Ruanweng Ft 47, see Wang Shizhen

Shahe yilao xiaogao ¥ ¥ & % /) 5%
Shan'gu »l 4, see Huang Tingjian
Shanzhong baiyun ci 1 ' & & 7
shang #

Shangyin 7 [, see Li Penglao
Shaoling ¥ %, see Du Fu

Shexian #% %

Shen Jifei 7 A&

Shen Shuyong ZL#14% (1832-1873)
Shen Yanmou ¥ # 2 (1891-1971)
Shen Yifu ¥ & % (juren degree 1222)
Shen Yunzhai 7 # 7

Shen Zengzhi ¥ ¥ 4 (1850-1922)
Shen Zufen 7748 (1909-1977)
Shengmei % #, see Yu Lan
Shengyu % #2, see Wang Yisun

shi &



shi &

Shi Dazu ¥ i 48 (1163-c. 1220)
Shi Hao ¥ % (1106-1194)

Shi Zhecun 7&#- 4 (1905-2003)
Shier dongtian meihua ce -+ =iF X A5 1L M
Shilin guangji % ¥ J& 3¢

Shishuo 3t

Shishuo xinyu #3L# 7&

Shiyu tupu ¥ #7 B 3%

Shouning tang & % &

“Shu Baishi yuefu hou” & & & £/} %
Shu sanwei lou congshu & Z k- # &
Shuli &-#

Shuli jingyun ¥ 2.5 2

Shutian Z &, see Zhou Xiaoying
Shuyang # 17, see Huang Sheng
Shuying %%

Song shi jishi R # 4%

Song Xiangfeng K #1 L (1776-1860)
Songgui dushu tang # #£ 3% & &, see Yao Peigian
Songjiang # T

Songling # %

Sou Si-tai # & Ht

Su Shi #4X (1037-1101)

su &

Taihong K #, see Li E

Taiping X -F

Tang Hongxue /& 7 5

Tang Jianzhong /& & ¥ (2-1745)
Tangshi jing /& 5%

Tanlong lu 3 784k

Tao Zongyi 1 = 1% (1329-1412)
Tengxiao ji i % 4&

Tianmen X 9

Tianpu % i#, see Lu Pei
Tongxiang 47 4

Tupu B 3%, see Shiyu tupu

Wan Shu # #f (1630-1688)
Wansong #.#%, see Zhou Quan
Wang Dong £ (1710-1738)
Wang Guowei E B 4 (1877-1927)
Wang Jingqi & % #t (1672-1726)
Wang Jingyu £ % %

Wang Long £ (1669-1742)
Wang Meng £ % (c. 1308-1385)
Wang Pengyun E 1 (1849-1904)
Wang Shiqing 7E# 7 (1916-2003)
Wang Shizhen £+ 4 (1634-1711)
Wang Wan £ %2 (1624-1691)

Wang Wei £ # (699-759)

Wang Xi £ ¥ (1628-1703)

Wang Yisun E T # (c. 1230-c. 1291)
Wang Yiting £ — % (1867-1938)
Wang Yushu £ % 1&

Wang Zao E

Wang Zhaojun £ ® %A (c. 51-15 BCE)
Wei Yingwu # J&4 (737-792)
Weicang # %, see Zhou Quan

Chinese Terms

Weisheng # 4 , see Bao Yiyun

Wen Tianxiang X X # (1236-1283)
Wen Tingyun % £ 5 (812-879)
Wenhui tu shuhua hebi X 8B & & &4
Wenyuange shumu X # 14 Z B

Wu Changshi % & #8 (1844-1927)
Wu Changshou % & % (juren degree 1897)
Wu Chunhuan % % & (active 1725)
Wu Jian'gang % 3 47

Wu Shichang % & (1908-1986)
Wu Wenying % 3 (1207-1269)
Wu Zhen % 44 (1280-1354)

Wu Zimu & B 4

Waujiang % i

Wuling 1%

Wuging & #

Wausong % i

Wautang /&, see Huang Zhijun
Wutang & %

Wauxiang an 48 B, see Shi Zhecun
Wauxing zhanggulu 5 B35 ¥ 5%

Xihe % 77, see Mao Qiling

Xijingyue & T Fl

Xilu & %, see Chen Yunping

Xia Chengtao 7K 7 (1900-1986)

Xia Gui & £ (c. 1195-1224)

Xia Suntong & # R (1857-1941)
Xianzhe xuan tiekao P & 4 bk 7%
Xiang #

Xianghai xuan & i# #f

xiao #

Xiao Dezao #i i& % (jinshi degree 1151)
Xiaoshan tang > shi &, see Zhao Yiqing
Xiaoshan *# L, see Zhang Wenhu
Xiaozong % 7, Emperor (Song, r. 1162-1189)
Xie Tianrui 3 X %4

Xie Zhangting # ¥ 4£ (1820-1903)
Xiegu ¥ %, see Ma Yueguan

Xin Qiji ¥ % % (1140-1207)

Xing'an 17 &

Xiushui % 7K

Xu Angxiao # % F (c. 1680-1751)

Xu Heng ##7 (1209-1281)

Xu Li # %

Xu Wuwen 74 £ H (1931-1993)

