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Abstract The construction of ci poetry at the joint of Ming and Qing dynasties
was embodied not only in its composition and respective theories, but in its
pattern and rhythm. Ci experts, represented by Wan Shu, characterizes the rise
and fall of ¢i in the Ming dynasty, commented on Shiyu tupu V4% and
Xiaoyu pu W42k, and set up the norms on ¢i’s composition. Such studies were
mostly seen in the first thirty years of the Qing dynasty, which can be considered
as an important sign of the evolution of c¢i poetry.
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1 The origin of ci poetry style and a relevant summary

As far as its substance is concerned, the history of the Qing dynasty is one of
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zunti HAK (esteeming character). Zunti, in practice, is the continuation of Su
Shi’s “being unique in style” and Li Qingzhao’s “setting up a new style.” The
former aims at shortening the distance between poetry and ci on the function of
lyricism, while the latter is for making the characteristics of ¢i’s style prominent.
The two styles occasionally overlap; while completely diverge in other aspects.
On the whole, though, they created the resurgence of Qingci %A (ci poetry of
Qing dynasty) jointly. Nevertheless, considering present studies on them, the
former received far more attention than the latter.

Originally, ci poetry was a style of song. For instance, some common melodies
like Yunyaoji = V%%, Zaquzi Z%Mh T, Zungianji S %E, Jiayanji K 54
collected songs that were convenient for people to sing which, like the prevailing
Xiliang melody or Qiuci melody, were “popular among common people at the
time.” Therefore, even if they were widespread, it might be meaningless to
compose music for them. However, people composing c¢i poems in later times
were required to add music to the words in order to make it more convenient to
sing and disperse amongst society. Just as what Tangyu lin JHiEM recorded,
“Xichuan of Weigao county submitted Fengshengyue =& '%, players and
dancers to his majesty and when they reached the capital, Yu kept them in his
house in order to inspect the melody before submitting it. However, the melody
book was seen by others who then stole it and submitted it to the emperor in
advance.”” According to Qinding cipu #E 1, Vol. 199 in Siku quanshu
zongmu VY4155 H, “ci poetry originated from the Tang dynasty and thrived
in the Song dynasty, while there was no ci patterns in either dynasty. The reason
is that ci poems of that time were just like today’s popular songs whose music is
accessible and attractive to everyone, so much so that people can compose the
melody by themselves and need no music at all.”>® Just like what Zhou Ji pointed,
“There were meaningless songs in the Northern Song dynasty which aimed at
meeting the needs of melodies; but those in the Southern Song dynasty were
composed to cater to society.”* This phenomenon indicates that the function of
singing was replaced by that of “writing”, thus ci patterns were began to appear
as demonstrated in Han Hu’s Shaonianyou />4 (Traveling Youth) as, “1
would drink a cup of liquor and read music books for leisure, the two of which
will accompany me during the closing days of the year.”5 Zhang Yan has once

! Jiutanshu-yinyuezhi, Vol. 2. Tt was also described in Qingyue of Tongdian, Vol. 146 by Du
You, and Qingyue of Tanghuiyao, Vol. 33 by Wang Fu.

2 Wang Tangzhuan, Zhou Xunchu, 1987, Vol. 3, p. 313.

3 Ji lun et al., 1965, p. 1827.

* Zhou Ji, Jiecunzhai lunCi zazhu, in Yin Zhiteng, (ed.), Qingren xuanping Ciji sanzhong.

’ Tang Guizhang, 1965, Vol. 4. p. 2264 (According to Jianquanji where Quansong Ci is
collected, pu W% is replaced by yu i&, revised according to Yuding Cipu Vol. 8; Vol. 5,
p. 3503.
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written a ci poem called Yumeiren XA with the title as “Ti Chen Gongming
suo cang quce FENMA T, In the content there was a word as “Who is
skilled in teaching singing and dancing? The music at that time is retained till
now.”® There was another c¢i poem called Huncheng ji V&4 which collected
internally published versions for Xiuneisi & P @, which resembled an
encyclopedia. Ancient song books can also can be found therein.” Sometimes
these melody books, music books, and ci patterns were used when people
composed c¢i poems.® The song-writers were not required to know music any
more after ci patterns vanished. In this sense, ci patterns with certain norms were
bulked because “ci was based on music, the number of words is fixed, the length
of a sentence must cater to established ordinances, and the ping ze “¥-JX (level
tones and oblique tones) of the rhythm must accord with settled intonations,
Composing songs in accordance with music will produce the sound feng feng
which can set the rhythm so as to make the songs and the music of wind
instruments and stringed instruments harmonious.’

In the Ming dynasty, the study of c¢i poetry began to decline and the
composition withered too. Nevertheless, this period gave rise to c¢i pattern studies,
of which the most famous were Zhang Yan’s Shiyu tupu and Cheng Mingshan’s
Xiaoyu pu.

According to Zhang Yan himself, he wrote Shiyu tupu out of the fact that
“Both ci poems and melodies have their respective patterns, and people fill in
songs in accordance with the patterns. That is what is called filling songs. I write
this book to state word number, ping ze, and rhythm for people who are to fill
songs, so that fewer mistakes would be made.” The map of music can be roughly
depicted as follows: in a ¢i poem, words with ping are circled with white ink,
those with ze black. When words with ping can turn into ones with ze, we mark
them with black and white circles, with the black half making the bottom of the
circle; as to the words with ze which can turn into ping, we mark them with black
and white circles with the half white placed on the bottom.” Besides, after each
intonation, “I would add an ancient ¢i poem as an example. When there are
discrepancies, those who follow the poem’s intonation are the right ones; those
who are different from them are also recorded for future reference.”'® His music
is concise and easy for beginners to follow, so Wang Xiangjin, the last emperor
of Ming dynasty, wrote in his preface to the republished version of the book that,
“Zhang Zichuang from Nanhu wrote three volumes of Shiyu tupu with

® Ibid.

7 Zhou Mi, 1983, Vol. 10, p. 187.

8 Xionghe, 1999. pp. 1-17.

® Qindingcipu xu. In Qindingcipu, 1983.

