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ABSTRACT

Though the Western songs or Xiqu % @& have been fre-
quently anthologized alongside the Wu songs to represent the folk
poetry of the Southern Dynasties (420-589 A.D.,), there has been as yet
no attempt to study the songs in depth. It is the purpose of this
study to fill the gap.

The songs are viewed primarily as an orally delivered art, fos-
tered by a particular social context and a regional folk tradition.
The ethnic and musical backgrounds are discussed, then the lyrics are
analysed in terms of themes, imagery, prosodic structures, formulaic
language and puns. The emphasis is always on the distinctive features
of the songs which may reflect a regional folk tradition and the
peculiarities of oral delivery.

The result of this study points up the presencé of regional
folk tradition, which has, in matters of music, incorporated into
itself some significant non-Han-Chinese elements, and was interactive.
with the literary tradition and other local song traditions. The find-
ing should not only enrich our understanding of an important song re-
pertory, but also reveal something of the Chinese folk literature in
general. The work should, moreover, form part of the basis for a sys-
tematic investigation of the interaction between the folk and the

literary traditions in the Chinese culture.
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CHAPTER I

INTRODUCTION

I. WHAT ARE XIQU W ?
Over the course of Chinese history, the term "xigu", or

"Western songs", has been used to describe several types of songs.
Songs coming from around Hubei, from Chinese Pamirs and from Shanxi

[0 , have all at one time fallen within the category of
"Western songs".1 But, as the topic of this discussion, "western
songs" refers exclusively to the songs coming from the Jing-Chu region
(aroundHubei and Hunan) at about the time of the Southern Dynasties
(420-589). Jing-Chu by that time was always referred to as "the west".
2 such a conception of the "west" is, of course, very much tied up

with the political reality of the time. After the collapse of the

Western Jin dywnasty b Z (265-316), the writ of the next few
Han-Chinese governments {Eastern Jin §2%§ ,317-420; Song = a20-
479; 0i & ,470-502; Liang % ,502-557; and Chen ¢ ,557-

589) was more or less confined to the area south of the Yangzi; while
the north, including the traditional centres of Changan and Luoyang ,
was overrun by non-Han groups such as Xiongnu A 2 , Jie %% ’
giang # , pi K, and Xianbei B3 8 . These minorities set up
various rival dynasties in what is known as the Sixteen-State Period
(301-439) . Eventually the north was united by the Toba Xianbei ¥& 3 R3$ %
who established the Wei dynasty (386-534). Nevertheless, the division
with the south continued until 589, when the Sui dynasty F§ (581-618)
in the north at last unified the empire by defeating its southern ri-

val Chen. The conquest ended a succession of dynasties in the south:



Eastern Jin, Song, Qi, Liang and Chen, the last four of which are
sometimes collectively termed the "Southern Dynasties". It shouldvbe
mentioned that in the later years of the Liang dynasty, a small
regime, Hou Liang “R %  (555-587) was founded in Jiangling = ¥%_ (in
Hubei).3 It was no more than a puppet state in the control of the
northern government, and was finally dissolved when Sui set about
unifying China. The Eastern Jin and the Southern Dynasties all had
their capital at Jiankang 32 ®. (Nanjing, % Jiansu), to the west of
which, upstream along the Yangzi, was the Jing-Chu region. It is for
this reason tﬁat Jing-Chu was then considered the "west". "Western
songs" were none other than thbse coming from that region.

By the time of the Chen dynasty, a Buddhist monk Zhijiang * &
(£1.568) gathered together the songs which arose from the Jing-Chu
region and labelled them "Western songs" & & in his collection of
ancient and contemporary music - GIYL.* The term did not, however,
originate from the monk. Sometime before GJYL appeared on the scene,
an anthology of poetry, YTXY, was already in compilation. The work
contains a section entitled "Jindai xiquge" ifi4X, ® WAL (Western
Songs of the Present Day), and comprising some Western songs also men-
tioned by Zhijiang.5

The term "Western songs" in this discussion refers to both the
local songs from around Jing-Chu which became popular in the Southern
Dynasties, and the imitations of them made by the literati of the day.
It is worth noting that songs of the locality were also known by other
names around that period - ‘'xiwu" % (Western dance), "yan"

%‘@ , "xisheng" B ﬁi\ (Western music) and "Wu ge" .3k

(Ssongs of Wu) .6 The term "xigqu" appeared to gain wide currency



only in the later half of the Southern Dynasties. YTIXY was the
earliest known source wherein the term was used; SoS, which was
completed in 488, some fifty years earlier than YTXY, fails to
mention the term even when some of the Western songs were discussed.
7 Nevertheless, from the Tang dynasty onward, probably because of
the authority of such works as YTXY and GJYL, "xigu "became the
standard term. In this discussion, the term "Western songs” is used

when both the lyrics and music are mentioned. Two other related terms

also come to be used: "Western lyrics" - when only the lyrics of the
songs are indicated, and "Western tunes"” - when only the tunes are
indicated.

II. A BRIEF HISTORY OF THE WESTERN SONGS AS ENTERTAINMENT

The Western songs are by no means the earliest extant songs from
the Jing-Chu region. The sections Zhounan Bl #  and Shaonan 2 i
in Shi jing 24 #2  were claimed to contain songs from the Chu ﬁi
kingdom of the pre-0in #*&  period.8 Though there is some contro-
versy about the claim, the two sections do contain songs about events
around the Han river and the midstream of the Yangzi, such as Han
guang > Eﬁ (Mao 9) and Jiang you si > 7A>84  (Hao 22),
Later examples of the local songs are the Nine Songs in Chu ci §§§¥ ’
which were, as Wang Yi E1D, (fl. second century A.D.) tells
us, sacrificial songs from around the lake Dongting 38 #£ (in Hunan),
and reworked by @u Yuan JA &  (ca. 340-278 B.C.).9 From the
Former Han dynasty (206 B.C.- 8 A.D.) onwards, contemporary songs and

dances from around the Jing-Chu region were used for entertainment at

the court and in the houses of powerful lords and wealthy men.10 Thus



Pei ZiY@ %i%—?% (469-530) describes the chief entertainments of
Liu Song times:

Halls are always filled with music. Such items as "Fish and
Dragon" which dazzle the eyes would be considered the most
beautiful. When emperors and their ministers gathered, they

would think the Wu songs and Chu dances to be the most charming
entertainment for the occasion.!!

"Fish and Dragons" were magical spectacles in which "fish" and "dra-
gons", in dazzling colours, danced to the delight of the audience.
Many of the Western songs, as we shall see in later chapters, were
dance songs, something markedly different from the Wu songs which were
contemporaneous with the Western songs, but were not performed with
dances.'? The "Chu dances" 3% % in Pei's commentary were in fact
the Western songs, and they became one of the chief entertainments in
the Southern court. But their popularity was by no means confined to

the south. The Treatise on Music in Wei shu é%&‘%? , 109.2843 tells

us how the Western songs and others came to circulate in the northern

court:

Gaozu }%j‘& (i.e. Emperor Xiaowen % X_ [467-489] of the North-
Wei dynasty) had once gone on a punitive expedition to the area
around the Huai ># and Han & rivers. Shizong # R (i.e.
Emperor Xuanwu 8 3 [483-515] of the Northern Wei), in a
later expedition, captured Shouyang. As a result of both
conquests, some ji 1% together with their music were
captured. The music included some old pieces of Western Jin

but still current in the south, such as Mingjun BA &
Shengzhu ¢ % , Gongmo XY and Bai jiu b 2& .
In addition there were the Wu songs from South China and the
Western music from the Jing-Chu area.13 They were collectively

named Qingshang 3% & . Whenever feasts were held, the
music would be performed.

7

Ji 15 were musicians, singers, dancers or even acrobats. Most
of them were female, and very often their bodies were offered in addi-
tion to their art for pleasure., Many of them were in the possession of

the upper class and the wealthy merchants. We can deduce from what



is said in Wei shu that the Western songs were among the chief enter-
tainments offered by tﬁe ji , and their popularity among the upper
class was beyond doubt. In other words, the songs, which were origin-
ally the entertainment of the people in the Jing-Chu region, went on
to achieve a popularity which spread quite beyond their original
social level and their place of origin.

Af ter the demise of the Chen dynasty, the music of the south

was brought to the northern capital Changan. The Sui Emperor Wen (541-
604), who had grown fond of the music, ordered the Bureau of Qingshang

;ﬁﬁﬁ§§‘ to be established to take charge of this music.'4 Fronm
the meagre description of the music found in SuSF%'i', we know that
the Western songs were one of the responsibilities of the bureau.l!5
But as a court entertainment, the songs soon declined. Sui and the
subsequent dynasty, Tang, were a time when music of non-Han minori-
ties, particularly from Kucha ﬁiiﬁ , became increasingly popular,
18 whereas songs of old times were soon pushed out of the scene. Du
You #*%% (735-812), the author of TD, observes that during the
reign of Empress Wu (624-705), there were sixty-three songs left of
the Qingshang music, but by his own time, the lyrics were only left
of thirty-seven. During the era of Kaiyuan AN (713-741) a singer,
Li Langzi %§$p§~ , claimed to know the songs. After Li had left the
court, songs of Qingshang in general could be sung no more. Some of
the songs were later modified to become part of the Faqu JEW re-
pertory, a favourite of the celebrated Tang emperor Xuanzong % i
(685-~762), but none of the Western songs are known to be among them,17
The only Western song which seemed to have been performed regularly

throughout the Tang period, and perhaps even afterwards, was Wu ye



ti ~§7%&v% .18 1t is true that Qingshang (or otherwise named
Qingyue *K2¥ ) was mentioned in Duan Anjie's BrZx %’? (f1.
894) Yuefu zalu ‘§?Zﬁ§§§§& , which, generally speaking, reflects
the state of music in late Tang.19 Yet not only were the musical
instruments in Duan's record different from those in the earlier
records, ( a topic we shall come back to later,) but also the only
item mentioned of Qingshang, Nong gu da lie er FF AR ’
never occurred in any earlier known records of the repertory. We may
reasonably surmise that Qingshang of late Tang differed significant-
ly from the earlier repertory. Duan's work is certainly not sufficient
to prove the currency of the Western songs in the late ninth century.
Nevertheless, no Western song, with perhaps the exception of Wu
ye ti, is known to have ever been performed after the Tang dynastye.
Yet more than four centuries later, in the late Ming °K (1368-1644)
period, it seems that some Western lyrics, together with other long
forgotten songs, were again set to music for performance. The Ming
dynasty was a time when the literati constantly looked back to the
past for literary models, and it should not surprise us if such
literary interest should lead to a revival of some 0ld well-known
lyrics in the musical scene. Yet the only indication of such a revival
is Wei shi yuepu ,ﬁgwﬁﬁg‘ (Japanese: Geishi gakufu), a collec-
tion of fifty song scores (including some Western songs) edited by
by Wei Hao 34, % (Japanese: Gei K&, f£1.1768); and this work was
printed in 1768 in Japan rather than in China.20 The revival, if
there was any, could not have been very widespread, so far as China

was concerned. One modern scholar has argued that the collection might

have preserved important material on Tang and Song music,2! which



in turn might inform us of the musical tradition of even earlier
times. But no strong evidence can be discovered to support him.

To conclude, it would be fair to say that the Western songs as
popular entertainment were long dead by the end of the Tang dynasty.
But as poetry, the songs continue to be read and enjoyed. Moreover,
it was as a special genre of poetry that the songs first attracted

scholarly attention, and they continue to do so today.

III. THE TRANSMISSION AND STUDY OF THE LYRICS

The first known record of the lyrics is found in YTXY which
is compiled by Xu Ling X ¥ (507-583) under the auspices of the
Liang Emperor Jianwen .ﬁ%ﬁﬁﬁ;%? (503-551) when the latter was still
crown prince.22 It is important to note that even in that early per-
iod the literati had developed an interest in the songs not only as
casual musical entertainment, but also as pieces for reading. The
lyrics, mostly anonymous, might have been known to Xu Ling and the
literati mainly through the ji. However, as there were instances of
contemporary songs being written down and circulated in that manner,
23 there is also the possibility that some written forms of the West-
ern songs became the immediate source for Xu Ling's anthology.

Xu Ling has recorded only nine lyrics.24 It is as late as
the mid-sixth century that we came upon another important collection -
GJYL which was compiled by the monk Zhijiang. We know nothing of
this Buddhist monk except that he completed his collection in the year
568. The work itself is now lost. But it was widely cited in the ency-
clopedias of later times, and it is from these citations, collected by

several scholars,25 that we gain some knowledge of the work. We know



from these citations that the book was concerned with music from the
pre-Qin period (Qin dynasty 221-206 B.C.) down to the Southern Dynas-
ties,26 that it explains the origin of various types of songs, and
that it must have recorded the lyrics.27 For the inclusion of West-
ern songs, Zhijiang must have depended largely on the repertory of the
ji as his source. For all the Western dance songs he specified the
nunber of dancers as sixteen before and during the Qi dynasty ,and
eight only in the Liang dynasty.28 This oddity suggests that zhi-
jiang is talking of performances in the court and not of performances
among the lower classes. Moreover, his description of the songs are
most detailed where the upper class were concerned.?? We are there-
fore right to think that the Western songs in GJYL were, for the most
part, court entertainments. Since ji in the court were not signifi-
cantly different from those kept by the upper class,3O we may assume
that the recorded songs were common entertainments of fered by ji to
both the emperors and the upper class alike.

GJYL was an important source for Guo Maogian ?F%ﬁf% (£1.1074)
when he set about compiling YFSJ. So far as the Western songs are
concerned, the numbers of song titles in the two works differ but
slightly; and what is more important, the songs in both works are
arranged in the same order.3' 1t is worthwhile comparing the arran-
gement with those in TD, JTS and Wu Jing's %% (670-749) YFGTYJ.
32 pewer song titles appear in the latter works and the arrangements
are entirely different. GJYL surely survived to Guo's time, and Guo,
as is evident in YFSJ, quotes from it profusely. Hence we would not
be seriously mistaken to think even that, so far as the Western songs

are concerned, YFSJ has preserved much of GJYL.