Xu Zeng #F35 (1824-1903)

xu &

Xuzhai k& 7§, see Zhao Yifu

ya T

yabili 2 % %

Yan Shengsun # #8 # (1623-1702)
Yan Shu &%t (991-1055)
Yanermei A% SLYR

Yan'guan B ‘&

Yannan #fF #, see Jiang Bingyan
Yantong Z i@l see Chen Fangke
Yang Danian # K4 (974-1020)
Yang, Howard C. #7 % #=

Yang Shen #5 1 (1488-1559)
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Yang Wanli # # 2 (1127-1206)
Yangchun Baixue 5 A& @ &
Yangzhou man # M 1%
Yangzhou #7

Yao Peigian #k3& 3 (1693-1766)
Yaofeng 4% %, see Wang Wan
Yaolin ZE #k, see Fu Zeng
Yaozhang 5 3, see Jiang Kui

Ye Fanglin 3 2 #

Yilan tang 16 ¥ &

Yiwen »A X, see Bao Tingbo

Yongzheng % iE, Emperor (Qing, r. 1820-1850)

You Mao £ & (1125-1194)
Youlu %1 &, see Fu Zeng

YuJi 4 % (1738-1823)

Yu Lan A i (early 18th century)
Yu Pingbo #7-F 14 (1900-1990)
Yu Xin B 1z (513-581)

Yuchuan £)1l, see Lu Tong
Yujing = ¥, see Min Hua
Yushan A2 b

Yutian £ W, see Zhang Yan

Yuxi £ #, see Li Shangyin

Yuan Kewen % % 3 (1889-1931)
Yuan Shikai 3 # 31 (1859-1916)
Yuanchengshuang %, 4
Yuanliyuan B ¥ 8

Yuanshang & -

Yue AL

Yuefu buti 42745 #

Yuefu zhimi 42 7iF 45 3

Yuexiadi A F %

zaju #)

Zeng Shican % #¥J% (active 1718)
Zhai Zhangyun # &%

Zhang Hong i %

Zhang Hua &3 (232-300)

Zhang Huiyan % &% (1761-1802)
Zhang Jian 7 % (?-1203)

Zhang Jinfu 54 i%

Zhang Qijin 4%

Zhang Sike & WA} (1711-?)

Zhang Weichi & It (jinshi degree 1655)

Zhang Wenhu 7k % (1808-1885)
Zhang Wuniu % 7 4

Zhang Yan & X (1248-1320)
Zhang Yingshi 7 /& i

Zhang Yishu 7 % #& (1691-c. 1758)
Zhang Zaihua 3 %3 (1718-2)
Zhang Zao &% (2-1093)

Zhang Zaogong ¥ # % (active 1711)
Zhang Zongsu & % # (1705-1775)
Zhao Boju A 14 % (1120-1182)
Zhao Bosu 4 14 5% (1124-1182)
Zhao Gan # # (active c. 960-975)
Zhao Lingwei A 4~ A,

Zhao Wenli #4 ¥ 42 (active 1247)
Zhao Yifu i vA % (1189-1256)
Zhao Yiqing #i — % (1709-1764)
Zhao Yu #4 ¥ (1689-1747)

Zhao Yuyin # #2 % (1213-1265)
Zhao Zhixin # #13F (1662-1744)
Zhedong #7 %

Zhexi #7 %

Zhezhiling getou #a % 4~k 38
Zhezhiling # B4
Zhenzhou £ M

Zheng Wenzhuo 3 5C % (1856-1918)
Zhibuzu zhai congshu %2 7 X K &
Zhengtong 1E %t (1436-1449)
Zhishun £ )1 (1330-1333)

Zhiyuan £ 7T (1335-1340)
Zhongxing cixuan F $3 1, see Zhongxing juemiao cixuan
Zhongxing juemiao cixuan ¥ L824 77 %
Zhou Bangyan B % £ (1056-1121)
Zhou Gengyu ] Wt £k

Zhou Ji B % (1781-1839)

Zhou Mi /& % (1232-1298)

Zhou Quan ] 42

Zhou Wujue ] & 4%

Zhou Xiaoying /& /> 3&

Zhu Yizun & & (1629-1709)

Zhu Zumou %R 783 (1857-1931)
Zhucha #3£, see Zhu Yizun

Zhucha xingji shumu #3457 % % B
Zhuli kanshu tu #+ 28 Z

Zhushan #4111, see Jiang Jie

zhuan B

Zhuo Renyue ¥ A A

Zhuochun ci %% %)

Zou Zhimo #f %3 (1627-1670)



Index

Anthology of Sixty Lyricists (Mao Jin), 14
Anthology of Yangzhou Poems in “Question” and “Answer” Format,
37

Bai Juyi &1 /& %, 81

Baijia ci & % %] (Wu Ne), 2 table 1

“Baishi cibu” & & % 4# (“Supplementary List”; Zhu Yizun), 2 table
1, 15, 40

Baishi cichao & % #4¥ (Wu Huanchun; Jiaxing edition), 2 table 1,
12-13, 14, 40

Baishi ciji & % 7 % (Chen Zhuan; Yangzhou edition): and Jiang
Bingyan’s manuscript, 72-73; and Jiaxing edition, 13; and Zhu
Yizun, 14, 40; and Zhu Zumou edition, 72; compared to other
editions, 59; Li E’s marginal comments in, 18, 21; publication
details, 2 table 1