1 Zhang Yan, Shiyu tupu: Fanli, in Xuxiu Sikuquanshu.
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illustrations set before songs, which provides well-regulated rules for rhythm and
music. Whenever one reads it, one can accord the melody and intonation, and
further elaborate words and songs. So I often admire his greatness because this
book is really a model for rhetoricians.”

In his preface to Xiaoyu pu, Cheng Mingshan stated, “Human beings were
accustomed to crying before they uttered sound, after which there appeared
melody and music. As to the Yuefu *KIF songs, ci, and music, all originated from
these melodies.”"' This proves that the work is one telling about songs changed
from sound with extensive content and great length. It was divided into 12
classes of which nearly one third were those focusing on c¢i poems with Shiyu pu
W4%i% was just one part.

There are 330 kinds of intonation and 450 kinds of style demonstrated in
Xiaoyu pu and the classifying method is very special by means of which the book

was classified into 25 # /@ (subjects). They are as follows: Gexing ti #AT/H

(subject of songs), Lingzi ti %/ (subject of the character Ling), Manzi ti 1%
T (subject of the character man), Jinzi ti T (subject of the character jin),
Fanzi ti JU7 8 (subject of the character fan), Bianzi ti 78 (subject of the
character bian), Erziti JL7# ( subject of the character er), Zizi ti T il
(subject of the character zi), Tianwen ti RK3C# (subject of chronometer), Dili ti
HFLE (subject of geography), Shiling ti B4/ (subject of season), Renwu ti
AW (subject of people), Renshi ti A4/l (subject of occurrences in human
life), Gongshi ti &%= /8 (subject of royal family), Qiyong ti #F# (subject of
utensils), Huamu ti {t/K# (subject of flowers and plants), Zhenbao ti %%
(subject of treasure), Shengse ti /{4 (subject of woman and song), Shumu 7i
HHB (subject of number), Tongyong ti WA (general subject), Eerzi ti —
B (subject of two characters), Sanzi ti — /8 (subject of three characters), Sizi
ti VU8 (subject of four characters), Wuzi ti 1.7 (subject of five
characters), Qizi ti L% (subject of seven characters). Such classifying
methods lacked clear standards, nonetheless, we have to admit that it is also
helpful to beginners for its intuitive approach Take Gexing ti for example, it
collected all that are relative to Yuefu songs like those names of ci in which
words were like songs, andante/slow songs, ballads, preludes, chants, music etc.
could be found. There are a total of 7 categories from Lingzi ti to Zizi ti, all of
which are not music definitions but are just classified into one type because they
share the same word at the end of the ¢i names. For instance, there are Rumeng
ling %4, Shengsheng man 7 1%, Haoshi jin I1=FiE, Cefan MWIE, Shaobian
W3, Moyuer $ifa)L, Daolian zi 25T, etc. As to the 12 types from Tianwen ti
to Tongyong ti, just as what a note of the former said, “Subjects of geography,
people, and seasons all get their names on the basis of the last word.” And works

"' Cheng Mingshan. Xiaoyu pu, in Xuxiu sikuquanshu: Xiaoyu pu xu, p. 123.
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like Zhehutian 5K, Huanxisha 5340, and Pusaman %75 are a case in
point. Those without obvious signs of being classified have to be named
according to the number of words in each meter, and that’s why we have Erzi ti,
Sanzi ti, Sizi ti, Wuzi ti, and Qizi ti and so on. Of them, the very famous cases are
He zhuan Wfk, Suochuanghan 3% %€, Shuangtian xiaojiao FE R, Faqu
xian xianyin MRS, and Fenghuangtai shang yi chuixiao W A& FAZWGH,
etc. Each kind of ¢i name has been marked either with xiaoling /% (song),
zhongdiao Hif (medium song), and changdiao i (long song) or dandiao
M (single song), shuangdiao *if (double song), and sandiao = (triple
song), etc. We will further discuss the disadvantages of the 25 types later in the
following paragraphs. What is important here is that until the Ming dynasty, ci
music was almost totally lost while few people were good at temperament at the
time. Nevertheless, with this kind of assorting mode, beginners could easily get
the tune they wanted only by their rough knowledge of it when they wanted to
compose some poems from it. Compared with the character-based modes or
tune-length mode, this mode has its advantages because, to beginners, the former
two modes were difficult to master.

2 The effect of Shiyu tupu and Xiaoyu pu on the ci poetry
style of the Ming and Qing dynasties

The appearance of Shiyu tupu and Xiaoyu pu should be considered as a
correction of the depression and the lacking of norms of ¢i style in Ming dynasty,
thus they were worshiped as the standard of composing ci poetry by people at the
time. Wan Shu depicted Xiaoyu pu’s status in Ming dynasty as “prevailing all
over the country and being worshiped as a sealed book which has been ranking
the first in the field of ¢i poetry during the past one hundred years”.'” The
depiction might be sound. Ci critics also regarded the book as their reference. It
wasn’t until the beginning of the Qing dynasty that this condition began to
change. In his Fenganyuhua % H#4x1f, Wang Shizhen said, “Some have once
joined Zhang Nanhu’s Shiyu tupu and Shaoyou’s Nanhu shiyu wiifini4x (Verses
of Nanhu) together. Both the poets came from Gaoyou and the present versions
of their respective books have been destroyed during the wartime, thus what I
saw is just the bound-edition."”” So I wrote down what I have known, hoping to
leave it to later generations. This indicates that he was not unfamiliar with Shiyu
tupu. As to Xiaoyu pu, there was direct record in Ruantingshiyu zixu Pt
4« HI¥, “When I was 10 years old, I began to learn how to compose ci poetry. I

12 Wan Shu, 1984, “Cilii xu”
13 Wang Shizhen, 1989, Vol. 2, p. 55.
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stopped learning when I failed to compose beautiful poems and began to live
upstairs that summer, imitating Biqiu by enjoying the leisure of summer.
However, after I happened to read Xiaoyu pu, I succeeded in composing some 30
ci poems. Besides, I got a volume of Yian’s Shuyu #E treasured up in the
study which I valued very much so that I followed its original rhymes and
composed several ¢i poems."* Wu Hongyi believed that “to live upstairs that
summer” happened in Shunzhi the 12th year after the writer passed the
metropolitan examination and went back home without being allowed to attend
the final imperial examination. Contrary to this, Jiang Yin held that it was in
Shunzhi the 9th year that the writer failed the metropolitan examination.'
Anyway, this phenomenon indicates that at least during the period of the early
years of Shunzhi emperor’s reign till many years later, Shiyu tupu and Xiaoyu pu
had been an important reference books in the field of ci poetry. Nevertheless, this
condition began to vary gradually in the last reign of the Shunzhi emperor and it
was mainly in Yangzhou where such variation first happened.