In the Tang and subsequent dynasties, much effort went into pre-
serving and studying the songs of previous ages. Of the Tang scholars,
the author of YFGTYJ, Wu Jing, was the first known to label the West-
ern songs "yuefu" 2 xR . "Yuefu" means literally "The Music
Bureau". But the term also came to designate songs which have been
collected or composed by the Bureau, as well as the literati composi-
tions to the tune titles of these songs.33 The Western songs, having
been the responsibility of the Music Bureau for a long period, might
have been considered part of the yuefu genre long before Wu's time.

No Tang collection of the Western songs has come down to us. The
most comprehensive collection of the Western songs, and indeed of all
yuefu songs ever known, appeared at the end of Northern Song (960-
1127) when Guo Maogian compiled YFSJ. Guo was the grandson of Guo
Quan Fe %y (?-1052), a well known statesman of his time; and the
son of Guo Yuanming §P5Z?BR (1022-—1076).34 There is, however, no
official biography of Guo Maogian. He was said to have compiled an-
other work, Tang ci ji 78 28 ¥ 35, but his authorship of the
work is very doubtful. The only work of his extant today, other than
YFSJ, is a poem Shi giao & ¥& which is about Mount Tiantai

X2 ™" (in Zhejiang).36 Guo's collection of yuefu poetry must
have soon received recognition since it was widely cited in the Song
bibliographies and discussions of poetry,37 and it remains a work
of authority to the present day.

Gu yuefu = TR by Zuo Keming # % ¥R of the Yuan
dynasty (1271-1368) is the next extant collection of yuefu poems
after YFSJ. It has been argued that Zuo compiled his book around

1346 independently of YFSJ, on the ground that copies of YFSJ were
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exceptionally rare in his time, The argument points out that Zuo's
compilation was done only six years after the reprinting of YFSJ by
Peng Jingshu 2% HXFL  (£1.1340) in Jinan B & , and Jinan is

a great distance from where Zuo was living - Jiangxi 2= 8 . Zuo might
not, therefore, have been able to see the reprint in time.38 vet
despite much disorder and turmoil between Song and Yuan, some copies
of Guo's work certainly survived the Song dynasty. Peng surely had a
copy. The well-known book éollecter and publisher Mao Jin e
(1599-1659) had seen a copy.39 At least one copy of the Song edition
survives to our day.4o Hence we cannot rule out entirely the possi-
bility that Zuo had a copy when he undertook to compile his own col-
lection of yuefu poems. Furthermore, the great similarities between
Zuo's work and YFSJ strongly suggest this possibility. Take, for ins-
tance, the prefaces to the Western songs in the two works. We find
that Guo and Zuo not only cited the same books on most occasions, but
also cited them in the same order. At times some comments in YFSJ,
which appear to be Guo's, are repeated verbatim in Gu yuefu. For
example, in the preface to the song Yulin lang ¥l 3XEP , Guo
cited first from the Table of Official Posts and Ranks BE &% in
Han shu %% , then the Treatise on Officials Posts &% and
the Treatise on Geography #2¥Z %\ in Hou Han shu 1% ¥ E , and

finally comments:

There is a song Hu ji nian shiwu #R3B &% +3& (The Barbarian
Girl is Fifteen), which also originated from this song.4!

Zuo not only cited the same works in the same order, but also gave the
same concluding comments.42 such examples are indeed numerous. It is
reasonable, therefore, to think that Zuo's work, like many other

collections of yuefu poetry that followed, relied heavily on YFSJ.
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Later compilations of yuefu poetry such as Mei Dingzuo's T RAE
(1553-1619) Gu yue yuan & ZF 3K , Gu Youxiao'sB57#% (1619-1689)
Yuefu yinghua -’?77‘1 3‘1’; , and Zhu Qian's % B2y (2-1777) Yuefu
zhengyi 22 "'%«‘; , depended in general on either YFSJ or Gu
yuefu as their source. The source materials which were available to
Guo and Zuo were mostly lost in the later periods. GJYL, for one,
was perhaps lost in the Yuan dynasty, as nothing is known of its
existance afterwards. So far as the western songs were concerned, the
later works have neither gone beyond YFSJ in the collection, nor
added significantly to YFSJ the background material. The importance
of YFSJ, one might say, cannot be overemphasized.

The study of the songs might be said to begin with Zhijiang who
directed much of his efforts to recording the origin'of the songs and
the features of the dances. His GJYL has in fact mapped out the main
areas of interest for later scholars in the field of yuefu poetry.

We have only to look at the titles of works by Tang scholars to know
their main interests and how closely they followed the footsteps of
Zhijiang: YFGTYJ 28+ EFR  (concise Exegesis of the 01d

Yuefu Titles, by Wu Jing), Yuefu gujin tijie 2% p +5~<8 AR
(Exegesis of 014 and Contemporary Yuefu Titles, by Xi Ang e
£1.780 ) and Yuefu guangti B RB A (an Exposition on Yuefu
Titles, by Shen Jiang 23, ).43 Exegesis of song titles, which
always involves discussions of origins, represents the main stream of
scholarship.

Literary interest in the songs also starts early, as shown by
YTXY, but it is only as late as the Ming that we begin to have a

substantial amount of criticism concerning the literary characteris-
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tics of the songs. Zhong Xing's SE1Z (1574-1624) Gushi gui
EEal , Chen Zuoming's ¥R 2k ®R (£1. min-seventeenth century)
Caishu tang gushi xuan %328 33%¥2_ |, Chen shu's RE (£f1.1782)
Duosui tang gushi cun 2R EIIF A , and Gu Youxiao's Yuefu
yinghua were some of the important anthologies in which the Western
songs are quite extensively dealt with in terms of literary criticism.
The lyrics were noted for "successfully capturing human feeling" A 1% ,
for "being straightforward" - and for "having an ancient fla-
vour" RA¥ I ,44 These remarks, vague as they are, still reflect some
of the qualities of the songs.

We can see, then, that traditional studies of the songs are main-
ly concerned with either their origin or their literary significance.
It is important to note that the traditional critics always judged the
songs on a par with the poetry of the literati. There is never any
effort to consider seriously the likelihood that the songs, most of
them anonymous, came from a tradition other than the literary one, and
hence the critical tools require some adjustment. It should also be
noted that the Western songs, were never singledigg objects of study.
They were anthologized along with other poetry, and commented upon as
part of the collection.

No serious attempt, so far as I know, has ever been made to study
the musical aspects of the songs. We will never know if the music of
the songs has ever been recorded on paper, though notation systems for
music surely were extant in the Southern Dynasties.43> As we have
seen, much of the music was already lost in late Tang, and any later
attempt to discuss the music cannot but rely heavily on the meagre

material from the treatises on music in dynastic histories. And yet
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these treatises have never specifically accounted for the music of the
Western songs. To discuss the music in a significant way, therefore,
verges on the impossible. One curious work of the Ming dynasty, Jiu-
dai yuezhang 2 BE qid try to determine the musical modes of
some Western songs, but with little evidence.4® That which comes
closest to constituting a study of the song music is the discussion of
Qingshang, of which, as we have seen, the songs form a part. However
these discussions, as found in Ling Tingkan's & £ 'E (1755-1809) ,
Yanyue kaoyuan .3 % & 1.28-31, and Chen Li's % ¥  (1810-
1882) Shengliui tongkao 5%F2§55L3§ 3.1a-14b etc., are concerned
more with musical modes and scales than with melodies and structures
which are vital to a useful knowledge of the songs.47 Furthermore,
these discussions never address themselves adequately to the question
of whether or not the knowledge of Qingshang is fully applicable to
the Western songs. Qingshang, it should be remembered, was original-
ly the music of Han-Wei times,48 and though Western songs were later
made part of the Qingshang repertory, the musical link between the

two has never been fully discussed, let alone established. Discussions
of Qingshang, therefore, do not necessarily lead us to any better
understanding of the Western songs .

It is only in this century that the Western songs and the con-
temporaneous Wu songs have been made a subject of scholarship in their
own right. Short essays on the songs tend to deal with such aspects
as the social, the thematic, and the phonological. But the few book-
length studies which have been made are still chiefly concerned with
traditional interests, though not without an eye to the social and
historical context of the time. The most important is Wang Yunxi's

;é@& Liuchao yuefu yu minge > ¥R %3‘?%3@( , which deals mainly
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with the origin of the songs and a widely used figure - pun. Wang's
book, well researched as it is, is very limited in scope. Even within
that limited scope, there is still room for improvement, for he has
not studied all the Western songs, and surely something can still be
said of those he leaves out. On the subject of puns, Wang has compiled
by far the most comprehensive concordance of puns that appeared in the
Wu songs and the Western songs, and has done his readers great service
by pointing out, with ample evidence, that punning was then very much
a vogue in both writing and speech. But he has failed to note some of
the curious features of the puns, such as their repetitiveness, and
failed to comment on their aesthetic appeal.

The next major work is Marilyn J. Evans's unpublished Ph.D.
thesis "Popular Songs of the Southern Dynasties: A sﬁudy in Chinese
Poetic Style," Yale University, 1966. It attempts to discover and
describe some stylistic traits of the Wu songs and the Western songs
by applying to them western techniques of close textual analysis -
something not dissimilar to the "New Criticism". In spite of some
minor errors, and a bibliography so insubstantial that it fails to
even mention YFSJ,49 the study is a useful one. Evans is sensitive
enough to notice a few stylistic traits of the songs, such as the
frequent use of personal pronouns and interjections, and the loosening
of structure through inclusion of unnecessary elememts.>0 There is,
however, no attempt to fully appreciate the non-literary context of
the songs; that the songs, set to music and intended for oral delivery,
should be different from written poetry. One example is perhaps in
order here to illustrate this inadequacy. Evans devotes a major sec-

tion of her discussion to the verbal rhythmic patterns of the lyrics
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and how they enhance the meaning of words, without ever considering
the fact that the lyrics were set to music. An observation about songs
by W.H. Auden and Chester Kallman is worth noting here:

Whenever verse is set to notes, its rhythm is distorted so that,

however precise a singer's diction, a listener who is not already

familiar with the words will at best catch half of them.5?
Elsewhere, the same authors observe:

When, therefore, a line of verse in any language, no matter what

its prosodic principle, is sung, the rhythm the ear perceives

is based on differences in length.52
And the differences in length are largely determined by the music. The
truth in the comment can well be vindicated by our own experience.
Therefore, though it may not be wrong-headed to choose to appreciate
the songs as something written on the page, the poetic effect that
such labours attempt to isolate and describe is certéinly not what the
song makers intended nor what their original audience perceived. The
song makers were concerned with other problems, cultivating other ef-
fects, which are particular to their special medium of communication.
To read the lyrics as written poetry is to miss much of their essence.

Another full length work, again an unpublished thesis, "Nanbei-
chao yuefushi yanjiu" &3t B#AIX #31t 3 by Zhou Chengming & 3% BA
attempts to discuss the full range of yuefu poetry of both the North
and the South within 240 pages. The study is clearly of a cursory
nature, and the result is little more than a collection of material
which is already familiar to scholars and easily accessible elsewhere.
There is yet another unpublished thesis, "The Folk Songs of the South-
ern Dynasties" by Hsieh Sheau-mann, University of California, Los An-

geles, 1973. Within a mere 140 pages of text, the study addresses it-

self to a rich variety of topics concerning the Wu songs, the Western
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songs and a minor type of religious songs Shen xian ge 2P 3% 8k .

Apart from some inaccuracies 53

and some cryptic statements such as
the following:

Buddhism seems to have not much influenced the thinking of the
people since some of its fundamental tenets were also found in
Taoism of this time.>%

The study is also marred by the autﬁor’s not infrequent failure to
argue her points with intellectual rigor, It is said on her p.56, for
instance, that in the songs "lovers' passions were depicted in an un-
conventional way," but that which follows is a mere citation of three
lyrics without the least explanation. As one more example, it is said
on p.71 that the "folk songs of the Southern Dynasties are full of
original and striking images, the people must have been very imagina-
tive or no such images could have been conceivable." But her cited
example provides us with the most hackneyed image in Chinese poetry

- some creeping dodder entangling with a pine - which, so far as can
be known, makes its first appearance in Shi jing, and is repeatedly
exploited in later poetry even before the Southern Dynasties.55 1f
she finds the image original and striking even after knowing the full
history of the image (there is no indication that she did), then some
vindication of her opinion, which she fails to provide, is very much
in order.

General works on yuefu poetry and minor discussions peripheral
tp the yuefu poetry of the Southern Dynasties, may be left out of
this brief reviéw. It should be noted that the Western songs have
never been studied in their own right: they are always studied along
with other poetry, and most often with the Wu songs. Since Wu songs (a

total of 353) greatly outnumber the Western songs (a total of 152), it
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is always the case that the Wu songs receive far more attention, while
the Western songs, in spite of their distinctive character, are
treated as little more than an extension of the Wu songs.

It must also be noted that the songs have never been treated as
what they originally were: a musical-verbal artifact intended for oral
delivery rather than reading, an integral part of a live performance.
To take the songs as written poetry is surely inadequate, since, in
repect of communication medium, the two belong to completely different
orders. The nature of oral delivery, the circumstances of performance,
and the marriage with music, all imposé demands on the lyrics different
from those to which written poetry is subjected. Written poetry can be
pondered upon and read repeatedly until one is satisfied with the
message. But a song must be seized immediately, or it will wvanish,
This temporal nature of songs tend to work against comprehension, for
it does not usually allow the audience to go back and deliberate, as
when they are reading written text. The music also tends to work
against verbal communication in songs, particularly when the songs are
composed in tonal languages like Chinese. Music distorts the tone and
other features of the pronounciation, so that the words in the lyrics
became less readily recognizable. Since tones are one important dis-
tinctive features in the Chinese language, and since, in the case of
Western songs, no obvious attempt had ever ﬁeen made to accomodate the
tones of words to the music,56 one useful feature in verbal commun-
ication is eliminated by the music. Furthermore, in a performance,
there are all sorts of distractions as well as the volatile nature of
attention itself, to hamper efficient communication. All these factors

could be ignored by makers of written poetry, but not by the song-
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makers of ancient times. Sung lyrics appear to resemble written poetry
in form, but in fact have very different demands to meet in order that
they suit a different medium of communication. To treat suné lyrics as
being not substantially different from written poetry is to miss many
significant features of such lyrics.