Baishi daoren gequ & % i AFK # . See Songs of the Whitestone
Daoist

Baishi daoren gequ & % i A3 (Jiang Kui; 1202), 2 table 1, 42,
45, 50, 52, 55, 57

Baishi daoren gequ &1 %

Baishi daoren gequ &1 %
table 1

Baishi daoren gequ & % i A3 # (Lu edition; 1743): and revival
of interest in Jiang Kui, 8; as a collective effort, 23, 24, 26,
68; as a response to Manchu policies, 38; compared with
1749 Zhang edition, 59-60, 69; Pale Yellow Willows and
Discontentment at the Long Pavilion, 44 fig. 9; publication
details, 2 table 1; sources and manuscripts used for, 9, 18-20,
59

Baishi daoren gequ @ % i A9k ¥ (Zhang Yishu; 1749): as a
collective effort, 26, 67-68; Bao Tingbo’s annotations on, 9,
21; compared with Lu edition, 59-60; Huang Zhijun’s role in,
67-68, 80; publication details, 2 table 1; role in canonizing

Ak (LiE), 2 table 1

"
i Ak # (Li E, Min Hua, Wang Zao), 2

Southern Song ci, 19, 20; role of Fu Zeng and Wang Dong in,
8,61-63

Baishi daoren gequ @ % i A% (Zhu Zumou; 1913), 9, 19,
69-73,74

Baishi shici heji & % 37 4% (Jiang Qiulii), 2 table 1

Baishi xiansheng ciji & & % % %] 4 (Zhu Yizun), 2 table 1

Ban Gu #2£ ] (Mengjian & %), 14

“Banben Kao” #% &% (“A Critical Examination of the Editions”;
Xia Chengtao), 12

Bao Tingbo #. 3£ 1%, 9,21, 59, 80n32

Bao Yiyun #&f7 E (Weisheng # 4 ), 71, 73

Book of Songs, 34, 65

Book of the Later Han Dynasty, 38

Cao Bingzeng & % & (Chaonan £ #), 16

Cao Yuanzhong & 7T %, 76

Cao Zu & #4, 15

Caotang shiyu ¥ & 3 # (Lyric Songs of the Thatched Cottage), 1,
78

chach dances, 51

Chan Buddhism, 18, 80-81

Changtingyuan % ¥ & (Discontentment at the Long Pavilion): and
Zhu Zumou’s Jinliiqu, 74-75; date of composition, 55; images
of, 44 fig. 9, 45 fig. 10, 49 fig. 12; musical structure, 42, 47-49,
51, 57 table 2

Changzhou % /1 Poetry School, 6, 41, 80

chanling #2 4> suites, 52, 56

Chen Fangke IR 7 14 (Yantong 2 i8), 69, 71

Chen Feishi IR EE %, 6

ChenLifRi¥,6

Chen Shuliang '2 & &, 69, 71

Chen Tingzhuo B3 4%, 5, 6

Chen Weisong Bk 4 %, 40

Chen Yuanlong R L#E, 67

Chen Yunping IR Z -F (Xilu % ), 18

Chen Zengshou IR % #, 76

Chen Zhang B3, 25, 26, 27, 28

Chen Zhensun B #& 7, 11n7

Chen Zhuan B #%, 13, 40

Cheng Mengxing 232 24,25 fig. 5, 26, 28, 31, 37,79

Chenghuai lu 1% 4%, 18

Chuci jiezhu 3 % & £ (Songs of the South, Abridged Annotations;
Yao Peigian), 68

Chunfu ji % % % (Spring Duck Poetry Collection; Fu Zeng), 82

ci #): and notion of refinement, 78; and Qing literary inquisition,
79; canon of, 10, 15, 40-41; compared to Chan Buddhism,
18, 80-81; compared to painting, 7-8, 17, 67, 80, 81; musical
settings, 8, 12, 42-58; Northern Song vs. Southern Song, 1, 11;
subgenre ling, 11, 51. See also Songs of the Whitestone Daoist;
Southern Song dynasty ci

Cilin wanxuan %) # # 1% (Yang Shen), 1

Cilii % #% (Wan Shu), 45, 48-49

cipai 3 % melodies: and vernacular zhuan tunes, 55, 56; col-
lections of, 8; Dianjiangchun, 11, 13, 14; Faqu Xianxianyin,
56-57; in the Shiyu tupu, 45; Jinliiqu, 73; Jueshao, 72; loss of,
78; Manjianghong, 12, 13, 15; Qiuxiaoyin, 11; Yanermei, 6.
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See also Changtingyuan & #% (Discontentment at the Long
Pavilion); Danhuangliu 3 5% #1 (Pale Yellow Willows)
Ciyuan R (Origin of Lyric Songs; Zhang Yan), 5, 51
Cizong % 4% (Zhu Yizun), 1, 2 table 1, 11
Cleveland Museum of Art, 24

Dai Han #. %7, 80

Dai Mingshi #& % #, 79

Dasong Xuanhe yishi X R 5 #»i& ¥ (Surviving Anecdotes from the
Xuanhe Era of the Greater Song), 7

Danhuangliu 3 5% ¢ (Pale Yellow Willows): images of, 44 fig. 9, 45
fig. 10, 46 fig. 11; musical structure, 42-44, 45-47, 48, 51, 55,
57 table 2

Deng Tingzhen 3 344, 6

Depictions of a Literary Gathering (Wenhui tu shuhua hebi X &8
TELE) 27

Dianya ci - 7£37 (Refined Song Lyrics), 15-16

Discontentment at the Long Pavilion. See Changtingyuan 5 %%
(Discontentment at the Long Pavilion)