In the 17th year of Shunzhi when Wang Shizhen was appointed the examiner
of Yangzhou, he gathered a group of ci poets, which promoted the study of ci
poetry. It was recorded that Wang Shizhen “met ci poets in the evening after
finishing the official business in the daytime ” to support Sun Mo’s publishing of
Guochaomingjia shiyu EWlZ4 %K 74 (Ci Poems Composed by Famous Poets
around the Nation). This first revealed the tangible achievement of c¢i’s
composition in the early years of the Qing dynasty. In addition, Wang also
discussed ci poetry together with Zou Zhimo which led to the publishing of the
book Yisheng chuji £/ ¥]4E. This anthology consisted of 20 volumes all
together which “began from the reign of Wan Li emperor and ended in the early
years of Shunzhi’s reign, following after Shifong 74 by Zhuan Keyue and Xu
Yejun.lé What is worthy of being mentioned is that besides selecting and
commenting on ci poetry, Yisheng chuji purposefully collected many critical
works about ci poetry. For example, there were notes and comments on ci poetry
and prefaces of such people like Yu Yan, Liu Tiren, He Shang, Gu Jingfang, Mao
Xianshu, Peng Sunju, Dong Yining, Wang Xiangjin, Song Zhiyu, Song Zhibi, Xu
Shibo, Wang Dai, Zou Zhimo, and Wang Shizhen etc. and works commenting on
the rhythm of ¢i poetry by Shen Qian, Mao Xianshu, and Zou Zhimo etc. Of all
the comments, Zou Zhimo’s Yuanzhizhai cizhong it & 517 % and Wang
Shizhen’s Huacao shimeng %355 full texts were compiled. In his notes and
comments on ci poetry, Zou Zhimo pointed directly that, “Most contemporary
poets will compose ci poetry by means of consulting Zhang Nanhu’s Shiyu tupu

'Y Wang Shizhen, 1986, Appendix 3, “Xulu”, p. 147.
15 Jiang Yin, 2001. p. 20.
16 Wang Shizhen, Juyilu, Vol. 4. p. 2.



390 ZHANG Hongsheng

and Cheng Mingshan’s Xiaoyu pu.” The former was commented as “with much
secular content but not enough music” while the latter “having more errors”'’.
The publication of Yisheng chuji began from Shunzhi the 17th year and lasted in
the successive years in which Zou Zhimo finalized his Yuanzhizhai cizhong, and
this reflected his final recognition of ci poetry. Different from Zou, Wang
Shizhen would not mention the two books any more either in his Huacaoshimeng
or in relative comments collected in Yisheng chuji, which can be regarded as the
signal of the change of his idea on ci poetry after he came to Yangzhou.'® We
have touched upon the importance of Yangzhou poetry field before'; the
relationship between it and Yangxian or Western Zhejiang poetry fields was also
concerned by contemporary scholars®’. Thus we can see that the clue has been
very clear-cut which goes from the retrospection on books like Shiyu tupu and
Xiaoyu pu by Zou Zhimo and Wang Shizhen etc. till the strong critical sense of
Wan Shu and Zhu Yizun etc. on the books.

However, in the view of people in Qing dynasty, maybe it is because of the
complexity, Shiyu tupu was more welcome than Xiaoyu pu. For example, in
Yuxuan lidaishiyu fili%&]Ji1C7¥4x (Ci Poems of Each Dynasty Selected for the
Emperor), the author quoted from Gujin cihua 4-ifiE (Notes and Comments
on ci Poetry from Ancient Times till Now) that “Shiyu tupu written by Zhang
Houwen (style name of Zhang Yan) of Weiyang accords with norms of
composing ci poems, thus it’s the real model for ci poets, which is different from
Xiaoyu pu with obvious errors in style. In Quetazhi #5#5+; (A Magpie Standing
on the Branch) written by Zhang Yan, there are words as follows: “Two
swallows fly across the quiet backyard with jeweled cushions and silk curtains
the young lady looked ill after she awoke. A thread of light smoke lingered
around the mouth of the moss covered well. That’s the maid bringing in tea and
Long Xiang biscuits. The sun is setting and the bright brocade curtains have been
dropped down the beauty upstairs is leaning against the rail. No one knew her
heart. Looking at the flowers, she is shedding tears which fell in pairs. Such a

'7 Tang Guizhang, 1986. pp. 643-658. According to Qinding wenxian tongka, it also
mentioned that Xiaoyu pu *“ remarks with many groundless statements”.

'8 Researched by Wu Hongyi, Huacao shimeng was finished during the period from Shunzhi
the 17th year to Kangxi the 9th year. See his “Wang Shizhende ciji yu cilun I[II—Wang
Shizhen cilun bianxi”, in Wu Hongyi, 1990. Ordinarily, Wu did a delicate proofreading, but in
terms of Huacao shimeng being collected in Yisheng chuji, the former should be finished
earlier than Kangxi the 9th year.

!9 Zhang Hongsheng, Wang Shizhen Yangzhou cishi jigi citan diwei (unpublished). It’s a paper
for “Wang Haiyang and his literary group” proseminar held by Literature and Philosophy
Institution of Taiwan Central Academe on May, 2004

20 Yan Dizhang, 1990, Section 3 of Chapter 2 and relevant discussions.
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novel style is surely to prevail in a period.””' Maybe that’s the key reason why
critics in Qing dynasty gave more adverse comments on Xiaoyu pu.