The Western songs, therefore, still require further study if
their essential nature is to be revealed. New scholarly efforts with a

proper perspective are indeed very much in order.

IV. THE PURPOSE AND APPROACH OF THIS STUDY

The brief review in the previous section has already hinted at
the purpose of this discussion. The focus is on the Western songs as
specimens of oral communication, which I think, points to the basic
nature of the songs. It is hoped that by studying the Western songs
in this light, which has not been attempted before, we may ultimately
know more about not only the essential character of the songs, but
also about some basic characteristics of the oral tradition which was
very much alive throughout the history of China and which is just as
important as, if not more important than, the written tradition, since
it concerned the majority of the Chinese people.

We have in the previous section mapped out some of the problems
facing oral delivery. They are in fact the problems noted at length
by scholars who study the songs of non-Chinese cultures with a full
eye to their musicality and orality. It seems that these problems
impose upon songs certain limitations which have ultimately affected
their structure, rhetoric, diction and imagery. As some critics have

observed, the elements of poetic vocabulary in songs tend to be those
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wnhich require the least reflection to be comprehensihle. Complicated
metaphors which take time to understand would be considered unsuitable.
Images tend to be isolated from each other. They accumulate rather than
develop, and rarely do they extend beyond two lines of verse so that
the aural memory of the listener is not required to hold too much for
too long.>7 But perhaps the most important and the most readily
accessible resource for a song writer in solving the special problems
inherent in oral delivery is "convention". Thus a scholar observes:
"Conventional" is not usually a favourable adjective, and poetry
that is merely conventional is rarely interesting in any
circumstances. But the conventions are functional in songs if
they provide a familiar, comprehensible base for the listener
while he centres his attention on what is novel or artfully ex-
pressed. 58

Another critic writing on Elizabethan lyrics comments similarly:

The familiarity of the convention materials gives the listener
an immediately understandable key to the poem,59

Much of this discussion will in fact deal with the conventions of the
Western songs, which, I think, are fundamental both to the process of
creation, and to the attempt at immediate comprehension. Since some
conventions might have originated from the place of origin of the
songs, the songs will therefore be viewed in close relation to their
regional context. Admittedly, it is possible that some of the music
and the lyrics were worked over by the ji and the upper class who

took an interest in the songs as entertainment, and who might come from
any region in South China. Yet the songs must have retained enough of
their regional charcteristics for the contemporary audience to distin-
guish them from the Wu songs and others. By constantly comparing the
Western songs with the Wu songs and other poetry of the time, I hope

to demonstrate both the distinguishing characteristics of the Western
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songs and the inevitable interactions these songs have had with other
sung poetry. It should be mentioned that the study of the songs as a
basically regional repertory can itself afford much interest, since
the songs represent the next important specimen of literature from the
Jing-Chu region after Chu ci 3{,5% , and Chu ci is considered,
along with Shi jing, to be one of the two great sources of Chinese
literature.

Our discussion will proceed as follows: the next chapter will
deal with the origin and the background of the songs, so that the
songs can be viewed in their proper historical, geographical and
social context.

In the third chapter, I shall tackle the problem of music and
performance. Though the account cannot be comprehensive because of the
paucity of material, sufficient comment can still be made on the sub-
ject to point up some characteristics of the songs.

In the fourth chapter I turn to the themes and imagery of the
lyrics. The discussion will, I hope, lead us to discover some conven-
tions which can evidence the existence of a regional folk tradition.

The fifth chapter will deal with the formal stylistics - proso-
dic features, formulaic language and puns. They are to be examined in
the light of oral communication and how they lend assistance to
immediate comprehension of the lyrics in performance.

The emphasis, as we can see, is on the songs as an oral art. By
appreciating the problems such art may encounter, and how they are
overcome, it is hoped that some major elements of the Western songs,

and of oral literature in general, can be discovered.
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V. SOURCE OF MATERIAL

We shall in the main rely on YFSJ as the source of the Western
songs. YFSJ, as valuable a work as it is, is, however, impaired by
its perhaps over-ambitious compiler. As it is noted in Siku gquanshu

zhongmu tiyao wHZEHERF |

Guo aims at a comprehensive illustration of the development
of yuefu poetry, hence his collection is quite uncritical.®0

Consequently, there are included in Guo's work some poems which resem-
ble yuefu poetry either in the title or in a few lines, but actually
do not belong to the genre at all. Therefore, in order to make sure I
do not use spurious songs as source material, I compare YFSJ with
GJYL and exclude from consideration all those song titles and their
lyrics which are not found in GJYL. GJYL was compiled>in the Chen
dynasty Qhen the Western songs still enjoyed great popularity. We have
therefore good reasons to trust GJYL rather than YFSJ. As a result
we have excluded from the discussion several works by the literati
and a song of dubious origin: Wu gi qu 1L w , (to which Emperor
Jianwen of Liang and other poets wrote some lyrics;) Guke ci ‘?%35’(
(by Yu Xin B 13 ,512-580),61 vongzhou qu % N & (by Emperor
Jianwen of Liang), Bai fu jiu © 2% (by Wu Jun %3 ,469-520),
and Changlin huan % #x%k_ . This last was first mentioned by Du
You who thought that perhaps it occurred between Liu Song and Liang,
but the only extant lyric of which was a Tang composition.62

Editions of YFSJ from as early as the Song dynasty are still
avaliable today. The earliest extant edition (Song) was reproduced in
fascimile in 1955 by Zhonghua shuju “?3§*g5? . The next earliest ex-

tant edition dates from the Yuan dynasty, and was printed in 1340. A
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good number of copies of this edition can be found in such prestigious
libraries as Beijing National Library, Naikaku Bunko ﬁ?ﬁﬂﬁlﬁi and
Seikado Bunko %%j%éiﬁ¥§: . The Ming book collector Mao Jin reprinted
this Yuan edition, but not without first collating the text with a
Song edition available to him.®3 Mao's edition, which is collected
in SBBY and SBCK, became the most influential of all editions un-
til recently. In 1978, a punctuated edition of the work was produced
by Zhonghua shuju, Beijing. It is by far the most useful, not only
because an index of song titles and authors iz appended to the end ,
but also because of the quite remarkable scholarship that has gone
into the collation. All YFSJ textual references will accordingly be
references to this edition. Other editions have, however, been consult-
ed on various points.

Finally, a word about translation may be in order here. The
translation aims at providing the literal sense of the original. No
serious attempt is made to convey the poetic excellence of the songs.

The transliteration, as it will have been noted already, is based on

the Pinyin system,



CHAPTER II

THE PREFACES AND THE BACKGROUND

I. INTRODUCTION

To understand songs, particularly folk songs, we are usually
required to perceive tﬁé supporting musical, social, and historical
context. Songs are contextual. They exist in a specific place, at a
specific time, and they are sung by specific people usually for some
particular purposes. In this chapter, we shall enquire into when and
where the Western songs were made, and into the people and their lives
in that particular milieu.

Information on the origin of the songs and the life of common
people is, however, hard to come by. Very few material survives. The
Treatise on Bibliography in SuS has recorded some works which appear
from the titles to deal with yuefu poetry of lowly origin. Unfor-
tunately all are lost. Quotations from a few of them survive in works
of later dates, and they become important sources for the present
study. Other relevant materials are scattered among the treatises on
music in dynastic histories and later works on yuefu poetry such as
YFGTYJ. Fortunately for students of yuefu poetry, Guo Maogian, who
compiled the YFSJ, has gathered most of these materials in his pre-
faces to the songs, and they are the most important source on which
any enquiry into the origin of the songs must be based. Hence in what
follows, I shall give a full translation of the prefaces. After each
translation, I shall provide a commentary. I shall give also the pre-

Song (960-1279) sources where the same or similar versions of the

origin are found.! Where a variant version differs significantly
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from the one given in Guo's preface, I shall include that version in
the translation. There are a number of songs for which Guo has not
provided a preface. In such cases, whenever material is available, I
shall furnish a supplement. It should be noted that Wang Yunxi has
provided some very learned commentaries to a few of the prefaces in
Liuchao yuefu yu minge, pp.93-101, Yet even on these few prefaces, I
shall try to add to the discussion some new information which either
strengthens an old opinion or sheds new light on a problem. The pre-
faces and commentaries will serve as a basis for the discussion of
dates and places of origin which follows. Once the dates and places
are determined, I shall proceed to examine the authorship of the ly-
rics, the people of the locality and their life, so far as they are

relevant to the understanding of the song repertory.

II. PREFACES TO THE SONGS
1. Shicheng yue & ™ g
YFSJ 47.689:

It is said in JTS, Treatise on Music: "The song Shicheng yue
was made by - Zang Zzhi T "B, (400-454) in the Song dynasty
(420-479) . shicheng was situated in Jingling %G PA_ (which had
its capital at modern Zhongxiang 2% 3% in Hubei). Zhuang %Zhi
was once a governor there. One day as he was gazing out over the
city from the top of the citadel, he heard some youths singing
in clear voices. Thereupon he made this song." Thus it is noted
in GJYL: "Formerly Shicheng yue was performed by sixteen
dancers."

Other sources: TD 145.758; YFGTYJ 1.10a; JTS, Treatise on
Music, 29.1065.

Commentary:

According to his biography in SosS, 74.1910, Zang Zhi held
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the post of Internal Officer Y ¥_  for the Jingling kingdom
before he was thirty. The song was probably created then. The
biography, however, mentions nothing of his composing any songs.
But it does mention that at the end of his life, when Zang raised
a rebellion against the court and was defeated, he brought with him
some ji and concubines 23 F on his flight. Since ji is mainly
to perform music, we may infer that the man was not indifferent to

the art.

Wa ye ti JafL %
YFSJ 47.690:

It was said in the Treatise on Music of JTS: "Wu ye ti was

the creation of Liu Yiging 2| 5\% (403-444), the Song Prince
of Linchuan B& 1 % . In the seventeen year of Yuanjia %&
(440), Liu Yikang 2l R & (409-451), the Prince of Pancheng
324X =, was +ransferrad to the Yuzhang commandery <2 % 2p
(around Nanchang /& § , Jiangxi). Yiging was at that time
the military governor of Jiangzhou 3z #| & (which had its -
capital at modern Jiujiang »s= , Jiangxi). When Yikang
arrived at the city, he was greeted by Yiging, and they both
wept. When Emperor Wen 3 7 (407-453) came to hear of this,
he was alarmed and hence summoned Yiging to the capital. Yiging
was filled with great fear. One night his ji heard some crows
cawing. Delighted, they knocked on others' chamber doors and
said: 'Tomorrow our lord will be pardoned.' That year saw Yiging
transferred to the governorship of Nan Yanzhou #H %M . He hence
made this song. The refrain goes:

Every night I look forward to my love coming,
I try to push open the window, but it won't yield.

@%ﬁ*@ BB .
B HE M.

The extant lyric does not, however, seem to be what Yiging
wrote. Jiaofang ji %4 ¥ %z [by Cui Linggin & 4-8x_
(fl.mid~eighth century)] provides another account of its origin:
"The Wu ye ti came about as follows: in the twenty-eighth
year of Yuanjia (451), Liu Yikang, the Prince of Pangcheng, was
banished because of some offence. When he arrived at Xunyang

12 (modern Jiujiang 3% ), the military governor of
Jiangzhou, Liu Yiji %{ % % (415-447), who was also the Prince
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of Hengyang BB E , made him stay and held banguets in
his honour. Ten days elapsed but there was still no sign of Yi-
kang leaving. The Emperor on hearing of it flew to a rage and
sent both of them to prison. Later, the Princess of Kuaiji i
(£1.440), who was the elder sister to Yikang, found an opportu-
nity to be at a banquet with the Emperor. During the banquet, she
rose and knelt before the Emperor, who, not comprehending, tried
to stop her. The Princess said in tears: 'By the end of this
year, my lord would perhaps tolerate no more of Juzi - 3 S
Juzi was the pet name of Yikang. Thereupon the Emperor pointed

at Mount Jiang % ™ and replied, 'Surely there shall be
nothing of this, or I will be unworthy of my sire in the Chuiling
tomb ¥ F tk .' Emperor Wu i # (father of Emperor Wen) was

buried in Mount Jiang , hence Emperor Wen pointed at it to make
an oath. The Emperor then gave orders to take away the remaining
wine and to deliver it to Yikang with the following message: 'I
had been drinking with our sister of Kuaiji. We were happy and
missed you.' Yikang was thus pardoned. Before the courier arriv-
ed at Xunyang, those members of Yiji's household knocked on the
prison wall behind which the two princes were kept, and said:
'Last night the crows cawed. The Emperor's pardon should be on
its way.' Before long the courier arrived, and the princes were
released, This is how we come to have this song." According to
the dynastic histories, it is Yikang, the Prince of Linchuan, who
governed Jingzhou. But here Cui claims that it is Yiji, the
Prince of Hengyang. The mistake must have crept in during the
course of transmission. It is said in GJYL: "Formerly Wu ye

ti was performed by sixteen dancers." In Yuefu jieti & % %845,
there is this remark: "There is also the song Wu gi qu. It is
not known if it is the same as Wu ye ti."

YFSJ 60.872 (on lyrics to the gin % music):

Xu

Li Mian %%  (717-788) thus says in Qinshuo %34 , "wu

ye ti was created by the daughter of He Yan 171 % (190-249).
He Yan was once put into prison. At that time two crows were
roosting on the roof of his house. His daughter, hearing their
caw, said: 'The caw sounds auspicious. My sire will surely be
pardoned.' Hence she made the music." There is among the Western
songs of the Qingshang section another Wu ye ti which is the
creation of the Song Prince of Linchuan. The origins of the two
songs are different, but their themes are quite similar.

Jian 1% 8% (659-729), Chuxue ji #2¥ 3z 16.386:

Liu Yiging, the Prince of Linchuan was once the military
governor of Jingzhou #|H{ . When he was summoned by Emperor
Wen, everyone in his household was seized with great fear. One
night, his ji heard some crows cawing. Thereupon, with heavy
anxiety, she made the song Wu ye ti.