Dong Qichang & # &, 7-8, 80-81

Dong Yuan % /&, 81

Du Fu # # (Shaoling ¥ %), 5, 7, 31n26, 81, 82

Du Mu #:4%, 34, 35-36

Du Wenlan A Ci#, 50

Du Zhao #33, 16, 20, 60-61

Dushu tang xizheng suibi 3% & & % 42§ 4 (Jottings on a Journey to
the West by Dushu tang), 79

Fan Chengda & 5 X, 6

Fan Shijie 7&# %, 80

Fan Ye j&.BE, 7

Fang Shijie 7 - &, 25 fig. 5, 26, 28

Fang Shishu 7 & /%, 24, 25 figs. 4-5, 28, 29 fig. 7

Finnane, Antonia, 26

Five Dynasties, 41, 56, 81

Fu Zeng 45 % (Yaolin Z #k, Youlu %0 &), 8, 19, 23, 25, 61-67, 69,
82

Fu Zengxiang /43¢ 1, 21n23

Gao Guanguo % #LH, 18

Gao Shiyi & # %, 20

Gaozong # =, Emperor, 10. See also Song dynasty
Guan Tong ] &, 81

Guangyun % #%, 44n8

Guangzong £ %, Emperor, 10. See also Song dynasty
Guo Xiliang ¥} 4% %, 44n8

Guo Zhongshu 3 % #&, 81

Han Yu $ & (Changli & %), 28, 33, 81, 82

Hanjiang ## /T Poetry Club, 20, 24, 27, 40

Hang Shijun ## 8 (Jinpu ¥ i), 8, 27-33, 37

Hangzhou #/1, 23

Hanlin ## 4% Imperial Scholarly Academy, 14, 67

Hanmo quanshu % 22 %15

He Xun 17 #, 2n6

Ho Wai-kam 1T & %, 26

Hong Zhenke # 3 37, 25 fig. 5, 26

Houcun shihua #4133, 15

Hu Qiheng #A #A 18 and Hang Shijun, 28, 29-30; and Ninth-Day
Literary Gathering, 24, 25 fig. 4, 26; death sentence, 79; poetry,
29-30, 37; son-in-law of, 32n29

Huaan cixuan /&%) % (Huang Sheng): and subsequent editions,
12; publication details, 2 table 1; selection of works by Jiang
Kui, 11, 13, 17, 18, 19; selection of works by Xin Qiji, 18

Huacao cuibian %344 (Flowers and Grasses, Selected
Highlights), 7

Huang, Martin, 26

Huang Dayu % K #2, 15

Huang Gongwang % 2%, 81

Huang Sheng 3% 5 (Shuyang #2 ¥5), 11, 14, 44. See also Huauan
cixuan (Huang Sheng)

Huang Tingjian % /£ % (Fuweng /& 47, Shan'gu \b %), 14, 40, 82

Huang Zhijun % X % (Wutang /&%), 62, 67-68, 80

Huhanye *¥ $£ 4%, 3n7

Huizong # %, Emperor, 5, 6, 7. See also Song dynasty

Jia Dao ¥ % (Langxian H4b), 82

Jiang Bingyan i~ ta K (Lenghong /%1 Yannan #F 1), 9, 61, 69,
70-71,72

Jiang Jie # #% (Zhushan 414), 18

Jiang Kui £ % (Baishi & %, Yaozhang % %): as embodiment
of ya (refinement), 78; biographical details, 34-36; father-
in-law of, 34, 65; historical backdrop, 10; major editions of
lyric songs by, 2 table 1, 9; on the “implicit” style, 81; “pure
intangibility” style, 18. See also Songs of the Whitestone Daoist

Jiguge # % ) recension (Mao Jin), 2 table 1, 12, 13, 17

Jin dynasty, 10, 34, 35, 82

jindou ti 1 =} 32 form, 42, 54-58

Jing Hao ] #, 81

Jiuri xingan wenyan tu JU B 47 /& X 3% B (Ninth-Day Literary
Gathering at the Garden of Temporary Retreat), 24-27

Juemiao haoci #3%F %7 (Surpassingly Fine Lyric Songs; Zhou Mi):
and canon of ci, 41; and jindou ti form, 56, 57; Mao Yi’s copy
of, 57, 58 fig. 19; publication details, 2 table 1; selection of
works by Jiang Kui, 18; Zhu Yizun on, 78

Juemiao haoci jian #3473 % (An Annotated Edition of
Surpassingly Fine Lyric Songs), 78-79

Juran E %, 81

Kangxi /& B, Emperor, 14, 32, 67, 79. See also Qing dynasty
Ke Chongpu #7 4% #£, 2 table 1, 8, 12-14

Ke Yu #T42, 12-13, 14, 15, 57

Kuang Zhouyi 7 F] EA, 80

Lei Huan & #, 38n51

Li Bai £ ¥, 81, 82

Li Bing 2 #F (Hanlao % %), 72

Li E /& 7% (Fanxie #:#f): and Fu Zeng, 65-67; and Hangzhou MS,
20-21; and musical structure of Pale Yellow Willows, 55; and
Nan Song zashi shi, 65; and Ninth-Day Literary Gathering, 24,
25, 26; and revival of interest in Jiang Kui’s works, 5, 7, 8, 10,
16, 17, 18, 27; and Shanghai MS, 21-23; and Tao MS, 61, 71;
and the Lu edition, 20, 40; and Zhang Yishu edition, 62, 67,
68; definition of refinement, 78; Min Hua’s poem for, 32-33