3 The recognition and critics of people in the early Qing
dynasty as to the ci poetry style of the Ming dynasty

It is said in Yuanzhizhai cizhong that “Shiyu tupu of Zhang Nanhu’s was the
honored pioneer in creating the pattern of c¢i poetry when the latter was nearly
lost. And Yushan shixuan EL¥F%E (Yushan Anthology) recorded as:

“Zhang Nanhu had once followed Wang Xilou to travel around when he was
young, aiming to compose c¢i poems. He accorded with the established norms
strictly such as the tunes, rhythms, intonations, and meters, trying to make his
poems perfect without any flaw. In my opinion, this description was exaggerating.
I’ve read most of the ¢i poems in Nanhu’s and know that the diverse styles were
classified according to the number of the words or ping ze and rhythms. There was
still a short distance between his style and temperament. We might as well have a
look at Yuezhangji 'R#4E (A Collection of Music and Songs) by Liu Yong where
there was a similar style divided into subsections like Da shi KA1 and Xie zhi &K
}8 etc. And there was no difference in regards to ping ze between them. At first, no
contemporary critics had ever shown an opinion about these two types. Just like
what Gong Ji said, this was just Xuliu danban 15%7<#4R (a person named Xuliu
carried a long board so he could only see one side of it but not the whole).”*

This passage explained why people in Qing dynasty held different visions
from people in the Ming dynasty on books like Shiyu tupu and Xiaoyu pu, etc. It
is supposed that in the Ming people’s eyes, the appearance of these books was of
great significance since the ci poetry had long before been lost; while the study
had been elevated in the Qing dynasty where people could no longer sense the
significance. We must pay attention to this phenomenon before setting to discuss
about Qing people’s opinions and we should take the historical context into
consideration when we make judgments as to their value.

Wan Shu was one of those in Qing dynasty who concentrated on the study of
ci pattern of Ming dynasty. He did so because of the influence of the construction
of ci poetry at the joint of Ming and Qing dynasties. Let’s take a look at the
discussion in Yuanzhizhai cizhong by Zou Zhimo.

2! Shen Chenhuan et al., 1998, Vol. 120, p. 533.
22 Tang Guizhang, 1986. pp. 643—658.
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“Most contemporary poets will compose ci poetry by means of consulting
Zhang Nanhu’s Shiyu tupu and Cheng Mingshan’s Xiaoyu pu. Zhang’s work
did not have canonical ping ze so he marked them with circles of white, black,
or those of half black and half white, which led to some errors and tunes
without enough importance. Take Fendie'r ¥} )L and Xinujiao 1 for
example, they were two types originally but were mistreated as one because of
their similar number of words and the beginning sentence which, perhaps till
now, has not been settled yet. As for Xiaoyu pu, there were more errors where
many ci poems were wrongly classified into several subclasses. For instance,
Niannujiao & with Wusunian JCARSE, Baizivao V171, and Dajiangsheng
KiTHe, Hexinlang HUHEE with Jinlvgu 4:25Wh; Jinrenpenglupan 4 NFa%:
with Shangxiping 75 and so on. Some errors were those in text and
Yanchuntai #&5 vs. Yantaichun #4515, Dajiangsheng vs. Dajiangdong KNiT.
R, Oiji #5% vs. Chunji #5%, Jiving 5% vs. Shuying #is% are the cases in
point. Of the studies, some increased several extra types, some made a mistake
on the name of the ci poems, some even used wrong punctuations, and still some
added or omitted words at random, so much so that wrong titles were foisted and
false thythms were given without reason. For another example, the order of
sentences in poems like Qianniandiao T i, Liuzhou getou 7~ MKk,
Yangguanyin B15¢51, and Ditaichun 7 $3%% was in a mess. When the book was
first published, no one ever questioned its authority. What’s the reason?”

Maybe Wan Shu was stirred by these words and eventually became a
“corrector” of sorts. In his Cilii fafan WH KM (Introduction to Ci Patterns),
Wan Shu said:

“In the early Tang dynasty, there was ci poems which were the same in tune
while different in name, such as Mulanhua A&*%:1¢ and Yulouchun EHE.”
Up to the Song dynasty, people usually named a ci poem with some words in it
from the main text. For example, Hexinlang was also named Ruyanfei FLH#¢ K,
and Shuilongyin /KIEWs, Xiaoloulianyuan /NS, etc. And the same held
true to the whole book of Zhang Zongrui’s Qizexinyu %i3:HiiE. Nevertheless,
he added notes to the titles which held the same implication as the original
poems. Later generations, out of fickle affection, changed the names so
frequently that a complex and disorganized system of ci titles was formed which
was beyond recognition. Luckily, composers of c¢i poetry gathered and discussed
about the names of ci, marking the real name of them, omitting the redundant
ones, and created rules for people to follow. The author of Xiaoyu pu did not
know that many prevailing ci patterns had two or more versions, thus he
collected some works redundantly. For instance, he collected Mengjiangnan *
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{LF4 again besides Wangjiangnan 2B{1F, Yiluojin —%4: besides Dielianhua,
and Shangxiping besides Jinrenpenglupan, to name just a few. In some cases,
one song could have five different versions. As for Dajiangdong being confused
with Dajiangsheng or Yanchuntai with Yantaichun, they were the most absurd
errors which engendered two types only because of the reversal of one word. So
there were also some cases where people purposefully gave new names to
familiar old poems. For example, Daolianzi changed into Shenyuanyue iRFtH,
Busuanzi b ¥ into Baichilou ¥ R, and Shengzhazi 4 & ¥ into
Meishaonian 3¢/b4F were just a few of those beyond mention.”

It is obvious that the change happened gradually and Wan Shu weeded through
the study of his forerunners. The following is a rough introduction of his theory,
from which the recognition and critics of people in early Qing dynasty to the ci
pattern of Ming dynasty can be somewhat demonstrated.