Other sources: TD 145.758; YFGTYJ 1.9b-10a; Baishi liutie & kKirVE
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13.216; JTS, Treatise on Music, 29.1065.
Commentary:

There seems to be two Wu ye ti. At least one modern scholar,
Ren Na 1% 3% (1894- ), holds this view.2 Li Mian's biography is
found in JTS 131.3636 where he is described as "being adept in
gin playing and fond of making poetry." jéﬁijgwﬁf%ggﬁ. While we
may acknowledge his expertise in gin music, there are, however, a
few points in his account that raise our suspicion. I am unable to
discover any earlier account about He Yan similar to Li's. Pei
Songzhi Z *5F X (372-451), when commenting on the Sanguo zhi

= & &= , quotes Weimo zhuan F% F 1% as stating that
a son was born to He Yan.3 But there is no mention of his having
any daughter. Moreover, the music was not mentioned until the
Southern Dyansties. The following are the earliest works that refer

to Wu ye ti either directly or allusively: Yu Jianwu's Biﬁi%‘

(487-551) "On Dances" 3% ;4 Yu xin's ®AE (513-581)
"Playing the gin" % % ,5 Xiao Que's FH & (£1.550)
"Listening to gin music" F& FH ,© and Lu Qiong's [% 3%

(537-586) "At a banquet in Xuanpu, each was to write a poem on an
object, and I was assigned the zheng" % || 5«2\334'%71"3%5 7 a1
of them were written in the later half of the Southern Dynasties.
We could perhaps dismiss Li's story and conclude from the other
sources that the dance song and the gin music of the same title
must be related.

The remaining three versions of the origin of Wu ye ti require
further comments. The version in Jiaofang ji is inaccurate in a

number of details. As Guo Maogian has commented already, Yiji's
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biographies in the dynastic histories ( SoS, juan 61; Nan shi,
Jjuan 13) mention nothing of his ever assuming the governorship of
Jiangzhou. Furthermore, he died in the twenty-fourth year of Yuanjia
(447), at the age of twenty-three, four years before the story as
told in Jiaofang ji is alleged to have happened. The other major
character of the story , Yikang, was held in custody‘in Ancheng iﬁm&
(near modern Anfu % XB , Jiangxi) from the twenty-second year of
Yuanjia (445) for his involvement in an unsuccessful plot against
the throne. In the first lunar month in the twenty-eighth year of
Yuanjia (451) he was executed. Thus he could not have travelled
that year to Xunyang and met either of his brothers: Yiji or Yiging.
For that matter, by 451 Yiging had been dead for six years. The
portion in the story about the Princess of Kuaiji is similar to
another record found in Yikang's biography in SoS, 68.1795. But
SoS puts the incident between 440 and 445, and Zizhi tongjian

B s i %8 123.3888 puts it specfically under 440. According
to the two histories, the princess's supplication was neither
prompted by Yikang's imprisonment, nor resulted in his release. In
view of these many inconsistencies with dynastic histories, we
should consider the account in Jiaofang ji as unreliable.

On the other hand, the version in JTS agrees closely with
other dynastic histories. According to the Annals of Emperor Wen in
SoS, juan 5, Yiqing was appointed military governor of Jiang-
zhou in 439. By the tenth month of the next year, he was transferr-
ed to the military governorship of Nan Yanzhou. The same month also
saw Yikang's new appointment as military governor of Jiangzhou and

the execution of his political supporters. This happened barely



29

twenty days before Yiging's transfer. According to Yikang's bio-
graphy in SoS, before his new appointment,Yikang had been imperi-
ous and indiscreet. He had gained immense power at court and tended
to treat the Emperor rather as a brother than the sovereign of the
empire. Worse still, his henchmen had been making moves, without
his knowledge, to place him on the throne. Hence the Emperor's move
to demote Yikang and stamp out his supporters. Yikang's new appoint-
ment was in effect a banishment. The dynastic histories mention
nothing of Yikang meeting Yiging. But Yiqing, who was the military
governor of Jiangzhou before Yikang's appointment, might still have
been in Jiangzhou to welcome his brother. The record in JTS is
highly possible, if not necessarily true.

One point about the story, however, creates some doubt about its
authenticity: The association of crows' caw with amnesty 4did not
appear in record until late in Tang dynasty.8 Zhang Ji Zﬁ\i%
(768-830) in "A tune of crow cawing" & % %l ,2 and Yuan Zhen

Zs 3R (779-831) in "On hearing Yu Jizhi playing Wu ye ti on
the gin" F& B4 2 1% H & 2% 3| .10 poth refer specifically to
the crow myth, and they are both poets of mid-Tang. It should be
remembered that Qin shuo, Jiaofang ji, YFGTYJ and TD - wherein
the superstition forms the backbone of the story - all belong more
or less to the Mid-Tang period.11 It is hence very likely that
the superstition took shape only in the Tang dyansty, and somehow
got into the story of Wu ye ti.

In contrast, the version in Chuxue ji seems to be more relia-
ble. It matches well with the mood of frustration and anxiety which

marks the refrain of the song. It is, moreover, not entirely incom-
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patible with the JTS version . Perhaps at the demotion of Yikang,
Yiging was summoned to the capital for a new appointment but with-
out his knowing the reason. His household had good reasons to be
anxious since they must have heard of the latest misfortune that
befell Yikang and his supporters. In a spell of anxiety, a certain
Ji composed the music on a gin, and it must have been developed

later into a dance song.

Mochou yue X R
YFSJ 48.698:

It is thus said in the Treatise on Music of JTS: "Mochou yue
derived from Shicheng yue. There was in Shicheng a woman named
Mochou # % who was a superb singer. In the refrain of Shi-
cheng yue, there are the words "wang chou" & %&. (forget the
sorrow). For these reasons, the song was thus named." In GJYL

it is thus noted: "Mochou yue is thought to be the music of

the Man~§§ people. Formerly, the music was performed by sixteen
dancers, in Liang times, eight." The following remark is found
in Yuefu jieti ¥ % #3R8 : "In an old lyric there is mentioned

a Luoyang %%\?% girl named Mochou. The two are not the same."

Other sources: Chuxue ji 15.378; YFGTYJ 1.10a; JTS, Treatise
on Music, 29.1065.

Commentary:

GJYL is quoted in Chuxue ji, Taiping yulan 571.4a, Wu Shu's
S (947 -1002) Shilei fu % X8 58 11.3b and Wuse
xian R 2.%% 2,22a, to give more or less the same story as found
in JTS. The quotations, however, vary slightly from text to text.
Little is known of Mochou. GJYL is quoted in Wuse xian as

stating the following:
Mochou yue came about because of a ji in Shicheng. There
was at the west of the city a woman named Mochou who was
superb at singing. And there are in Shicheng yue the words

"I, Mochou" & B . . For these two reasons the song was
thus named.
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It differs sharply from the guotations in all other sources on two
points: first, Mochou is specifically identified as a ji; second,
the lyric of Shicheng yue is said to contain the phrase "jie
Mochou" 53:3;%§~ rather than "wang chou". Wuse xian does not
usually guote verbatim from its sources. The phrases "jie Mochou"
is highly improbable, since "jie" referring to woman does not once
occur in the anonymous Western lyrics. The woman persona usually
refers to herself as "nong" 1%2 or "wo" ﬁi , Ppronouns
which are also used by men and do not imply formality or subordina-
tion as "jie" does. It is an important stylistic distinction of
the songs and should not be ignored. Yet despite these indications
of unreliability, Wang Yunxi surmises on the basis of it that Mo-
chou the ji must have sung Shicheng yue superbly, so either she
or others remade the song to suit her voice even better, and the
song is thus named after her.'? Plausible as it is, the surmise
lacks substantiation.

A lyric about another Mochou is mentioned in the song preface.
The work is found in YTXY 9.la-b, and is anonymous.13 This
latter Mochou resides in Luoyang, and features often in the poetry
of the Southern Dynasties. A poem titled "Luoyang dao" 3% BB {4
by Cen Zhijing A= 3 (518-579) ends as follows:

We have, too, the one who can make our guests stay -
Mochou in her fresh beauty.

% A HE BE
3R h B,

The two women must have been equally well known in the Southern

Dynasties. Yet no relation has ever been discovered between them.
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The music Mochou yue is said to derive from Shicheng yue. A
lyric to the tune Mochou yue goes as follows:

Mochou, where is she ?
She is at the west of Shicheng.

T L A
B R BN

14

Mochou yue, like Shicheng yue, arose from Shicheng. Some
relation between them is hence possible. A lyric to the tune
Shicheng yue goes:

Bend the fingers and dance to "wang chou" (forget the sorrow),
We are both in our prime.15

436, 4% 3 ® 3, |
Hg Bl & B 5 .

The lines suggest that "wang chou is a part of the song Shi-
cheng yue. ;ﬁ (GSR 802a, Anc. Chin. mak) and o

(GSR 742i, Anc.Chin. m}wang) are phonetically close enough to
render substitution of one by the other possible. "Wang chou"
might therefore be read as "Mochou". This supports further the

claim of a derivative relationship between the two songs.

Guke yue 1& /\g%
YFSJ 48.699:

Thus it is said in GJYL,"Guke yue is the creation of the Qi

Emperor Wu ﬁ?fvﬁF (440-493). When he was still a commoner, the

emperor once travelled to Fang and Deng. After he had come to

the throne, he reminisced on the past and made this song. He then

ordered Liu Yao & #% , the Prefect of the Music Bureau, to
arrange it for playing on strings and winds. But this was not
successful. Then he was told of a Buddhist monk Baoyue FAq

(£f1.480), who was very proficient in music. So he asked this monk
to arrange the song for performance. In ten days' time, the song
was at last played harmoniously. The Emperor then gave orders to
the singers that they should always repeat the words "gan yr'é%ii
$ﬁ3§ﬂ§3*~ﬁ§ 16 me song is still in circulation in the
present day. Baoyue later submitted two more lyrics to the Em-
peror. The Emperor had several times travelled on a dragon boat
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to Wucheng 3 *#\ (near modern Nanjing # & y17 for sight-
seeing. The sails weremade of red Yue # cloth; the rigging, of
green silk. The punt-poles were tipped with brass. All the pole
holders and oarsmen put on light yellow trousers, which were
made of cloth from Yulin ¥ %k . They were to dress thus on the
boat and line up in rows 1% 3= K B . 18 presently,
the Emperor's palace still stands at Wucheng. The dance was per-
formed in the Qi dynasty by sixteen dancers; in Liang times,
eight." The Treatise on Music in Tangshu contains this remark:
"In Liang times the song was renamed 'Shanglii xing' FIEIT "
Other sources: TD 145.758; JTS, Treatise on Music, 29.1066.

Commentary:

The Emperor came to the throne in 483 at the age of forty-four.
It was only four years ago that his father Xiao Daocheng 'égii;ﬁﬁﬂ
(427-482) had usurped the throne of the Liu Song family. Before
that, Xiao Daocheng, who was of humble origin, had served mainly in
the army. As he rose to power through a number of military success,
his son began to take some minor offices in the government.. At one
time he was the Gentleman in Attendance in the kingdom of Xunyang

j%.pgléﬂiﬁ;ﬁﬁ , and later became the magistrate of Gan (near
modern Gan xian ?%f%ﬁ , Jiangxi) ?%%4?~ . One of his lyrics to
the tune Guke yue goes as follows: (YFSJ 48.699)

Once, after an errand to Fan and Deng,

The ebb caused me to stay at Meigen Bank.

The heart quivers when this I recall,
Feelings swell, words fail.

F &9 2 e 14,
TR 45 1R & .
AR BIE S .
SRR TN

Fan, Deng and Meigen *& ¥§_ (west of modern Guici ﬁ?%ﬁu ,
Anhui) all lie in the vicinity of Xunyang and Gan. The Annals of Qi
in Nan shi &) &_ , 4.126, describes the Emperor as being "quite
given to travels, feasting and other luxuries."iﬁ\/i-fi«@@’ﬁ&?i% 19

Several instances recorded in Xiao Yi's %ﬁ k3 1 (508-554) Jin-
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louzi 213 T+ , 1.25b-26a, demonstrates beyond doubt his ex-
treme fondness for folk music:

Emperor Wu of Qi once visited Fenghuolou ¥% >+ with his
ministers and princes. The building was at Shitou =% ¥ (in
Nanjing). There he asked the Prince of Changsha Jf& 3+ =% , Xiao
Huang % % , to sing him the songs of Ziye -+ #_ . At the
end of each song, he was so moved that he hit the couch with a
ruyi v & sceptre (which was made of rhinocero horn), till

it broke into pieces. That day he broke several sceptres.

When his much beloved concubine the Beauty He (3 &% Ao died,
Emperor Wu of Qi was deeply sorrowful. Later, while hunting
pheasants, it happened that he climbed up some rocks and saw her
tomb. Thereupon, he gave orders to have the mats spread for a
musical performance, and asked the singer Chen Shang TR to
sing. Chen sang some popular Wu songs. The Emperor, on hearing
the songs, covered his face with both hands and sighed for a long
while. He then bestowed on the performers thirty thousand coins
and twenty rolls of silk.

Of the monk Baoyue we know next to nothing. The following is
taken from Nan Qi shu, Treatise on Music, 11.196:

The song Yongping yue X Z was created by Xiao Ziliang
%% B_ , the Prince of Jingling -E % £ , and some members
of the literati. Each of them wrote ten lyrics to the tune. Among
them, those by the monk Baoyue were the most exquisite. The Em-
peror used to have them performed with an orchestra.