Li He Z= & (Changgu & %), 82

Li Penglao %= % # (Shangyin 7 [%), 18, 58

Li Shangyin 2 # [&, 33

Li Shengduo 2= £ 4%, 13

Li Sixun %% 31, 81

Li Yu 2, 40

Li Zhaodao =314, 81

Li Zhonghua = & ¥, 82



Li Zongwan i % #, 63

Liao shi shiyi i& ¥ 3 & (Supplement to the Liao Dynasty Official
History), 78

Lidai shiyu JEX 35 #% (Ci Poetry of Former Dynasties), 49-50, 79

Lin Bu #k3i# (Junfu Z4£), 13, 15

Lin Shuen-fu, 1, 73

Ling Tingkan 7% 3£ 3, 17-18

Liu Bingzhong %] & % (Cangchun # %), 78

Liu Guo %] # (Longzhou &), 18

Liu Ji %] 4, 45

Liu Kezhuang #| 52 # (Houcun # #), 17

Liu Yong #77k, 70

Liu Yongji 1K, 6

Liu Zongyuan #7 % 7T, 33

Lixiang kaocheng J& %-# & (Calendrical and Astronomic
Hypotheses and Proof), 79

Long Yusheng &4 £, 59, 60

Lou Cai # %, 57

Lou Yan #4 (Jingsi #C%:): and revival of interest in Jiang Kui, 23;
and Tao MS, 19, 20, 60, 61, 69; narrow social circle, 67; poem
composed with Zhou Wansong, 72

Lu Kai 31, 7

Lu Pei 3% (Tianpu & #), 62, 67

Lu Shiyong [ & 4%, 81

Lu Tong & 4> (Yuchuan E)1), 82

Lu You [% 7 (Fangweng 7 #), 18, 82

Lu Zhonghui 448 / 148 #% (Nangi % 97): and Hang Shijun,
28; depiction in Ninth-Day Literary Gathering, 25 fig. 5, 26;
preface to edition, 19; role in the 1743 edition of Jiang Kui’s
works, 8, 23, 24, 38, 39, 40. See also Baishi daoren gequ & &
B AFk (Lu edition; 1743)

Lu Zugao /& #2% (Pujiang i ix), 18

Liilii Zhengyi # & iE 5% (Orthodox Understanding of Pitch
Standards), 79

Liilii zhengyi houbian ## & it & # % (Orthodox Understanding of
Pitch Standards), 67, 79, 80

Luo Zhenchang 7 # i , 20

Ma Duanlin & 3% B8, 11, 14, 19

Ma Yuan %1%, 81

Ma Yueguan % B 3 (Xiegu "# 4): and Hang Shijun, 28; and
the Lu edition, 8, 9, 20, 40, 59; biographical details, 23, 24;
depicted in Ninth-Day Literary Gathering, 25 fig. 5; poetry, 30
fig. 8, 31; private library, 21, 26; request for performance of
Guyuan, 26

Ma Yuelu % B #%: and the Lu edition, 8, 9, 20, 40, 59; biographical
details, 23, 24; depicted in Ninth-Day Literary Gathering, 25
fig. 5, 26; private library, 21

manuscripts: Hangzhou MS, 20-21, 40; Peking MS, 21, 40; PKU
MS, 13-14, 40. See also Shanghai MS; Tao MS

Mao Jin £%, 12, 14

Mao Qiling £ #, 33

Mao Yi £ /&, 57

Maofeng zhenyin manlu % i [% % 5% (Daoist Hermit of the Mao
Peak), 51

Meiyuan #3%, 15

Meng Jiao % % (Dongye R %), 82

Mi Fu & 7, 81

Mi Youren % % 1=, 81

Miao Sengbao #1§ 4%, 20

Index 411

Min Hua M # (Yujing £ JF): and Hang Shijun, 28, 32-33; and
Ninth-Day Literary Gathering, 24-25; and revival of interest
in Jiang Kui, 8; and Shanghai MS, 21, 23; misunderstanding of
musical structure, 55; poetry, 37-40

Ming dynasty: anthologies of lyric song, 1, 7, 41, 57; civil service
examinations during, 33; fall of, 10; loyalists of, 38; Zhu
Yizun’s ancestors during, 77

Mote, Frederick W., 26, 27

Naideweng ™ #F 4, 55

Nalan Xingde #3 B 14 i%, 40

Nan Song yuanhua lu % R % 3% &% (A Record of Works by the
Southern Song Dynasty Painting Academy), 78

Nan Song zashi shi % ‘R 43 3F (A Southern Song Poetic
Miscellany), 65, 79

Nanjin jiwenlu v %5 & M #% (A Record of Southern Ashes), 7

Nanshan ji % 1 5 (Collected Works of the Southern Mountain), 79

National Palace Museum, Taipei, 53 fig. 16

New Essays on Lyric Songs (Wu Shichang), 5

Ni Zan #23%, 81

Nian Gengyao £ £ 2 30,32n29, 79

Ningzong % %, Emperor, 10. See also Song dynasty

Ninth-Day Literary Gathering at the Garden of Temporary Retreat
(Jiuri xingan wenyan tu 7L B AT & L 3% B)), 24-27