3.1 Improper sorting

There was a high correlation between Ming people’s recognition of ¢i poetry and
taxonomy which figured not only in common poems but in ci poetry. Caotang
shiyu W FF4 has its rationality in assorting c¢i poems in accordance with their
themes so as to make convenient the recitation of the poems. Following this
method, Xiaoyu pu created its own categorization methods which have been
mentioned above with the main characteristic as being convenient to read but
lacking rigid standards. Thus the sorting method of Xiaoyu pu does not seem
precise enough from the perspective of taxonomy. Here are some other
conditions. To begin with, scholars interpreted ci poems without really
understanding them. For instance, when ci poems are assorted according to
music, there really are such styles as ling %, yin 5|, man 1% xing 1T, etc.
Nevertheless, the xing in ci names like Tasha xing ¥551T, Yujie xing AT,
Wangyuan xing ixAT refers to “walking” which cannot be assorted to music at
all. Additionally, the assortment is beyond textual research. There were “zi ¥ and
“ren N” subjects respectively in the book, but the ci names like Zuigongzi WA T
(drunken prince) and Qiniangzi -LURT (the seventh woman) are about people
rather than other types of “zi” although they end with this character. Thirdly, the
categories are disorderly. For instance, both Tongyong ti and Sanzi ti refer to those
which are hard to assort, but who can distinguish the former and the latter since
Tongyong ti also consists of three characters? For another example, Xifenfei 1/ &
(pity for parting) and Shachuanghen 2b% M (pity toward the window) depicted
one’s recalling of the past, but they were assorted to Sanzi ti instead of Renshi ti.
Besides, Liushaoging #if47 (green willow twig) and Xiaotaohong /ML (little
Taohong) of the same type were assorted to Sanzi ti and Shengse ti respectively. All
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that is mentioned above is due to the improper organization of compiling ¢i.”>
3.2 Illogic sorting of style

The composition of c¢i poems originated from giving songs to music, so there was
often such phenomenon that “many songs share one tune” because the songs
were different on length and word number when a tune was used by different
composers and different singers. It was the Ming people who first noticed this
and paid enough attention to it. This indicates that after ¢i patterns disappeared,
the composition of ¢i poems stepped into an age of lyrics with an all the more
clear sense of differentiating the various styles. This also indicates the necessity
of reforming the norms along with the disappearance of ci patterns and the
uncertain history of ci classics. Thus in Shiyu tupu, only those sharing the same
tune (but having different names), were displayed while from Xiaoyu pu, people
began to make a clear indication of different styles under one c¢i name which was
the indication that ci poetry had entered a new stage in its evolution. Nonetheless,
Shiyu tupu’s was quite comprehensive and accurate, so much so that it assembled
those under the same name but with minute difference before indicating them
with “first style”, “second style”, and “third style”, etc. Besides, on the
arrangement of ¢i poems, neither the chronological order of composers or the
number of words was taken into account. The author arranged the poems
arbitrarily as if they each entry was completely unique in comparison to other ci
Therefore, Wan Shu satirized this arrangement as “the most nonsensical of old ci
patterns.” He further pointed out that “A tune is a tune, so there is no need to
indicate it with some rank. Over a long period of time from the Tang dynasty
through the five periods, ten states, Song, and Jin dynasties till the Yuan dynasty,
few researchers could set an established standard on the order of ci styles. Worse
still, after Xiaoyu pu, some even tried to accurately detail every ci poem with the
result that they focused mainly on notes but ignored the whole text, which
indicates their incongruities.” However, later generations often followed the
assorting mode set in Shiyu tupu. “The ci pattern of today, like Jiuguanzi W5RF,
was originally ranked as the fifth style. However, in the eighth style there were
44 words while in styles from the ninth to the twelfth, the word number in each
of them was 43, thus the eighth style was ranked after the twelfth. Because the
eighth style held more words, it should be re-ranked as the twelfth, which led to
the ninth being upgraded to the eighth, and the tenth to the ninth. It dare not
surpass the old norms so it ranked the styles with fewer words before those with
more, and the styles with more lines before those with fewer ones, which would
avoid conflict. All this resulted from the author’s following the norms established by

2 Wan Shu, 1984, “Cilii fafan”.
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Xiaoyu pu without noticing that the latter was nonsensical.**” In fact, even
commentators like Zou Zhimo and Wang Shizhen still followed the old norms when
they edited Yisheng chuji although they had made some retrospective thinking on
Ming style ci patterns, with each tune marked with nth style. This indicated the
extent of influence that the two books had achieved. Since Wan Shu pointed out the
phenomenon, however, with the reinforcement from Qinding cipu later on, people
in the field of ¢i poetry had reached a consensus on assorting methods.

3.3 Errors in differentiating the modes of ¢i poems

In the early period of the composition of ci, very strict norms on mode were not
necessarily set. Thus it’s common that different ci poets had certain freedoms
when composing, which resulted in some ci poems differing on tune but under
the same name or vise versa. Aiming to set up norms, a book of ci patterns must
differentiate and analyze such conditions rather than collect such poems blindly.
Commentators from the Ming dynasty did not do a perfect job in this respect. Take
ci poems with the same tune but different names for example. He Zhu’s Taipingshi
X TBY had another name—Heshengchaoying %i2E%]5, but they shared one tune.
Shiyu tupu collected Heshengchaoying before assorting Taipingshi as an
independent tune without noticing that the two c¢i poems were virtually identical,
which was due to the lack of careful comparison of the two by fupu s author.

3.4 Errors on punctuating the content

Originally, ci poetry was composed for singers so its literal form had to cater to
the need of being musical. After ¢i music was lost, people summed up the
characteristics of c¢i poems and formed some patterns, making ci poems more
“conventional poems”. So when we want to study ci pattern, we have to make
careful differentiations. In the part of Wan Shu, commentators of Ming dynasty,
on this aspect, failed to do well in the following points: in the first place, rhyme
was lost because of the error on punctuating the content. For example, in
Niiguanzi ¥ by Wei Zhuang, collected in Xiaoyu pu, the first line began
with ¢gi & as the rhyme, and the second line responded it with #i H, the rhyme
shi B} in the following lines were all changed into ping. Without knowing this,
Xiaoyu pu prescribed it as four words in the first line and nine the second line,
with shi as the rhyme, which led to the loss of other two rhymes at once. The
tune was warped by errors in word choices and sentence structure.”> Moreover,
the sentence became hard to comprehend due to the same kind of error. Wan Shu

2 .
Ibid.
% Cheng Mingshan. Xiaoyu pu, in Xuxiu sikuguanshu: Xiaoyu pu xu, p. 123.
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commented Hezhuan Vit (Legend of Rivers) by Gu Zhan that “the line
following Yongzheng {##% responds with the same rhyme, which is different
from the former lines. The successive stanza follows the same rhyme as
Yongzheng. Being a ze, ‘yang 4’ does not need rhyme so it is in the same
condition with miao ¥, mang 7%, and yunshui =K. Nevertheless, Shiyu tupu
did not make any note on the responding rhyme to ‘zheng’ but gave a seven-word

. . . . 26
sentence successively, which led to the most serious mistake™.”