The monk appears to possess exceptional poetic skill. The Emperor
here is none other than Emperor Wu of Qi. In Zhong Rong's §§0%§

(469-518) Shipin % % , there is another record of the

monk:

The Reverend Huixiu % 1& EA_ , the Reverend Daoyu fg_ﬁk«tzk ,
the monk Baoyue:

The two foreigners Yu and Bai have written some lines of excep-
tional beauty. As to Xinglu nan 3% , it was originally
the work of Chai Kuo A7 from Tongyang # % . Baoyue
once stayed in his house. It so happened that Chai Kuo died
then. Baoyue availed himself of the chance to steal the work and
claimed it as his own. Later Chai Kuo's son brought his father's
written script to the capital with the intention of suing
Baoyue. But Baoyue made him a great gift and stopped him.20

Yu and Bai were usually taken to be the surnames of Baoyue and

Daoyou respectively. A modern scholar, Chen Yanjie 19 & .
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however, suggests otherwise:

Quan Deyu's:ﬁ§4§‘§g (759-818) "Farewell to the Reverend Qingjiao"

1% 3F % 2A 3% contains this line: "Your excellent poetry is

now on a par with Kang Baoyue's."ﬂis}ﬂlﬁ?ziéiﬁ Thus Baoyue

was not surnamed Yu. The graph 22_ and JR_ are alike,

hence the corruption.21
Quan's poem goes on to heap praises on Qingjiao:

Your "pure talk" approaches Xie Linchuan's of the early time.22

>§ ex_i% 5 3 B

The two lines make a couplet. Xie is the renowned poet Xie Lingyun
L %EEE& (385-433%) whose last office was Inner Of ficer of Lin -
chuan BE Wm™3%_ . There is little doubt that Kang Baoyue is our
Baoyue, who, like Xie Lingyun, lived in the time of the Southern
Dynasties. Since Baoyue was not a Han-Chinese, he was more likely
surnamed Kang 2@, . Foreign monks of the time used to assume the
name of their native countries as surnames. Baoyue probably came
from Samarkand, or Kanggquo Zﬁ_@g as 1t was then called in China.

That Baoyue was a foreigner may help to unravel a mystery inbthe
song preface: in spite of their expertise, the musicians in the Mu-
sic Bureau failed to provide the appropriate accompaniment to the
song, and it was left to a monk to accomplish the task. We shall in
the next chapter examine the strong influence of foreign music on
the local songs of the Jing-Chu region, It is possible that Emperor
Wu might have picked up the tune Guke yue during his stay in Xun-
yang, or that he composed his tune in imitation of the local songs
there. Since the local music was much coloured by foreign influence,
a foreigner like Baoyue might be therefore better equipped than the

court musicians to arrange the song for orchestral playing.

There are, however, some more problems concerning the song pre-
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face. It is not known why the song about the Emperor's private re-
miniscence should be titled "Guke yue" (Song of Merchants). One
may wonder further what the latter part of the passage has to do
with the song at all. A line in the record " AR 33 w0 " in
fact make little sense., A Ming scholar Yang Shen (1488-1559) seems
to have seen a different version of the record. He is discussing
Guke yue in Danyan zhonglu ¥ 8z ?ﬂ‘ﬁi, 21.15b, when he says:

The pole holders and oarsmen put on light yellow trousers, which
were made of cloth from Yulin, and danced.

A5 R B B NI R

Perhaps 7§ is a corruption of another character ﬁ (dance).
The song might be about the emperor's experience when he travelled
from Fang-Deng to Meigen in the company of some merchants. As we

shall see in the discussion of Sanzhou ge, merchants of the time

used to sing on board.

Xiangyang yue i%&
YFSJ 48.703:

It is said in GJYL: "Xiangyang yue was created by Liu Dan A
(433-459), the Prince of Sui Mg = , in the Song dynasty.
Liu Dan in his early career was once the governor of the Xiang-
yang commandery (of which the capital is the modern Xiangyang,
Hubei). In the twenty-sixth year of Yuanjia (449), he was made
military governor of Yongzhou 3EM HFdR_ (of which Xiangyang was
the capital). Once at night, he heard some girls singing. There-
upon he made this song. The refrain goes like this:

Oh Xiangyang, it is joyous at night.

AL T

Formerly it was performed by sixteen dancers; in Liang times,
eight." There is another song Dadi gu X Y% & (Song of the
Great Dyke), which derived from this song. Furthermore, Emperor
Jianwen of Liang ﬁﬂ’t’% (503-551) has written ten songs on
Yongzhou which include Dadi, Nanhu, #%A and Beizhu >t 3.
etc. Another Xiangyang yue is mentioned in TD: "It is record-
ed in Pei Ziye's E A i (469-530) Song lie Z ¥- (A Brief
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History of Song) that when Liu Daochan B A (£1.430), Mar-
quis of Jin'an F-3#1% , was the Grand Administrator of Xiang-
vang, the place was very well governed. People enjoyed their
work and the place was packed with households. Even the barbar-
ians submitted to his rule, and they all settled along the Mian
2% river. The people made a song about all this and it was
titled 'Xiangyang yue'." But this last is different from the
one of our concern.
Other sources: SoS, Treatise on Music, 19.552; TD 145.758;
YFGTYJ 1.10a; JIS, Treatise on Music, 29.1065;
XTS, Treatise on Rituals and Music, 22.474.
Commentary:
The relation of the two Xiangyang yue has been a matter of
much contention. TD gives first an account of the government
of Liu Daochan and the circumstances that brought about the first
Xiangyang yue, then proceeds to describe the second, without
making explicit whether there was a connection between the two
songs. While Wu Jing, Guo Maogian and the compilers of JTS tend
to deny any relation, modern scholars such as Wang Yunxi hold quite
the contrary. Wang holds that in the time of Liu Daochan, the song
was merely a vocal piece. Liu Dan came to hear of it when he was
governor of Yongzhou, and rearranged it for performance by orches-
tra.23 Wang's view is plausible. It appears from the account of
GJYL that Liu Dan made his song on the basis of what he had heard.
He was governor of Yongzhou seven years after Liu Daochan, so the
song he came to hear might perhaps have been the Xiangyang yue of
Liu Daochan's time. SoS, Biography of Liu Daochan, 65.1719, seems
to be implying such a connection too:
Liu Daochan's achievement as governor of Yongzhou was all the
more spectacular. The Man barbarians, who had been refractory
were now all submissive. They moved out of the mountains and
settled along the Mian river. People found enjoyment in their

work, and the place was packed with households Hence arose the
song Xiangyang yue. It originated in the time of Daochan.
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The author Shen Yue %3¢ (441-513), who had lived through
the period, was perhaps writing the last sentence with the later

and more popular Xiangyang yue in mind.

According to SoS, Treatise on Provinces and Commanderies ﬂ{EF ’

37.1135, it was in the year 449 that Xiangyang, Nanyang A 1%

4

Xinye FME¥ , Shunyang M8 '3 and Sui were formally incorporatied
into Yongzhou. Xiangyang became the administration centre. Hence
Liu Dan in his capacity as military governor of Yongzhou should
have been stationed in Xiangyang. His biography in Sos, 79.2025-
2037, mentions his appoinment as governor of Yongzhou in 449, but
nowhere is it recorded that he held office in Xiangyang or Yongzhou
before that time. According to SoS, Annals of Emperor Wen, 5.100,

Liu Dan was made military governor of Guangzhou 2g,*f in the

twenty-eighth year of Yuanjia (451). Therefore his government in

Yongzhou spanned two years only (449-451), when he was between

seventeen and nineteen.

Sanzhou ge = MABkK
YFSJ 48.707:

Thus it is noted in the Treatise on Music of JTS: " San-

zhou is a song of merchants." GJYL gives the following:

"Sanzhou ge - Traders travelling to and from Sanjiang kou ===
at Baling Z.F%  (modern Yueyang 4 7% , Hunan) created this
song together. A line from the lyric is as follows: 'Weeping and
parting come together.' P&t 3K R On one occasion, in
the eleventh year of Tianjian (512), Emperor Wu =& # (464~
549) of the Liang dyansty finished expounding Buddhist teachings
in Leshou Hall %% Z %% . He made the ten Bhadanta oh#& 5387
(Reverend Priests of Great Virtues) stay, and gave orders to
have music performed. Furthermore he asked everyone to put ques-
tions to him and he would respond with quotations from the sutra.
Next he asked Fayun 3% ‘% (467-529): 'It is known that Your
Reverence is gifted in music. What do you think of the song ?'
Fayun respectfully replied: 'The heavenly music is sublime. One
with superficial knowledge would not have heard of it. However
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your humble servant does find it somewhat too plain and wonder
if it could be modified.' The Emperor thereon decreed, 'It
should be modified as Your Reverence wishes.' Fayun henceforth
said: 'Joyous union should preceeds parting. "Weeping and parting
”ﬁ’ﬁ3‘?! might as well be changed into "happiness and

joy" ?%yﬂ%i*; .' Hence the song now. The refrain goes:

Three islets divide the river mouth,

Water flows along the deep winding bank.

Happiness and joy come together,

Long my thoughts of you.

= N BASE =,
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Formerly it was performed by sixteen dancers; in Liang times,
eight."

Other sources: TD 145.758; JTS, Treatise on Music, 29.1067.

Commentary:
According to Yue Shi's Moy (930-1107) Taiping huanyu ji
x5 3E 7 iy , 14b.12b, Sanzhou (Three Islets) were among the

largest islets in the Yangzi river. They laid close to Zhijiang
county &z %%\ , which is in the proximity of Baling.

The biography of Fayun is found in Xu Gaoseng zhuan .ﬁ?\%rﬁ?f%
6.15a where he is claimed to be descended from the renowned general
of Western Jin, Zhou Chu )ilé& (240-299). Yet nothing is mentioned
of his expertise or interest in folk music. It seems true, however,
that at one time the lyric read "weeping and parting". Xiao Tong

‘@ﬁﬁi; (501-531) thus closes his poem "On the Zheng-player"
IR T A

She played, furthermore, the song Sanzhou,
Who would think any more of the springs in Jiuyuan 224

EoAE = oH W,
A B R

His brother Xiao Yi %ﬁé%’ (508-554), who later became Emperor

Yuan of Liang, writes a poem in reply. The last two lines read:
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Regretful that I ever spoke of weeping and parting,
Hence this sorrow of today 12

A PR

A ORA e %,

He is undoubtedly alluding to the original lyric of Sanzhou ge.
Sanzhou ge is the only song for which communal authorship is

claimed. How it actually happened is, however, not known.

7. Xiangyang baitongti % 1% &4F %
YFSJ 48.708:

Thus it is said in the Treatise on Music of SuS: "When Emperor
Wu of Liang was still a governor in Yongzhou, there was a
children's song which runs:

White copper hoofs of Xiangyang,
Bound are the people in Yangzhou.

15 v IR 5H.
248 B M 2.

Those who understood explained: '"White copper hoofs" means
"golden hoofs". That is "horse". "White" is the colour of gold.'
When the army of Emperor Wu gathered for war, the force was
strengthened with a number of stalwart horses. People in
Yangzhou were in the end bound up, just as the song had
predicted. As the Emperor came to the throne, he created a new
tune. He himself wrote three lyrics to it, and ordered Shen Yue
to write another three, all of which were to be performed with
strings and winds." GJYL gives more details: "Xiangyang da
tongti io%sa%ﬂ S% (Copper Hoofs Treading on Xiangyang) was
created by Emperor Wu when he set out for the east. Shen Yue
wrote the refrain which goes:

White copper hoofs of Xiangyang,
Come The Sagacious Lord in accordance with Qian.

% B wsh .
FER I K.

In the beginning of the Tianjian era rS. (502-519), it was
performed by sixteen dancers; but later by eight only."

Other sources: SuS, Treatise on Music, 13.305; TD 145.758.
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Commentary:

YTXY 10.8b, Yiwen leiju 22X3§. 3%  43.8a, Sus 13.305,
Chuxue ji 15.377 (citing GJYL), Wenyuan yinghua X3 AF
201.9a and Taiping yulan 573.6a (citing GJYL), all give the
title as "Xiangyang baitongti" (White Copper Hoofs of Xiangyang).
TD 145.758 and YFSJ (citing GJYL) give a different title:
"Xiangyang da tongti" (Copper Hoofs Treading on Xiangyang). In
view of the refrain, the former title seems more correct,

The children's song has a history which goes back to the Liu
Song period. Thus it is recorded in Nan Qi Shu, Treatise on the
Five elements, 19.381:

During the years of Yuanhui T THL (474-477), a children's
song went as follows: :

White copper hoofs of Xiangyang,
Slain are the sons of Jingzhou.

E 1% vi@sH.

EVES S N = AN
Later, when Shen Youzhi >20X=x_ (?2-478) rebelled against the
court, the governor of Yongzhou, Zhang Jinger 2E o W (?2-483)

attacked Jiangling 32 F& (in Hubei), and slew the sons of
Shen - Yuanyan b ¥X and others.

Children's songs have long been considered as a kind of prophesy.
The following from Zuo zhuan 2if§ , Duke Xi &% , year V
(B.C. 655), which has been translated by James Legge, may further

illustrate the superstition:

In the eighth month, on Xéah-woo # , the marquis of Tsin
laid seige to Shangyang P&  (the chief city of Kwok
B4\ ) and asked the diviner Yen T[& whether he should

succeed in the enterprise. Yen replied that he should, and he
asked when. Yen said: "the children have a song which says:
Toward daybreak of Ping &
Wei A of the Dragon lies hid in the conjunction of the
sun and moon.
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With combined energy and grand display,

Are advanced the flags to capture Kwok.

Grandly appears the Shun ?% star,

And the T'den-ts'ih X & is dim.

When Ho X_ culminates, the enterprise will be completed.

And the duke of Kwok will flee.
According to this, you will succeed at the meeting of the 9th
and 10th month. In the morning of Ping-tsze A , the sun
will be in Wei, and the moon in Ts'ih %i , the shun-ho %% X

will be exactly in the south: - this is sure to be the

time."26

The treatises on the Five Elements and Astrology in dynastic
histories from Han to Tang provide several other instances of the
superstition. It is even claimed in Jin shu ‘%%ég 12.320 that
the planet Mars, or Yinghuo %%ﬁ%& , when in a state of abnorma-
lity, might come down to Earth as children, who then sang and pro-
phesied. The superstition, as might be expected, could easily lend
itself to use by cunning politicians, who, by creating and inter-
preting children's songs themselves, might hope to achieve politi-
cal gains. Zu Ting A& 3& (f1.560) and Bian Bin T #%% (445;
500) were notorious examples.27 One may wonder in the case of
Emperor Wu whether he might not have made up the song himself. It
would serve both to undermine his enemy and to add legitimacy to
his claim to the throne (the will of Heaven working in his favour).
Though the prophesying power of children'songs may strain our
credibility a little, the account in SuS is on the whole accurate
in historical details. At the end of the Qi dynasty, when the
empire was so misruled by the boy emperor Xiao Baojuan ’%“‘3’%
(483-501) (later demoted to become Lord Donghun ﬁi.%“f% )y
Emperor Wu of Liang, who was then the military governor of Yong-
zhou, decided to make a bid for the throne. We know from Nan shi,

Annals of Liang, 6.172, that Emperor Wu did acquire five thousand
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staut steeds at the outset of his rebellion; and from Nan Qi shu,
The Treatise of the Five Elements, 19.373, that at the end people
in Yangzhou bound themselves up and surrender. In a letter to Yuan
Ang 5?f% (461-540), while he had yet to conquer the capital Jian-

kang, Emperor Wu wrote:

My fierce soldiers are ten thousand in number. My stalwart
horses amount to ten herds. Who could ever resist them when they
are put to war ? Furthermore, Jiankang is now in isolation, and
nothing could stop what all the people are now wishing for. Day
and night before the gate of our army camps come those who bind
themselves up and surrender.28

Emperor Wu came to the throne in 502. The song was presumably
created soon after his accession. How far the imperial product is
related to the humble tune is difficult to know. The former is, how-
ever, explicitly harking back to the old tune in the refrain:

White copper hoofs of Xiangyang,
Comes the Sagacious Lord in accord with Qian.