Northern Song dynasty: demise, 6-7, 65; lyric songs, 1, 11, 36, 40,
41. See also Song dynasty; Southern Song dynasty

Official History of the Jin Dynasty, 38n51
opera, 67

Ouyang Xiu BX % 15, 40n61

Owen, Stephen, 34n35

painting, 7-8, 17, 67, 80, 81

Pale Yellow Willows. See Danhuangliu % 5% 47 (Pale Yellow
Willows)

Peking Library, 21, 53 fig. 16, 71

Peking University Library, 8, 13

Pian, Rulan Chao, 51n26, 52

Picken, Laurence E., 51n26

“Postscript,” 14-15, 40

Pushuting ji ¥ % F 4& (Zhu Yizun), 14, 15

Puyi # {%, Emperor, 73. See also Qing dynasty

Qian Qianyi %3 3., 57

Qian Xiwu 4% &, 42

Qian Zeng #1757

Qian Zhongshu 442 %, 81

Qianlong #2 1%, Emperor, 8, 27-28, 37, 67, 68, 80. See also Qing
dynasty

Qiao Ji &%, 32

Qiao Lai & 3%, 32

Qiao Yi & 1%, 32

Qin Gengnian % ¥ 4, 21n23

Qin Guan %, 40, 70

Qinding cipu 4k 2 7 3% (Imperial Register of Lyric Song), 47, 49, 79

Qing dynasty: and Han Chinese literati, 8, 11, 26-33, 37-38, 65,
77-80; ascension of, 10; demise, 73, 77, 80; “erudite literatus”
examinations, 11, 14, 26, 32-33, 63; literary inquisition, 8,
79-80; revitalization of lyric songs during, 19; standard script
of, 21

Qinzong 4k %, Emperor, 5, 7. See also Song dynasty
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Qiu huai # W& (Emotions of Autumn), 28

Quan Zuwang 272 % : and Hang Shijun, 28; and Ninth-Day
Literary Gathering, 24, 25, 29; and Zhexi Poetry School, 7;
interest in Ming dynasty loyalists, 38; on Fu Zeng’s poetry, 65;
on Jiang Kui’s importance, 82-83; on Li E’s change of mind on
career, 66

Qiilii ¥ 7%, 51n24

Round amongst the All-round Circle (Yuanliyuan 18] £ &), 52-55

Shanghai Library, 8, 14, 62

Shanghai MS: and the Lu edition, 40; description, 21-23; margina-
lia, 24, 26; musical notation in, 42, 50, 52; stanzaic division in,
44-45, 48, 56. See also manuscripts; Tao MS

Shanzhong baiyun ci 1 7 & & %3 (White Cloud Ci from amidst the
Mountains; Zhang Yan), 41, 78

Shen Yanmou ¥ #% 2, 20

Shen Yifu ¥ & %, 55-56

Shen Yunzhai 7% 7§, 9, 71-72

Shen Zufen #AL%E, 6

Shi Dazu ¥ i 44, 18, 40

Shi Hao % #, 51

Shi Zecun 76 % 74, 21

Shier dongtian meihua ce + =R X A§3E M (Plum Blossom of
Twelve Worlds), 75-76

Shilin guangji ¥ #k Ft 3¢ (Extensive Records of Various Things), 50,
51n24, 52, 53 ﬁgs. 16-17, 55

Shishuo #F 3L (Discourse on Poetry; Jiang Kui), 81

Shiyu tupu 5 #+ B % (Xie Tianrui), 45

“Shu Baishi yuefu hou” & & & 44 )it #% (“Postscript”; Zhu Yizun),

14-15, 40
Shuli jingyun $324% 22 (Finer Definitions in Higher Mathematics),
79

Six Dynasties, 81

Song dynasty: civil service examinations during, 33; Jin encroach-
ment on, 10, 34, 35; painting, 81; the practice of ¢i during, 42,
43n6. See also Northern Song dynasty; Southern Song dynasty

Song liushijia ci K 7~ %% (Mao Jin), 2 table 1, 12, 13, 17

Song shi jishi ‘R #F 42 (Background Compendium of Song Dynasty
Poems), 78

Song Xiangfeng R, 6

Songs of the Whitestone Daoist: Anxiang (Secret Fragrance), 2-8;
critical reception and analysis, 4-8, 12, 40-41; Danhuang
liu (Pale Yellow Willows), 42—44, 45-47, 48, 51, 55, 57 table
2; Faqu Xianxianyin (Music Presented to a Celestial Being),
56-57, 58 fig. 19; Guyuan (Ancient Complaint), 26, 36-37;
Jueshao (A Shao in the Jue Mode), 42, 50, 51, 55, 57 table 2;
ling pieces, 11; major editions, 2 table 1; Meifu (Winsome
Eyebrows), 56, 57 table 2, 58; Mushanxi, 14, 15; musical
notation, 26, 37, 42, 50-52; musical settings, 11, 12, 27, 39-40,
42-58; Nishang zhongxu diyi (Rainbow-Skirt: Middle Prelude,
First Section), 42, 50, 52, 55, 57 table 2; plum blossom motif,
76; Shuying (Dappled Shadows), 2-8; Yangzhouman (“Man”
Poem of Yangzhou), 34-35, 37, 65; Yuexiadi (Flute under the
Moon), 56, 57 table 2, 58. See also Changtingyuan + + /&
(Discontentment at the Long Pavilion); Danhuangliu 3 3% #p
(Pale Yellow Willows)