3.5 Errors on intonation due to poor proofreading

The emptiness and shallowness of Ming people’s knowledge, in most cases,
resulted from their inadequate endeavors in daily life. Therefore, most of their
faults in the books of ci pattern were caused by the lack of enough analyses and
comprehension about the classics. On this respect Wan Shu summarized the
following causes. First, careless proofreading led to the combination of two
different tunes into one. For instance, both Shiyu tupu and Xiaoyu pu had
collected Chounuer jin AWJLIE by Xin Qiji, but there were so many errors in
the content, the most protruding of which was figured that the first and half of the
second stanzas of the poem were still Chounuer but the rest had completely
diverged from the style. “The twelve words following ‘wushui “-Hi’, originally
prescribed as the basic tune, were further divided into three sentences with ‘sa
i’ as their responding rhyme, but the following part of the tune was not
integrated. The seven characters of ‘Ye niao fei lai you shi yi B % R E—
was Pan’s ‘Xie shou hong chuang miao xiu hua T2 %500, that is, they
were the same as the first part of this ¢i poem, the seven characters of “Yuan shu
xie yang feng jing zen W RIFHXEE’. However, a ‘yi — was dropped before
‘yve ¥’ and all the content after ‘you shi yi’ was totally dropped. When Feiliu
wanhe KiiJi#% appeared, the whole poem following it, i.e. the so-called third
stanza, was a copy of Dongxian ge FAlIEK (song of spirits in caves). The former
stanza ended with ‘yijiu fKIH> while the following stanza began with ‘rensheng
A/E” and none was found ill-suited in proofreading. Only the ‘shan %2’ in ‘zhi tan
qing shan mao R WUEAZIE was changed into ‘duan 7. Isn’t it fantastic that the
end of Chounuer was replaced by the whole Dongxian ge?”’ Wan Shu later
provided that five stanzas of Dongxian ge were positioned after Chounuer jin at
first. But later no one knew why the second half of Chounuer was lost and hence
supplemented with the first stanza of Dongxian ge by mistake. As a result, there
were 146 words in Chounuer but only four stanzas left in Dongxian ge. Secondly,
careless proofreading led to an extra style besides the original one. Take

26 Wan Shu, 1984, Vol. 6, p. 176.
7 Ibid., Vol. 4, p. 126.
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Liuhanyan M 4H (the willow looks vague for the seeming smoke around it) by
Mao Wenxi for example. In old inscriptions, “Bianhe pang iFif5%” was often
mistaken as “Bianhe chun 7Fi#”, thus commentators of Ming dynasty pointed
out that “chun” could not respond to “xiang 7" or “zhang 7 before creating
another style. In Wan Shu’s view, this c¢i tune of Mao Wenxi was composed of
four poems which were all delicate in writing and it is impossible for any of them
to be different from the other three on style. When the second, third, and forth
poems began their rhymes from the second line, why should the first poem begin
its thyme from the forth line ending with “xiang”? After he got the reliable text
of the poems, Wan Shu found that it’s “Bianhe pang” but not “Bianhe chun” that
was the right one, so he made the required corrections.” Thirdly, careless
proofreading led to the split of one tune into two. For example, both in
anthologies of ¢i and ci patterns from the Ming dynasty, Qingchunze [KAF¥ by
Liu Zhen could be found which, in fact, was just the same as Gaoyangtai =iFH G
by Jiao Ru. Ming anthologists named it as Qingchunze because the huantou i3k
(a literary phenomenon when the first several sentences in the second half of a ci
poem are with different rhyme or ping ze with that of the first part) of Jiao Ru’s
poem was composed of lines with 6 words respectively and the rhymes
responded to the first line. In Wan Shu’s opinion, such a long tune as Gaoyangtai
had no reason to be divided into two only by the diversity about one word. After
investigation, he found, as expected, that the word number of the stanza was
originally seven instead of six and the additional tune was the result of the
careless proofreading by commentators in Ming dynasty™.

3.6 Marking ping ze at random in spite of common practice of composition

In the long procedure of composition, common norms have been established
around the lower character of some ci tune, permitting no alteration. Ming
scholars have not done a good job on this aspect either. Take Yingtianchang NK
£ by Zhou Bangyan for example. Wan Shu believed that “these 98 words suit
the established norm so that only the ping ze of several words in them can be
changed.” People like Jiang Jie, Fang Qianli etc. all had once made compositions
to respond to Qingzhen ci 1EE.iH (ci poems written by Zhou Bangyan) with
nothing changed on the four tunes, which indicated that the usage of words must
obey established rules. In detail, Wan Shu criticized Ming people’s errors on
labeling this poem that, “when ‘nong 7%’ should be labeled with qusheng 2:75
(falling tone), fupu said ‘ping can be used thereby’. As to ‘anhanshi K53 and
‘wuhouzhai Tif%%’, Fang, Kang, Wu, and Jiang all held that the tone should be