Qian B , one of the Eight Diagrams -\ 3\ , is the symbol
of both the sovereign and the horse.
Caisang du ?ﬁi} 7‘3\

YFSJ 48.709:

Caisang du is otherwise titled "Caisang" f*é% . Thus it
is remarked in JTS, Treatise on Music: "The tune Caisang
derived from another song, Sanzhou gqu = U W .

It was created in Liang times." Sui jing A %% tells us the
following of Caisang: "The Yellow river runs past Chu county

B %% , at the southwest of which is the ford Caisang
3% % > . According to Chungiu F , Duke Xi 1% ,
year VIII, Li Ke £ % of Jin % defeated the Di #¥*_  peo-

ple at a place named Caisang. Here is the place." Part of Wu qi
qu , by the Emperor Jianwen of Liang, runs:

At the ford Caisang, the Yellow river blocks his way,

He is about to cross, yet seized with fear of waves and wind.
& SH 5B BRR_F. A
Bp A s 3B F JELSR,
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In GJYL it is said: "Caisang du was formerly performed by
sixteen dancers; in Liang times, eight." It seems that the song
was not created in the Liang dynasty at all.
Other sources: TD 145.758; JTS, Treatise on Music, 29.1067;
XTS, Treatise on Rituals and Music, 22.474; TZ
49.630.
Commentary:

All the extant editions of JTS are without the line "it was
created in Liang times.” PETL Fea ik Guo Maogian must be
right to go along with GJYL in matters of date. But he seems to
be mistaken when he suggests that the title refers to a place which
is otherwise named "Caisang jin" (Ford of Picking Mulberry Leaves)

1%4%-¥? . Guo, for one thing, has misquoted Wu gi qu.
The song, as it appears in YFSJ 48.695 and Yiwen leiju 42.762,

reads:

At the Ford of Picking Lotus, the Yellow river blocks his way,.
He is about to cross, yvet seized with fear of waves and wind.

:g‘ @;ﬁ ig\ %&{/}—1 ‘:;I .
Be A~sr JE B ELE.

The very much abridged quotation from Shui jing zhu is not

very accurate either. According to the original text, Caisang

jin is in the southwest of Beiqu county 3t B $% (not Qu county)
(near modern Ji county % 2% , Shanxi & B ).30 1t is

very far from Baling, whence the song Sanzhou ge arose. Ever

since the collapse of the Western Jin empire, the ford was in the
hands of non-Han rulers. If Sanzhou ge arose after the demise of
Western Jin, as most of the Western songs did, the immense dis-
tance plus the politial difficulty of travelling across the border,

would suggest that the song is unlikely to have travelled from
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Baling to far north, let alone the further possibility of its en-
gendering another popular song there which would later spread south
again.

"pu" is more likely another term for song. The word has
the meaning of "pitch" or "tone" in music. For that matter, "du"
also occurs in the title of another Western song, Qingyang du,
which is renamed Qingyang gequ %5 F%éikﬁﬁ (9ingyang song)
in YTXY 10.6b. The "Caisang" of the title perhaps refers to
picking mulberry leaves rather than a place. Indeed, all the seven
lyrics to the tune are concerned with the rural activity. It is
thus recorded in Sheng Hongzhi's T34 2 (£1.420) Jingzhou
Ji:

The administrative centre for Jinxiang county SZ 9P £ (near

modern Zhijiang, Hubei) was previoulsy in Juzhong 8. ’

but later it was moved to the west of Balizhou & & (Islet
of Hundred Li ), a hundred and sixty li from the commandery

centre, Close to the county are some scores of islets in the
Yangzi river. Balizhou is the largest of all. All over the islet
are mulberry fields and sweet fruits, which are mirrored in the
water. Starting from Shangming -* 8R in the west, to
Jiangjin 3= 3% in the east, there are altogether ninety-
nine islets. An old saying of the Chu region goes:

The islets are still short of a hundred,
Hence no emperor will come out of the place.31
ST HE .
'\5_5(5(\ F:- g\v
Sanzhou, as we have noticed before, are among these islets. We may
assume agriculture was practised on many large islets other than
Balizhou. It is hence reasonable to think that some farm workers on

the islets must have come to hear of Sanzhou ge, and adapted the

tune to new lyrics which more fittingly described their life.

Jiangling yue >% P& %

YFSJ 49,.710:
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It is thus said in GJYL: "Formerly Jiangling yue was perform-

ed by sixteen dancers; in Liang times, eight." Jiangling

the city is described in TD as follows: "Jiangling (in Hubei)
was in ancient times within the territory of Jingzhou. During
the Chungiu period & #< (770-476 B.C.), it became Ying 3Zp

of the Chu 3{_ state. Later the Qin E§~ government
established the Nan commandery there. In Jin times, a

province, Jingzhou FY A was created around it. In the
subsequent dynasties - Eastern Jin, Song and Qi -it grew into an
important city. And at one time, during the reign of the Liang
Emperor Yuan, it was even made the capital of the empire. Inside

the city is the castle Jinan #21#*, wherein the Zhu palace
once stood.

Commentary:

In the Southern Dyansties, Jiangling was argquably the most
important city after the capital Jiankang. It became the capital
for the Liang empire after Jiankang was devastated during the
rebellion of Hou Jing 15 % (?-552), a former general of the
Eastern Wei (534-550), who had surrendered to the Liang authority.

The preface to another song, Jingzhou yue ERE é? (YFSg
72.1028) informs us further of the Western song:

Jingzhou yue derived from Jiangling yue of the Qingshang
section.32

The earliest known lyric to the tune Jingzhou yue is by Zong Guai
2o . .
EES (456-504) of the Liang dyansty.33 This, together with

the comment in GJYL, help us to date Jiangling yue before

Liang.

10. Qingyang du %Ek%ii\

YFSJ 49.710:

It isvsaid in GJYL: "Qingyang du is one of the yige THRK
(songs not performed with dance). All such songs are performed
with bells, drums and winds, but without any string instruments.

Commentary:
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The song, as has been noted before, is titled Qingyang gegu
%%%{% (Songs of Qingyang) in YTXY. Zhu Qian 3% 84 (£f1.1764)
records yet another title: (See Yuefu zhengyi g%%§ﬂigi 10.20a.)
Qingyang du is otherwise titled Qingyang yue-%Pgﬁﬁ'(Music of
Qingyang). It is claimed in Yue liie 3 vk that "Qingyang"
of the title refers to the present Qingzhou % ¥ .
His source is unknown. Nevertheless, "du" J&_ in both cases
is replaced by musical terms: "gegu" i%(ﬁb (song) and "yue"
ﬁ% (music).
Other scholars such as Burton Watson are inclined to consider
"du" as meaning "ford" .34 They may find support in Han shu,
Biography of Zhou Yang #p % , 51.2338, wherein Qingyang is

implied to be a place very close to water:

The Southern Barbarians would come to Changsha Jii? by water-
ways. Their boats would berth at Qingyang.

But "Qingyang" also happens to be the title of a Han sacrificial
song which celebrates spring.35 Erya éﬁ?ﬁl 6.3b gives "Qing-
yang" as another name for spring:
Spring is called "Qingyang".
FPor this reason, "gingyang" sometimes signifies life and activity,
which is the theme of the Han lyric. Yet the nature of the Han
lyric, as well as the immense time span, make it unlikely that the
old music should bear any significant relation with the Western
song. "Qingyang" meaning "spring"is after all a learned metonymy.36_
Nevertheless I am still inclined to think of "du" as a musical
ternm, and "Qingyang" as a place name. The alternate titles
strongly suggest this reading. Furthermore, it is consistent with

the manner in which some other song titles, such as Shicheng
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yue, Xiangyang yue and Shouyang yue i%'@%ﬁ?» were coined.

11. Qingcong baima % N:3NAZR:
YFST 49.711:

It is said in GJYL: "Qingcong baima was formerly performed
by sixteen dancers.”

Commentary:
Xiao Yi's ﬁﬁ\ﬁg (i.e. Liang Emperor Yuan) poem, titled "On
the Titles of Songs", -Fc # B 3% consists of the following:

The piebald horse may be borrowed for a short while,
To see off the ox-cart.

% % 88.F
KB+ F.

It was the fashion of the time to write poems by assembling names
of medicine or places or whatever, the main purpose of which was
little more than displaying literary craftmanship. "Qingcong ma"
or "piebald horse" in the poem probably refers to the song. The
song might therefore have existed before Xiao's time. Neverthe-
less, since dances were usually performed by sixteen dancers be-
fore the Liang, it will be safe to conclude that the song occurred

before the Liang dynasty.

12. Gong xi yue # JEX %%
YFST 49.712:

It is said in GJYL : "Gong xi yue was formerly performed
by sixteen dancers; in Liang times, eight."

Commentary:
The first of the extant lyrics goes: (YFSJT 49.712)

The Qi dynasty is flourishing,
Written graphs and cart ruts are reqularized,
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Music from all over the empire was presented to the court,
The Airs of States are set in order.

B BE AL
B ox Bx o3BG .

There should be little doubt then that the music dates from the Qi

dyansty or before.

An Dongping ZRF
YFSJ 49.712:

It is said in GJYL: "An Dongping was formerly performed by
sixteen dancers; in Liang times, eight.”

Commentary:

There are at least two other songs having "Dongping" ﬁj?
as part of their titles. A work of the third century, Shuwang
benji B E K& is cited in Beitang shuchao 3k %‘f%ﬁ}" ,
106.7a as saying:

There was a man from Wudu I g who brought with him his wife
and children to Shu ] . After sometime, they found them-
selves not quite acclimatized, and thought of leaving. The King
of Shu, who had become very fond of the daughter, made them
stay. To amuse the daughter, he composed a song titled "Song

of Dongping" .

The other song is found among the so called "Lyrics to the Music
of Drums, Horns and Transverse Flutes of the Liang dynasty" ey q
vk e gﬁ? , and titled "Dongping Liusheng ge" B2 %% (The

Song of Master Liu of Dongping).38 Only one lyric is left of the

tune:

Master Liu of Dongping, the son of Andong,
See how sparse are the trees;

Nobody is in the house, who could you be looking for ?
S SR N
BATE
BB BAFZIE,

An Dongping seems to be related to the latter, since one of its
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lyrics goes:
"Master Liu of Dongping”,
Truly it is moving.

My love and I love each other,
It will last a thousand years.

REH|4 .

BB

BRBp 48 5= .

B 67 T B,
The first line probably refers to the song Dongping Liusheng ge .
The identity of Liusheng is unknown. "The Music of Drums, Horns
and Transverse Flutes" is believed to be music of the North.32
Dongping, for that matter,is in present Shandong province, which
was held by the northern rulers for most of the time during the
Southern Dyansties. This tends to suggest some northern influence
on the southern songs. As least one scholar, Wang Yunxi, thinks
so.40 However likely it might be, the obvious relation between
the two songs is so far restricted to a matter of a few words.
There is still a wide range of possibility as to how the Western

song came about.

Nierzi X2 &
YFSJ 49.713:
It is said in GJYL: "Nierzi is one of the yige."
Commentary:
Nan Qi shu, BAnnals of Lord Donghun jﬁ%ﬁ{;

s 7.106:

The Emperor (i.e. Lord Donghun) was in Hande Hall AR BY
playing the song Nuerzi on a sheng % (musical instrument).

The song may hence be dated before the year 500 when Lord Donhun

died.
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The first lyric to the tune is as follows: (YFSJ 49.713)

In the Three Gorges at Badong, sorrowful are the cries of

monkeys,
Three cries at night, our clothes become wet with tears.
2% oz oma A% sk
ERUIES . S5 ST A
Close variants are found in Yuan Shansong's % s %% (?-401)

Yidu shanchuan ji ?i.ﬁ%‘““liz# :

One usually hears monkeys cry in the gorges. It rings clear and
fills the valleys. The sound is chilling and it reverberates
long before it dies away. So the travellers sing:

In the Three Gorges of Badong, sorrowful are the cries of

monkeys,
Three cries they make, and our clothes become wet with
tears.4!
2R = vig FE 2B 3

(

£ QUIERD. SE) SR 7- 3 N

and in Shen Hongzhi's Jingzhou ji:
Whenever morning breaks and there is a frost, the forests turn
chilly and the streams sombre, there are always some monkeys in
high places making long strange cries. The empty mountains are
filled with the sorrowful sound which meanders and lingers
long in the air. Hence the fishermen sing:

Of the Three Gorges, Wu is the longest,
Monkeys make three cries, and our clothes become wet with

tears.42
TR =k ok ko
Tk z AR ER.

In view of the similarities, it would be reasonable to think that

they are all variants of one song from the gorges of the Yangzi

river.

Guo Maogian has made two entries about the song. The other one

is found in YFSJ 86.1208 under the section heading of "Miscel-

laneous Songs and Rhymes" é%g«%kgi\%% (Zage yaoci). Here Guo

cites from Shui Jjing zhu and gives the song title as "Badong

sanxia ge" B R %&b . The lyric differs but slightly with

Nilerzi no.1. The main reason for making two entries is perhaps

that Guo draws from two different sources: one from GJYL, which
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usually makes known the nature of the songs; and the other from
Shui jing zhu which gives no clues as to which type of song the
lyric might belong. Indeed the section "Miscellaneous Song and
Rhymes" is to accomodate songs from miscellaneous sources but
which cannot be classified in any of the other sections. It should
be added that despite their similiarities, Nierzi no.1 was, at
least in the later stage, played to the upper class, whereas
Badong sanxia ge represented a popular song.