Southern Song dynasty, 6-7, 10, 55, 56. See also Northern Song
dynasty; Song dynasty

Southern Song dynasty ci: adjudged superiority, 1, 41, 81; appeal
for Qing dynasty literati, 23, 65, 67; Jiang Kui as supreme

exemplar of, 36; musical form, 52, 55, 56; themes and tech-
niques, 10-11, 73. See also ci 37

Su Shi # #X (Dongpo £3k), 36, 38, 40, 66, 82

Sui dynasty, 35

“Supplementary List” (“Baishi cibu”; Zhi Yizun), 2 table 1, 15, 40

Surpassingly Fine Lyric Songs (Zhou Mi). See Juemiao haoci
(Surpassingly Fine Lyric Songs)

Tang dynasty, 11, 33, 35-36, 40, 41, 56, 81

Tang Jianzhong /& # ¥, 24, 25 fig. 4, 26, 28, 79

Tangshi jing /& 35 4% (Mirror of Tang Dynasty Poetry; Lu Shiyong),
81

Tanlong lu % #E5% (A Record of Discussing Dragons), 82

Tao MS: and ci canon, 40; and Fu Zeng, 61, 67, 69-70, 71; and
Jiang Bingyan, 69, 72; and Li E, 61, 71; and Min Hua, 24; and
Shanghai MS, 21; and the Lu edition, 18-20, 25, 59, 60-61;
and Wang Zao, 26; and Zhang Yishu, 61-62, 67; as copy of
1202 edition, 45; musical notation in, 42; rediscovery of, 18,
37, 39. See also manuscripts

Tao Zongyi ) 7 4% (Nancun & f), 16, 18, 19, 38, 42

Tengxiao ji M5 % %& (A Record of Being a Figure of Fun; Zhu Yizun),
14,77

Tupu B 3%, 45

Veritable Records of the Qing Dynasty, 28

Wan Shu # #1, 44-49, 55

Wang Dong £ (Danlii 7% &), 8, 61-65, 67

Wang Guowei £ B 4, 4-5, 7, 81

Wang Jingqi £ % #, 79

Wang Long £ %, 63

Wang Meng £ %, 81

Wang Pengyun E 51, 59, 80

Wang Shiging £, 21n23

Wang Shizhen £ %4 (Ruanweng Ft47), 79, 81-82

Wang Wan £ %2, 33

Wang Wei £ 4 (Mojie /& 3%), 81

Wang Xi £ B, 62

Wang Yisun E 7 7% (Shengyu % $2), 18, 58, 78

Wang Yiting £ —+, 75, 76

Wang Yushu £ %48, 25 fig. 5, 26

Wang Zao £ # (Meipan #% 7% ): and Hang Shijun, 28; and revival
of interest in Jiang Kui, 8; and Shanghai MS, 23; compilation
of Anthology of Yangzhou Poems, 37-38; depicted in Ninth-
Day Literary Gathering, 24, 25 fig. 5, 26; misunderstanding of
musical structure, 55

Wang Zengxiang £ ¥ #f, 21, 26

Wang Zhaojun £ 8 %, 3n7,7

Wei dynasty, 82

Wei Yingwu % fE47, 81

Wen Tianxiang X X #, 78

Wen Tingyun % £ %, 40

Wenhui tu shuhua hebi X & B & & &% (Depictions of a Literary
Gathering), 27

Western Han dynasty, 3n7, 34n35

Willing to Become a Pair (Yuanchengshuang B %), 52, 53 fig. 16,
54-55

Wu Changshi % & #8, 75, 76

Wu Changshou % & %, 19, 59, 60

Wu Chunhuan % % i# (Gai'an & /&), 12, 13, 40

Wu Shichang % &, 5,7



Wu Wenying % X 3% (Mengchuang % %), 18, 40
Wu Zhen # 44, 81

Wu Zimu % B 4%, 55

Wauxing zhanggulu % FL5 # 5%, 15

Xia Chengtao B AR #:and Peking MS, 21n23; on Hangzhou MS,
20; on Pale Yellow Willows, 43, 48; on works adjudged to be
misattributed to Jiang Kui, 12, 16; preference for Zhang over
Lu edition, 59, 60; reliance on 1913 Zhu edition, 9, 69, 71

Xia Gui £ %, 81

Xia Suntong & # 1, 76

Xiao Dezao # i3 (Dongfu R X), 34, 65, 82

Xiaozong % 7, Emperor, 10. See also Song dynasty

Xie Tianrui # X %%, 45

Xie Zhangting # 3¢ 4%, 27

Xin Qiji ¥ % % (Jiaxuan #2$f), 17, 36, 38, 40

Xiongnu 4 4%, 3n7

Xu Angxiao #F 5 F, 5

Xu Heng ## (Luzhai & %), 78

Xu Zeng 3, 59-60

Yan Shengsun #% 48 7%, 33

Yan Shu % %k, 40n61

Yang Danian #7 X 4, 82

Yang, Howard C. #7 % #=, 21

Yang Shen #7, 1

Yang Wanli #5 % 2 (Chengzhai 3% 7), 38, 82

Yang Yinliu # % #|, 37, 51n26

Yangchun baixue % % & & (Zhao Wenli), 18

Yangzhou # M, 23, 35-36, 66, 69

Yangzhou # M Poetry Club: and Depictions of a Literary
Gathering, 27; and Ninth-Day Literary Gathering, 24; and
Qing literary inquisition, 79; and the Lu edition, 23; members,
8; misunderstanding of musical structure, 42, 58; motivations
for interest in Jiang Kui, 37, 38, 77