2 1bid., Vol. 4, p. 130.
¥ Ibid., Vol. 10, p. 243.
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ze-ping-ze, but tupu said that it can be ‘ping-ze-ze’. When the four ci poets all
held that the tones of ‘giansheke Fitt%’ and ‘milumai XEFE’, ‘sixiaowo LI
.’ and ‘giangzaijiu TR were ping-qu-ze and ze-qu-shang respectively, tupu
responded with ze-ping-ze and ping-ping-ze. Later Qi Kang’s words chu xiu zai
he chu #EIN{EM 4L (where is the Chu mountain) which happened to be the same
as the former lines was formulated by tupu that the tone of ‘zai 7F’ could be set
on ping. Still, the four poets all held that the tone of ‘zhuyoubi T should be
qu-ping-ze, and that of ‘luanhuaguo FL{EIL’ and ‘shigiaoyuan TiHFiz’ should be
ze-ping-ze, but tupu recorded their tones as ‘ping-ping-ze’ and ‘ping-ping-ping’
respectively. It’s really fantastic that rupu neglected the norms of intonation when
making notes on its own will. As to ‘min X’ and ‘xi 41°, Fang used ‘yi %’ and
Yian ¥, Kang, ‘dun 1’ and ‘ye %, Wu, ‘zui B> and ‘duo ¥B’, and Jiang,

‘zhou /&’ and ‘duo FH’ as their responses, the tones of all of which were set as
qusheng. On these tones, however, fupu all said ‘they can be set on ping’.
Exactly what was the reason that fupu aimed to make wrong tones?”>"

3.7 Naming ci poems arbitrarily in spite of the chronological logic

Generally, some ci poems would have an alias due to their fame. However, the
alias should be posterior to the original ones chronologically. For instance, Lu
Qianyi of the Late Tang dynasty in the Five Dynasties has composed
Linjiangxian &4l (spirits on the riverside). In the comment on it, critics of
the Ming dynasty often noted “with an alias as ‘Tingyuanshenshen KEBERE
(the yard is silent)’”. On this, Wan Shu debated that, “‘Tingyuanshenshen’ was
the creation of Ouyang Xiu in his Dielianhua, and was later quoted by Li Yian
(Li Qingzhao) as the first sentences of several of her Linjiangxian because it was
Li’s favorite. It has been nonsensical that people in later generations named her ci
poems with some words in it. What’s the reason? If Linjiangxian by Yian could
be renamed as Tingyuanshenshen, why could not Dielianhua by Ouyang Xiu?
Even if Tingyuanshenshen could be treated as a name, only the poem by Li Yian
can be renamed by it. Furthermore, even if the name was adopted by Yian due to
her appreciation of it, only Yian had the right to use other’s words as the name of
her poems. In this case, the person who used 7ingyuanshenshen as an alias of
Li’s poems treated it as the style of Li Yian’s. When citong made notes on this,
it’s acceptable that cihui i9JC would follow it. But fupu set another name as
Tingyuanshenshen without collecting Yian’s poems but Lu’s instead, with
Tingyuanshenshen followed by the author Lu Qianyi. Lu was a person in the Late
Tang dynasty who assumed the office of taibao Xf# of the Shu state. How could
he, a person hundreds of years before Ouyang Xiu, predict that the latter would

3 Ibid., Vol. 5, pp. 176-156.
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create a favorite sentence and adopt it ahead of time and, more fantastic still, share
the same interest with Li Yian, a poet even decades later, thus adopt the same tune
of Linjiangxian? This absurdity was really far beyond one’s endurance.”!

What is mentioned above is just a tip of the iceberg of Wan Shu’s criticism on
ci patterns by people in the Ming dynasty which focuses on the quality of the
examples. It was said in Qinding cipu tiyao, Vol. 199 in Sikuquanshu zongmu
that, “Today’s ci patterns all took the old ci poems of Tang and Song dynasties as
their sources, making those with same tunes or names proofread each other for
the grammatical rules and word numbers, and those with same grammatical rules
and word numbers for ping ze. As to the poems with different grammatical rules
or word numbers, they usually would be set as another style; as to those with
different ping ze, the tones of them would be set with either ping or ze. Almost all
the successive books after Xiaoyu pu followed this method and established the
outlines as official conventions. However, without a definitive reference, nor
precise textual research, sometimes even fantastic sayings could be added to the
notes, many remarks in c¢i patterns were inaccessible to traditional ci standards.”
This passage is a fair comment which both praised Ming scholar’s contributions
to the construction and development of c¢i patterns as the model of later
generations, but also pointed out their inadequacies. In terms of dimensions,
Qindingcipu is wider than cilv, but the former imitated the latter on many aspects.
Therefore, the exemplification of cilv can virtually represent later works.

4 Concluding words

The preface of Ruanting shiyu by Wang Shizhen has been quoted that, “When 1
was 10 years old, I began to learn how to compose ci poetry. I abandoned that
when I found I could not succeed in composing beautiful poems. I began to live
upstairs at that time, imitating Biqiu by enjoying the leisure of summer...
However, after I happened to read Xiaoyu pu, I succeeded in composing some 30 ci
poems.” According to Yanboci #7917, people have had no way to find the content
and tones of the thirty poems. As for “to live upstairs that summer”, some (Jiang
Yin) said it was Shunzhi the 9th year, some others (like Wu Hongyi) said it was
Shunzhi the 12th year. At the same time, Mr. Wu Hongyi also found in his works
that Manjianghong: Tong jiaxiong xigiao guanhai T 4T » A WIGHENHE was
composed by Wang Shizhen in Shunzhi the 13th year.®> The poem is as follows:

3! Ibid., Vol. 8, pp. 197-198.
32 Wu Hongyi, “Wang Shizhen de ciji yu cilu II: Ruantingshiyu de zhuzuo nianda”, in Wu
Hongyi, 1990.



400 ZHANG Hongsheng

Seen from the high platform,

The sea looks wider more than thousands of hundreds of li.
The waves are high,

They almost touch the sky without limit.

The sun and the moon appears alternatively above the islands,
The milky way shines in the sea.

Holding a glass of baijiu,

I look down at the sea,

Where the wind is whistling.

It is busy,

A new poem is just finished.

The waves in autumn seem boiled,

I feel the emperor’s palace is not far,

And even the God is within reach.

Pointing to the horizon with a smile,

Looking down at the sites of princesses,

When can I visit Anqi on straw sandals,

And have the honor to see the black turtle.”