As regard to its origin, in one version it is claimed to be
a travellers' song; and in another, a fishermen's. Whoever created
the song, it must have become so popular that people of any
profession who chanced to pass the gorges might pick it up for
their amusement, hence the different records by different persons
at various times. But all records indicate a humble origin despite
the fact that the song later become an item of the imperial
entertainment.

Sheng Hongzhi wrote Jingzhou ji when the Song Emperor Wen was
reigning (424-453).43 e song must have come into being before

then.

Lai luo %8
YFSJ 49.713:
It is said in GJYL: "Lai luo is one of the yige."
Commentary:
Fang Yizhi Fw % (d. ca. 1671) claims in Tongya A %f

29.20b-21a that a Tang song Luohong 3 *3, was the same as
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Lai luo, and that a Jin lyric "Chong luo lai" & ¥ & 44
was part of the ;ong. Since he provides no evidence, his specula-
tion seems to be founded on nothing more than some accidental
similaries in the pronunciation of certain words.

One lyric to the tune mentions the time Taishi X

My head has turned white, yet I refuse to die,

All worries burn and scorch,

But let's make merry in this time of Grand Beginning (Taishi),
A day is worth a thousand years.45

e 35, xR &

SIS 3

SN NESTCE

— v BFF-
Thrice in the recorded history of China has "Taishi" been used as
an era name: first, during the reign of Empergr Wu of Jin %ﬁﬁ%
(265-274); second, in 432, when a rebel Zhao Guang.iﬁ ﬁ% made
himself King of Shu &l and therewith named his reign;46 and
third, in the reign of Emperor Ming of Liu Song &A% , (465~
471). Since all the datable Western songs come from after the
Western Jin dyansty, the first of these alternatives can be
dismissed. The second also seems unlikely; a song of a rebel reign
is unlikely to have been performed in court. Hence "Taishi" in the
lyric must be referring to the reign era of Song Emperor Ming.
According to the Treatise on Music, SoS 22.637-640, Emperor Ming
and his minister Yu He 7§:ﬁ§?\ (£f1.466) had together created
twelve lyrics titled "Song Taishi gewu quci" F ks Gk E @ 29
(Lyrics to the Dance Music of Taishi). They were eulogies of his
reign during the Taishi era. The Western lyric must have been

created about the same time.
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16. Neihe tan g ~q 53§
YFSJ 49,713:

It is said in GJYL: "Neihe tan was formerly performed by

sixteen dancers; in Liang times, eight. The refrain goes as
follows:

My love is gone, when will he be back ?

BE %49 B &

Most of the lyrics are concerned with Jiangling and Yangzhou.
"Neihe" is perhaps the name of a shoal :>§&

on the water
course between the two places.

Commentary:

Wang Yunxi thus comments on the title:

"Neihe" FPo® and "neihe" F1& (signifying a sense of
helplessness: what can I do about it ?) resemble each other

in sound. They might hence have the same meaning. One of the
lyrics goes:

May the poles and oars be broken,
So that you are made to return.

Because the shoal makes it so perilous to travel, it is hence
given this name.47

The full lyric is as follows: (YFSJ 49.714)

You are going to Yangzhou, so I have heard,
I come to see you off at the Jiangjin Bay.
May the poles and oars be broken,

So that you are made to return.

P e T A3
1}@;35);:%3353,
BEAR H R A
%, B 3 35 3% .

which does not necessarily imply a dangerous water course.,

Yet to take "neihe" P °} a5 "neihe" Fi9 might be

supported by citing from Zuo zhuan %1%, Duke Xuan B4

14

year III:

Bulls still have skins, rhinoceroses and wild bulls still are
many. The throwing away the buff-coat was not such a great

thing.48
$RAA FuALk . FeR A .
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Du You **7&  (222-284)'s commentary reads: "Nei"HAF here is

the same as he."49  SIF B Il Gu Yanwu BB X B

(1613-1682) comments on the same passage saying:

When it is said in a straightforward manner, it sounds as
"nei", When prolonged, it sounds like "neihe".,50

Bt wip. REx e T,

Wang 's suggestion is plausible, if not necessarily true.

Mengzhu i E=N

YFSJ 49.714:

The song is otherwise named "Dan yang Mengzhu ge"ftF3 BIZhER_ |
It is thus noted in GJYL: "There are ten lyrics to the tune
Mengzhu. Two of them are yige, eight lyrics = b TH -\ W
51 It was performed by sixteen dancers; in Liang times,
eight.”

Commentary:

One lyric to the tune is recorded in YTXY, 10.7a, under the title
"Dan yang Mengzhu ge". Dan yang was the area around Jiankang.

The song appears to be related to the area. For that matter,
several spots in Jiankang, such as Houhu % i%f (modern Xuanwu
hu F & PH ) and Jingyang shan - % 4 ;52 became the
setting for a number of lyrics to the tune. The song must have
been very popular in the imperial capital, though it did not

necessarily originate from the place.

Yi yue %%gﬁi
YFSJ 49.715:

Thus it is said in GJYL: "One lyric to the tune Yiyue
belongs to the type yige. Two lyrics B 2% —wh 1§ gk > 53

It was formerly performed by sixteen dancers, in Liang times,
eight."”
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Ye huang -%£3§
YFSJ 49.716:
It is said in GJYL: "Ye huang is one of the yige.,"
Ye du niang & ZE %k
YFSJ 49.716:
It is said in GJYL: “"Ye du niang is one of the yige."
Chang song biao E x5
YFSJ 49.716:
It is said in GJYL: "Chang song biao is one of the yige."
Shuang xingchan %7723
YFSJ 49.716:
It is said in GJYL: "“Shuang xingchan is one of the yige.,"
Huang du ai*?~
YFSJ 49.717:
It is said in GJYL: "Huang du is one of the yige.,"
ping xi yue F @& 2§
YFSJ 49.717:
It is said in GJYL: "Ping xi yue is one of the yige."
Pan yangzhi %’ 5 A
YFSJ 49.717:
It is said in GJYL: "Pan yangzhi is one of the yige."
Yueyuan 2 m contains the following remark: "Pan
yangzhi was made in the Liang dynasty."
Xunyang yue ¥ P% &
YFSJ 49.718:
It is said in GJYL: "Xunyang yue is one of the yige,"
Bai fu jiu © PHt AE

YFSJ 49,.718:
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It is said in GJYL: "Bai fu jiu is one of the yige." The
song is otherwise titled "Bai f u jiu" # % %% . It was
originally a tune for the Fu dance 1% % .54

Commentary:

In SoS, Treatise on Music, 19.551-552, Fu dance is explain-

ed as follows:

In the early years of Eastern Jin (317-420), there was the Fu
dance. It is said to be a dance of Wu 3 . But an examination
of the lyrics reveals otherwise: some of them have nothing to
do with Wu at all. Nevertheless, they are all incorporated into
the court music repertoire. Thus Yang Hong 35 34 (£1.265)
writes in his "Preface to Dances" Bz : "When I arriv-
ed in the south, I had the opportunity to watch a performance
of the Baifu © % dance which is also named Bai f u jiu
dance & & FH . It is said to have a history of several de-
cades. The lyrics are about the Wu people being aggrieved by

the ill government of Sun Hao ¥4 &% (242-283) and thus hoping
to be united with Jin."

At least one lyric to the Fu dance, Jieshi ®¥-& , was
adapted from Cao Cao's ¥ FE (155-220) work.55 Hence Shen
Yue's comment. But another lyric Bai jiu appears to match well
the description by Yang Hong.56 The present Western lyric Bai
fu jiu differs from the earlier lyric Bai jiu in two significant
ways. First, it is made up of five syllable lines, whereas the
earlier one is made up of four-syllable lines.57 Second, as
GJYL informs us, it was not performed with dance, whereas the
earlier lyric was. The original music must have been greatly

modified to produce the Western songs.

Ba pu X 3
YFSJ 49,719:
It is said in GJYL: "Ba pu is one of the yige.,"

Shouyang yue E}%ﬁ

YFSJ 49.719:
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It is said in GJYL: "Shouyang yue was created by the Song
Prince Mu of Nanping ™ #%%2 £ , when he was governing Yuzhou
IR M (the capital of which was at modern Shou county 2 &%
Anhui). It was formerly performed by sixteen daners; in Liang
times, eight." The lyrics are about sorrow at parting and the
longing to return home." )

Other sources: SoS, Treatise on Music, 19.552; TD 145,758.
Commentary:

According to his biography in SoS 72.1857, Liu Shuo )§l§§ﬁ
(431-453), Prince Mu of Nanping, was governor of Yuzhou from 445
to 451, Hence the song must have been created when he was in his

youth.

zuo cansi 1t & %
YFSJ 49.720:

It is said in GJYL: "Zuo cansi is one of the yige."

Yangpaner *% ¥h ¥,
YFSJ 49.720:

Thus it is said in JTS, The Treatise on Music: "Yangpaner
was originally a children's song. In the Longchang & g era
(494) of the Qi dyansty, a certain Yang Min %5 2Kk, , the son
of a witch, lived with his mother in the palace. When he grew
up, the Empress He (9 /& (£f1.493) was seized with love for
him. Hence the children's song:
Son of Granny Yang,
Let's go and frolic, dear love.
#22 g,
LY L4

The phrase 'Yangpo er' %% Y. (son of Granny Yang) was
later corrupted to become 'Yangpaner'." GJYL contains this
additional information: "The end refrain of Yangpaner is as
follows:

Paner makes me think no more of others."

Yo Fe g A 1% 44 B

Other sources: Chuxue ji 15.376; TD 145.758; JTS, Treatise
on Music, 29.1066.
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Commentary:
GJYL as quoted in Taiping yulan 573.6a and Chuxue ji
15.376 gives similar stories. Wang Yunxi has made an excellent

58 and I am indebted to him for the

discussion of the song,
following comments.
Contrary to the accounts in JTS and GJYL, some earlier

records tend to suggest an earlier date of the song. In Wei shu

é%i’%' , Biography of Xiao Daocheng, 98.2166, the song is

mentioned along with the story of the witch and her son:

Since the time of the Lius 2| K| (i.e. Liu Song), there was
a song Yangpo er circulating outside the court.

A similar record is found in Nan shi, Annals of Qi, 5.136 :

Since the time of Song, there was a song Yangpo er circula-
ting outside the court.

The song became an entertainment piece for the upper class some-

time before the Longchang era. It is recorded in Nan shi, Bio-

graphy of Yuan Zhan % & , 26.709, that a certain He Jian 17 i

composed some lyrics to the tune Yangpanez'i%¥ﬁ¥§b . The lyrics, it

is said, found great favour with the Crown Prince Wenhui X % X %

(458-493),., With all the weight of these earlier records on one side,

it is perhaps more correct to date the song from Liu Song times.
The title has undergone a number of changes: Yangpo er #% % %. ,

Yangpaner *% ®% Y. , Yangpaner # ¥ ¥. . We have seen in

the instance of "Mochou" that a nasal ending syllable could in

fact interchange with a non-nasal ending syllable, provided the

rest of the phonemes were close enough. The change from i%

(GSR 25q, Anc.Chin. b'ud) to F (GSR 1811, Anc.Chin.

b'uan-) should not therefore surprise us.
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SuS 15.378 has given yet another title: Yangban PF5{% .
A modern scholar, Zhang Liangcail a%\%i-%L in his Zhongguo
fengsu shi % & EL1E¥_, p.115, discusses the tune title Yang-
paner and says:
Nowadays in Jiangxi and Hunan, people call skittishness of
either sex "yangban" 1§ 9% . Meretricious things
are called "yangbanhuo }3 w¥ % .
Wang Yunxi supports his argument by citing a line from a lyric:
Yangpan is the song of Xisui.>9 1593 & )3 W
Xisui is at Anlu 3+ 8%  (in Hubei),®9 which lies very close to

Hunan province.

Xiwu yefei B .8 % 3%
YFSJ 49.722:

It is said in GYYL: "Xiwu yefei was created by Shen Youzhi
L 2, (?-478), governor of Jingzhou #|H# , in the

fifth yvear of Yuanhui Z, {%% (477). That year he led a rebel-

lion against the court and marched his soldiers from Jingzhou
eastward. Before his defeat, he was seized with a longing to
return to the imperial capital, hence he made the song. The
refrain goes:

The bright sun has dropped behind the western hills,
Let's return.

b e s,
l%%%'

\

The end-refrain ﬁi~;€‘ is as follows:

A crow with broken wings,
Where is it flying to?
It is shot, heading home."
e 17
I8 2%

Other sources: SoS 19.552; Chuxue ji 15.376, TD 145.758;
JTS, Treatise on Music, 29.1066.

Commentary:
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Shen Youzhi, whose loyalty remained with the Liu Song
Emperors, took arms against Xiao Daocheng %ﬁiﬁfQQ , the
military strong man, when Xiao was manoeuvring to make himself
emperor. Shen's ill fated campaign ended with his death in the
first month of the second year of Shengming T °Pf (478).

The song must have been known by a number of titles since the
Southern Dynasties. Taiping yulan citing GJYL in several
places gives altogether three titles: Bairi luoxishan ge -8 FE
35 ®mM PR Bairi ge BBFK , and Luori ge ZadX .61
TD furnishes yet another title: Qiwu yefei EERCEA S JMOIiN #Z
and "xi" ® are homophones in Middle Chinese.®?. It is likely

that "gi" is a corruption of"xi".

Yuejie zhe yangliu A ¢ #7 #549p
Guo Zhizhang X% F (1542-1618), Yao yu #%%% , 3.5b:

At the end of the Taikang era A& (280-289), there was a
song called Zhe yangliu 7 3% #9] circulating in the capital
Luoyang. It goes:

The wind of spring is yet too feeble,

The old is discarded to make room for the new.
The hardship persists day after day.

Break the willow branch,

I am filled with sorrowful thoughts,

So disorderly they are, and innumerable.