Yao Peiqian #t3% 3t (Luxiang % %), 62, 68

Ye Fanglin 3 5 #k, 24, 25 figs. 4-5

Yin Falu % & &, 37

Yongzheng 7 iE, Emperor, 30, 67, 68, 79-80. See also Qing dynasty

You Mao £ %, 38

Yu Lan A B (Shengmei % #%), 13

Yu Pingbo #r-F14, 6

Yu Xin 13, 74n26

Yuan dynasty: anthologies of lyric song from, 78; civil service
examinations during, 33; conquest of Song dynasty, 65;
edition of Shilin guangji, 52; lyric songs, 11; painters of, 81;
production of Tao MS, 61; writings on demise of Northern
Song, 7

Yuan Kewen 3 5 X, 20

Yuan Shikai % 51, 73

Yuanchengshuang B %% (Willing to Become a Pair), 52, 53 fig. 16,
54-55

Yuanliyuan B E B (Round amongst the All-round Circle), 52-55

Yuefu buti %2 #% 4 (Supplement to the Repertoires of the Music
Bureau), 78

Yuefu zhimi 4277 35 %, 55-56

Zeng Shican ¥ B ¥, 13

Zhai Zhangyun % #& %, 27 fig. 6
Zhang Hua 7& 3, 38n51

Zhang Huiyan % & 3, 5-6
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Zhang Jian % %, 33

Zhang Jinfu 3&47%, 17

Zhang Qijin & %48, 18

Zhang Sike % w9 F}, 25, 28

Zhang Weichi & M, 14

Zhang Wenhu 7 X % (Xiaoshan *# h), 19-20, 23, 59, 60

Zhang Wuniu &% 2F, 55

Zhang Yan 7k X (Yutian % #): and revival of interest in Jiang Kui,
5, 36; compilation of Southern Song ci, 41, 78; lyric songs by,
16, 49, 51, 59

Zhang Yishu 7% &£ 48, 19, 60, 61-62, 67-68. See also Baishi daoren
gequ & & i AFK ¥ (Zhang Yishu; 1749)

Zhang Zaihua EARE 14

Zhang Zao 7%, 81

Zhang Zaogong ¥ % 7, 65

Zhang Zongsu 7k % #, 8, 14

Zhao Boju #4174 54, 81

Zhao Bosu #4 17 5#, 81

Zhao Gan # ¥, 81

Zhao Wenli #4 ] 4%, 18

Zhao Yifu # VA £ (Xuzhai & 7), 18

Zhao Yiqing # — ¥, 64, 66

Zhao Yu # %, 65

Zhao Zhixin # #1%, 82

Zhedong # & School of Historiography, 7

Zhejiang University Library, 20, 26

Zheng Wenzhuo Bk 6,19, 80

Zhexi # % Poetry School: and critical analysis of Jiang Kui’s
oeuvre, 5; and Ninth-Day Literary Gathering, 24; and revival
of interest in Jiang Kui, 6, 16, 17; and the Lu edition, 20, 40;
and Zhedong School of Historiography, 7; modern scholar-
ship on, 67; use of ci to express veiled feelings, 41

Zhezhiling # .4~ (Chach Dance Ling), 51

Zhezhiling getou 45 #% 4% 38 (Chach Dance Ling Song Prelude), 51

Zhongxing juemiao cixuan T 824V 77 %, 12, 44-45. See also
Huaan cixuan (Huang Sheng)

Zhou Bangyan 7 #8 £ (Qingzhen # &), 17

Zhou Gengyu 7] ¥t £, 61-62

Zhou Ji J& i, 41

Zhou Mi B % (Gongjin 23¥), 13, 41, 49, 55, 58, 78

Zhou Quan F] 42 (Wansong W7+, Weicang # %), 16,61,72

Zhu Yizun % 5% ¥ (Zhucha 413£): and revival of interest in Jiang
Kui’s works, 5, 7, 10, 18; attainment as “erudite literatus,” 11,
14, 26, 33, 77; career as Qing official, 77; discovery of Dianya
ci, 15; editions of Jiang Kui’s lyric songs, 2 table 1, 8, 15, 40, 78;
influence on Jiaxing and Yangzhou editions, 13, 14; promo-
tion of Southern Song lyrics, 1, 10-11, 78-79; unsuccessful
search for lost Jiang Kui manuscript, 19, 29

Zhu Zumou & #2.3%: 1913 edition of Jiang Kui’s ¢i, 9, 19, 69, 71;
identification with Jiang Kui, 73-76, 80; preference for Zhang
over Lu edition, 59, 60; reaction to demise of Qing dynasty,
73,77

zhuan 8t vocal tunes, 55-56

Zhucha xingji shumu #3457 % % B, 15

Zhuochun ci %-#-7) (Carving Springtime Ci; Jiang Bingyan), 70-71

Zou Zhimo #} 7% 3%, 40n61
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