The poem was seen collected in Wang Shizhen’s Yanboci and marked as “the
Ist style” which matched the prescription in Xiaoyu pu. This indicates that Wang
Shizhen did not tell a lie when he said that he began his learning of composing ci
poetry by following Xiaoyu pu. In fact, this method retained till the time of
Yangzhou shitan M7z, Wang Shizhen has once composed a ¢i poem named
Jiepeiling: Fu Yushiniizixiuluoshentu fF4 « AR KL FE#MEL Tt is verified
that the time when Wang Shizhen’s Tiyu shiniizi xiu huansha luoshen ertu w4 K
LT GrebE s 8 was collected in Yuyangjinghua lu #aVEXS#s% Vol. 2 was
Shunzhi the 18th year, so people knew that this ¢i poem should also be created in
the same year. And “the second style” was noted under the ci name, which matched
the prescription of Xiaoyu pu too. Such conditions should have existed in the
following years. Take Wangyuan xing: Shugang tiaowang huaigu TAT * %)
XA by Wang Shizhen for example, it reads as follows:

Last night, I heard a desolate clarion on the balcony. I saw the ripples
billowing in the lake at twilight. The river posts in the southern Huaihe River,
the road-side pavilions of my homeland and the misted trees along the roadside.
The autumn moon and the spring flowers are the solitary guests around the
world every year who have appealed so much sigh. The most uncontrollable

31t has been pointed out by Shiwwjia ci (Siku version),Vol. 28, that two characters were
missed in the third line of the firs stanza of this ¢i poem.
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feelings happen in the rainy season when plums are ripe. I keep silent. Climbing
up Shugang hillock and looking into the distance, I saw innumerable waving
willows and inhabiting magpies. Only several people are on the islet. The
memory of jade crooks and fond dreams seems remote. No one remembers
where the emperor’s temporary palace sits. I cannot help recalling from King of
Wau state usurped the reign to A Mi’s visit for several times, Wucheng is worth
inditing. Now only high wind around the kerbstones and spirits survive (In
Wucheng fu 53 [ode to Wucheng] by Baozhao, there is ‘the city gets cold
when wind arises and the mosses have covered the kerbstones’. In Wucheng shi
JEULEF [poems about Wucheng] by a poet in Tang dynasty, there is “When the
moonlight is all over the town, spirits wander here and there.”).”**

Besides, Zou Zhimo also created a ¢i poem named Wangyuanxing: shugang
tiaowang huaigu heruanting yun 2IEAT < & KPR H FBrs # which reads:

Tomb-sweeping Day has just passed, and spring wind begins to accompany the
fine twilight. Taverns with waving pennants and fences, gaily-painted
pleasure-boats with wonderful melodies and dancing, and attractive trees are
on the riversides. The green meadow corresponds to the brilliant sunset with a
trace of red afterlight. Every year, the mist and rain of Jiangnan sees off the
beautiful spring-time. No one keeps silent. Counting the rise and fall of
passing dynasties, I cannot but sigh for the enduring willow shadows and
tweets by oscines. Three thousand palace steps, fifteen bridgeheads are where
the emperor of Sui dynasty died. Only a drunken old man who wrote several
lines of poems and another elder composed several stanzas to decorate
Pingshan ci poetry slightly. We see immortals come, riding on cranes and
spirits leave, blowing a pipe (a line in a poem written by Du Mu reads: A trace
of red afterlight indicates the come of spring of Guangling. Both Ouyang xiu
and Su Dongpo have once wrote Pingshantang c¢i poems. Su has once written
“I have passed Pingshantang three times.”).

Obviously, the two poems were composed in the same year, so Wu Hongyi
timed them on Kangxi HéE the 2nd year’. In addition, they were marked as
“the 3rd style” which, compared with the laws in Xiaoyu pu, only differentiated
by ping ze of some words. Conceptually, people like Wang Shizhen and Zou
Zhimo etc. have recognized the disadvantages of ci patterns of Ming dynasty, esp.
those of Xiaoyu pu, and that the revival of c¢i poetry should be synchronous with

* Wang Shizhen, 1986, Appendix 3, “Xulu”, p. 100-101.
35 Wu Hongyi, “Wang Shizhen de ciji yu cilun II: Yanboci de zhuzuo nian dai”, in Wu Hongyi,
1990.



402 ZHANG Hongsheng

studies of patterns and rules of ci poetry, out of habitual factors as well as the
lack of concrete analyses, though, their conceptual thoughts were not applied to
practical composition and criticism. As a result, not only the arrangement of the
tunes of their works followed the traditional route, but some of their relevant
activities, say, the edition of Yisheng chuji, followed the way presented in ci patterns
of Ming dynasty, esp. that in Xiaoyu pu on composing poems to given tunes. On
doing so, they hardly thought of revising the poems. In this sense, we have the
reason to believe that early in the Kangxis reign, the poetry field still followed the
Ming style of tunes, rules and forms, and, if there was some retrospection, was only
stabilized as a concept in order to reform the existent system.

Cilii was finished by Wan Shu on 26th year of Kangxi (of course, the time he
began to write it was even earlier) in which indications have emerged that Wan
Shu had began then his criticism on c¢i patterns of Ming dynasty represented by
Xiaoyu pu and Shiyu tupu. He made a radical reform of c¢i patterns of Ming
dynasty by pointing out the errors as well as offering right models, which
signaled that the construction of c¢i poetry in Qing dynasty has entered a
brand-new period. Almost 30 years have past from Wang Shizhen learned to
compose ci poems by following Xiaoyu pu to Wang and his friends making
retrospection conceptually in the poetry world of Yangzhou, yet to Wan Shu
criticizing the ci patterns of Ming dynasty comprehensively. Therefore, we have
reason to believe that the 30 years are the key point in the construction of ci
poetry of Qing dynasty, whereas we may say for sure that the revolutionary
change happened in the first 20 years of Kangxi’s reign.

Over a long period of time, people have been accustomed to the idea that the
revival of c¢i poetry during the Qing dynasty was initiated during the reign of the
Shunzhi emperor and thrived in Kangxi’s reign. Nonetheless, how can one
delicately compartmentalize nearly one hundred years of an art form?
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