2 BLAF S
&K B F .
2% F e - Fq -
3 4B 497 .

= m AE ¢,
gL T R

The song begins with mentions of hardship and war, and ends with

something about being captured and broken. The Three Yang 3u$5
were once so illustrious and powerful, but ultimately the whole
clan was stamped out. The Empress Dowager was robbed of her
title, and she died in enforced seclusion.
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Commentary:
The Three Yang were Yang Jun %% &% (?-291), Yang Yao
% 33u (?-291) and Yang Ji %% >  (?-291). The Empress
Dowager was Yang Nanyin %% % j8L  (£1.291) who was married to the
Jin Emperor Wu. Understandably the Yang family was among the most
powerful in the early court of Western Jin. Yang Shen '*%‘ﬂi
(1488-1559) in Gujin fengyao HEA~)EL 3% quotes the same lyric
and comments similarly:
The Three Yang were once so illustrious and powerful, but
ultimately the whole family was put to death. The Empress
Dowager died in enforced seclusion. Such was the fulfilment of
"Break the willow branches".®3

The song was thought to be portending the fall of the Yang family

largely because willow and the family name Yang share the same

Chinese character 5 .
There is a similar account in Wang Yin's £ F&. (£1.318)
Jin shu:

At the end of the Taikang era, there was a song called "Zhe
yangliu" circulating in the capital Luoyang. The song begins
with laments of hardship and war, and ends with something being
captured and broken. The Three Yang were once so illustrious and
powerful, but ultimately the whole clan was stamped out. The
Empress Dowager died in enforced seclusion. Such was the fulfil-
ment of "Breaking the willow branches" .64

which Guo Zizhang and Yang Shen might have taken as a source either
directly or indirectly.65 There were, however, other songs of

Zhe yangliu by that time,66 and Wang Yin might not be refer-

ring to the western lyric. Moreover, the quoted lyric does not

contain the slightest hint of war and capture.
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III. TIME OF ORIGIN

As it is obvious in the prefaces, most of the Western tunes data-
ble to some accuracy can be attributed to the period between Song and
Liang. But a large number of the tunes are without obvious dates. Among
them, the dance tunes - Mochou yue, Sanzhou ge, Caisang du, Jiangling
yue, Qingcong baima, Gong xi yue, An Dongping, Neihe tan, Mengzhu,
and Yi yue - appear to have come into being in the Song dynasty or
before. GJYL as cited in YFSJ describes them all with more or less

the same formula:

It was formerly performed by sixteen dancers; in Liang times,
eight.

The same formula also applies to all dance tunes of Liu Song times
(i.e. Shicheng yue, Xiangyang yue and Shouyang yue). But for those
known to occur in later dates, the formula is always altered to give
the dynasty or the reign era in place of "jiu" i§ (formerly):
Guke yue and Xiangyang baitongti are specifically dated to Qi and
Liang respectively. It is hence possible to think that what GJYL re-
fers to as "jiu" 15 (formerly) is the Song dynasty or some ear-
lier period.

For the rest of the Western songs, there is hardly any clue to
their dates. Yet since GJYL has recorded them all, the tunes must
have been composed in the Chen dyansty or before. Modern scholars like
Lu Kanru (#1732 (1903~ ), Xiao Difei %%ﬁékiﬁ and Wang Yunxi all
try to fix the time of occurence between Jin and Liang.67 Though they
provide no substantial evidence, their claim appears true for most of

the tunes, Not only were the earliest datable Western tunes found in

the Song dynasty, but also , as we shall see in the next section, the
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Western lyrics mention most of the important cities along the Yangzi
river, but not one place along the Yellow river, in spite of the easy
access from Xiangyang to Luoyang. Indeed all places mentioned in the
lyrics fall within the usual domain of the Eastern Jin and the South-
ern Dyansties. The best answer to such peculiarity is of course that
most lyrics were composed in the Eastern Jin dyansty or later when the
Han-Chinese empires for most of the time stopped short at the northern
bank of the Yangzi river..

Lyrics usually'appear later than the tune. Once a tune becomes
popular, new lyrics will be fitted to it. At least such is the case
in the Chinese musical tradition. Hence, to one Western tune, there
are usually a number of lyrics composed at different times, separated
in subject matter, and without any necessary sequehtial relation. Thus
a critic Chen Zuoming PR XE PR (fl.mid-seventeenth century) comments

on the Western songs:

The subject matter of the lyrics on the wholedoes not agree with
what is suggested in the tune titles. It might be due to the fact
that while tune titles are based on the origins of the songs, the
lyrics are not the original ones .68

He is in fact suggesting that many of the lyrics were fitted to the

tunes later.

Occasionally, though much less often, lyrics of old tunes may be

set to new ones. The following lyric from a Western song Lai luo

.

A gentlemen is wary of what is to come,

He would keep away from even the pale of suspicion.
Never would he pull on his shoes in a melon patch,
Nor set aright his cap when under a plum tree.

BEIFEAR . Faad wG
B ARE FTa zH .
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is in fact taken from an older and much longer lyric attributed to Cao
Zhi % 34 (192-232) and sung to the tune Junzi xing & + 4% .
69 Such examples are, however, rare.

But however varied the dates of the lyrics might be, it should be
reasonable to limit the time span to between Eastern Jin and the Chen
dynasty. Guo Maogian, as we have seen, depends heavily on GJYL for
his collection of Western songs. We may hence infer from it that most
lyrics came into being before the Chen dyansty. On the other hand, the
point about place names aforementioned should set the upper limit at

the beginning of Eastern Jin.

IV. PLACE OF ORIGIN
Thus it is said in YFSJ 47.689:
The Western songs arose in the area around Jing #!| (approximately
Hubei and Hunan), Ying %F (approximately the eastern part of Hubei
and the western part of Hunan), Fan and Deng.
Accordingly, the songs arose from an area with modern Hubei and Hunan
as their centre. A closer look at the song prefaces reveals more de-
tails. The findings, as tabulated below, are based on the prefaces,

and sometimes the lyrics:

Songs Place of Origin Modern Equivalent or
Approximate location

Shicheng yue Shicheng Zhongxiang $§;ﬁ$ , Hubei.
Wu ye ti Xunyang j%?%; Jiujiang s >% , Jiangxi.
Mochou Shicheng Zhongxiang, Hubei.

Guke yue Jiankang Nanjing && , Jiangsu.
Xiangyang yue Xiangyang Xiangyang, Hubei.

Sanzhou ge Baling  ®.0% Yueyang 5 3 , Jiangxi.
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Xaingyang bai Jiankang Nanjing, Jiangsu.

tongti

Caisang du near Baling Yueyang, Jiangxi.

Jiangling yue Jiangling Jiangling, Hubei.

Nuerzi Sanxia Be tween Wushan %W in
(The Three Gorges) Sichuan and Badong Z. 8 R_

in Hubei.

Xunyang yue Xunyang Jiujiang, Jiangxi.

Shouyang yue Shouyang Shou xian % %% , Anhui.

Yangpaner Xisui ® P& near Anlu =P3- , Hubei.

Xiwu yefei Jingzhou

Two songs - Guke yue and Xiangyang baitong ti - though created
in the imperialkcapital Jiankang, are in fact abogt people and hap-
pening in Xiangyang, Fan and Deng. The fact that they are incorporated
into the Western song repertory indicates sufficiently that they must
bear more affinity with other Western songs than with the Wu songs,
which originated from Jiankang and its neighbourhood.70 Jiankang
happened to be the place where the two songs were made, but it must
be the musical and lyrical tradition of the Jing-Chu area that informs
them with their very quality. The rest of the places fall within Hubei,
the north of Hunan and Jiangxi, the western part of Anhui and the eas-
tern part of Sichuan. Hubei is definitely the most important since it
gave rise to more songs than others. For the sake of convenience, the
whole area is hereafter referred to as "the western region."

The lyrics also provide some scores of place names. They are
indicative of the spread of the songs and very often, though not

necessarily, the places of origin of the lyrics. The following table
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gives the places where happenings in the lyrics took place (only those

of which the approximate locations are known are given):

Place Names

Modern Equivalent or Approximate Location

Shicheng Zhongxiang, Hubei.

Jiangjin =38 south of Jiangling, Hubei.71
Baling Yueyang, Jiangxi.

Chu shan 2 southwest of Xiangyang, Hubei.
Fan north of Xiangyang, Hubei.
Deng north of Xiangyang, Hubei.
Meigen west of Guici )ﬁm , Anhui.
Yangzhou Nanjing, Jiangsu.72

Xiangyang Xiangyang, Hubei.

Dadi near Yicheng 'E3; , Hubei.
Xisai & K east of Daye I >B , Hubei.

Bangiao wan #A#5*% south of Nanjing, Jiangsu.

Sanshan =™ southeast of Nanjing.

Taolin #FbRK. south of Xiangyang, Hubei.

Xianshan x|  south of Xinyang 713 B% , Henan.

Yuanshui 3K flows past Xinye xian ¥ 2+ %% , Henan to Deng.

Hanshui 3¥K  originates from the north of Ningjiang xian
F %%, Shanxi BE® , and flows past

Yicheng, Xiangyang, before reaching Yangzi.

Wuhu 23  Dongting hu 8| B 5% , Hunan.

Sanxia between Wuhan in Sichuan and Badong in Hubei.

Shu Sichuan.

Jiangling Jiangling, Hubei,

Houhu Xuanwu hu Z& 2f in Nanjing, Jiangsu.

Jingyangshan in Nanjing.
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Shitou % BB, in Nanjing.
Xinting ¥ & south of Nanjing.

Bagongshan .\’&a 4 in Shouxian, Anhui.
Shouyang Shou xian, Anhui.

Huai

‘S‘?‘w"

originates from Tongpashan #*Bl#8H , Hunan,
and flows eastward, passing through Anhui,
enters the sea in Jiangsu.

Baimen B Py one of the palace gates in Nanjing.

Xisui B IE near Anlu, Hubei.
Though most places fall within the western region, there are several
references to places in or around Jiankang (Nanjing), which should not
surprise us at all. Songs travei with people if they are popular
enough, and new lyrics may continue to be set to the tunes. Consequent-
ly some of the Western lyrics might be composed outside the western

region. It should be stressed, however, that such lyrics are not

many.

V. COMPOSERS AND AUTHORS

Little can be said about how the tunes were developed, since all
the music is lost and the details of the composition process are
hardly known. According to the prefaces, Sanzhou arose from
travelling merchants; Yangpaner from children; Shouyang yue and
Xiwu yefei from military governors. Shicheng yue, Xiangyang yue
and Xiangyang baitongti were also attributed to members of the upper
class, but they composed the songs only after they had heard some lo-
cal songs of lowly origin. Hence it is very probable that the three

songs might begin life as tunes sung by the lower classes, and members
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of the upper class only reworked them to better suit their taste.

There remains a large quantity of songs of which the prefaces tell
us nothing of their makers. Their anonymity and the local colour of
the titles (such as Jiangling yue and Xunyang yue) tend to suggest

a folk origin. It is thus remarked in the Treatise on Music, JTS

29.1062:

In respect of folk music N &% and local custom, new songs
arose in successive generations.

The subject in concern is a portion of the Qingshang music S

the Wu songs and the Western songs. Hence, even in very early times,
the Western songs were generally ascribed to folk origin, and we have

no serious reason to doubt the wisdom of it.

Professional musicians might be responsible fqr some tunes. Accor-
ding to TD 145.757, two court musicians Wu Antai 3% % and Wang Jing-
zhu FE3K  (both of the Liang dynasty) remade some Western songs
into two song sequences: Jiangnan nong s= A% (Songs of the
South) and Shangyun yue ~=€§Ek. (Music of Shangyun). It is reason-
able to think that some professional musicians might go even further
to create songs themselves. Yet in the case of Western songs, no evid-
ence could be found to support this conjecture.

As to the authorship of the lyrics, the discussion is on a surer
footing since numerous lyrics exist. It will be useful to distinguish
two kinds of authorship and discuss them separately:

1. Known authorship
Not many lyrics are by known authors, as is evident in the

following table:



Liang Emperor
Jianwen

Liu Xiaozhuo
B ¥ x5
(481-539)

Yu Xin

Qi Emperor Wu
Monk Baoyue
Chen Houzhu
Shen Yue

Wu Jun F
(469-520)

Liang Emperor
wWu

It is wor
the upper cla
second, most

or later. It

Wu
ti

th

SS

of

is

Wu songs which,

origin with the

70

ye Guke Sanzhou Xiangyang bai Bai fu Yangpan—
yue ge tong ti Jjiu er
1

173

noting that, first, these known authors belonged to

of scholar-officials or moved in their circles; and

them rose to litarary prominence in the‘Liang dynasty
meaningful to compare this latter point with the case of
generally speaking, share the same kind of lowly

Western songs:74

Ziye Ziye Shang Huan Huan Qian Azi Ding Tuan-
si- bian sheng wen wen xi duhu shan

shi ge bian lang

FRwod e IAE A O IR R A TR (S K

Liang Emperor
Wu

Wang Jingzhu

Bao Mingyue
‘2. YA ]

(Liang dynasty)

7 1

8 1T 1 1 1
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In addition, the Liu Song Emperors Wu % & #  (356-422) and Shao %
(406-424) were said to have created some lyrics to the tunes of Ding

duhu and 2onong ge tH 1% 8 .75 Emperor Wu was well known for

his very humble origin.76 His son, Emperor Shao, was an unruly youth

who had gone as far as building a market place in his palace so that

he might tour it for pleas‘ure.77

Wang and Bao were musicians of the
Liang court.78 None of the four could claim any literary reputation.
Hence, both in the Wu songs and the Western songs, most lyrics by
known authors of some literary repute appear to date from the Liang
dynasty and after.

Yet it is certainly false to say that no one of some literary
repute had ever written a Western lyric before Liang. Liu Shuo, the
alleged composer of Shouyang yue, was respectable enough a poet to
be included in Zhong Rong's Shi pin. (See Shi pin, p.44.) He was
likely to have written some lyrics to the tune, though none of the
extant lyrics were ascribed to him. Furthermore, we know from the
biography of Yuan Tuan f§~é§ (Nan shi 26.709) that He Jian 179 1
(f1. late fifth century) wrote some lyrics to Yangpaner. This last
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