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ABSTRACT

The character yin occurs with high frequency in the Qudn Tangshi (QTS), where it signals a concept
around which the identity, composition, performance, reception, and other aspects of Tang poetry all
pivot. Reconstructing Tang poetic aurality thus requires an in-depth understanding of the concept of
yin as it applies to oral performance, because of the close connection it enjoys with Tang poetry as well
as all other aspects of Tang poetic activity.

The current paper is based on an investigation into the semantic development of yin and the
changes in its relationship to poetry from the pre-imperial period to the Tang. It argues that yin only
gradually entered the semantic field of poetic orality, and it did not rise to an “exclusive” intimacy with
poetry until the Tang. The paper investigates the possible factors at work in causing the “rise” of yin and
examines how these factors, as well as the connotations and associations the concept accumulated,
anticipate its TAng usages. It then focuses on the QTS and ventures to pin down what turn out to be the
quite essential traces of oral performances of poems in the mode(s) of yin during the Tang. What can
also be observed in this chronologically arranged collection is a shift away from metaphoric or general
usages of yin to more descriptive ones, and to the ever-growing importance of the genre of poetry, as

well as the formation of self-identification by the poets.

Keywords: yin, cantillation, TAng poetry, semantic development, oral performance
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ABBREVIATIONS
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Jin, Southern and Northern Dynasties]|

YFS]  Yuéfii shiji %E)fF53£E [A Collection of Music Bureau Poetry]
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INTRODUCTION

A Z54F What is worthy in this world?

55 Nothing is better than poetry.

—4]FEH15 One line I just acquire to satisfy myself with—

V075 AELHT  Becomes immediately known to people from four directions.
A i e Aslong as I live, I shall not cease for a single day;
JEEAISHE  Death is, when I no longer compose or cantillate poetry.
Ia#EEF LI Ibegin to plan to return to the mountains,

MR IESTEZL Amid the forest and the spring, the way is there.”

Kityin 7515 ‘bitter cantillating, the title of this poem, is a concept exclusively associated with Late Tang
(Wen Tang B%F)? poets. It had undergone a transformation during the 820s and 830s, as pointed out
by Stephen Owen, “from ‘bitter chanting’ (in which the poem is the expression of the poet’s bitterness
resulting from life’s circumstances) to ‘painstaking composition’ (which poets speak of as a pleasure).”
The author of the poem, the renowned Late Tang poet Du Xtinhe f1%&j#& (846—ca. 9o4) certainly
belonged to the group taking pleasure in the painstaking poetic craft. Yin (in the sixth line, henceforth
as L6), or kuyin, is equated with poetry (L2) as the best practice in the world (L1-L2). There is a very
interesting antithesis between the second and the last couplet. The former reveals the social position
and function of poetry, showing that, in addition to providing self-entertainment (L3), because poetry
was transmitted swiftly, it brought about literary fame (L4). By contrast, the latter line — if we read it
metaphorically — unfolds the meaning that, even when the poetic self wishes to retreat from social life

N2

to reclusion (L7), the Dao 7H ‘way’ — a culture-saturated concept symbolizing the ultimate pursuit of an

2 Qudn Tang shi 4= J& &F [Complete Tang Poetry] (hereafter as QTS) (1) 691.7944-7945. Translations are by me unless

otherwise credited.

3 The entrenched quadripartite sub-division of Tang J dynasty (618-907) poetry into Early Tang (Cha Tang #)J3), High
Tang (Shéng Tang 2% ), Mid-TAng (Zhong Tang H &) and Late Tang poetry, which arose under the Song & (960-1279) and

was eventually consolidated during the Ming Ff] (1368-1644), is followed in this paper for the convenience of discussion.

4 Owen 2006: 93; for more details see his essay of 2003.
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individual life as well as a society — still lies in kuyin (L8). It is in this way that yin has been a life-long
companion of the poetic self (L5). The poetic self ceases to yin only when the poet’s personal life ends
(L6), the implication being that a poet and his poems die when the poems are no longer cantillated by
any reader or performer.

Du Xanhe, although active in the Late Tang period, when the “golden age of classical Chinese
poetry” was already waning, stood out in the galaxy of poetic talents of the Tang dynasty by creating his
own unique style. He subsequently earned his place in literary history as an archetype of a specific style
called Du Xuinhé ti f1&j#5#g ‘style of Du Xtinhé, when the Song critic Yan Yu & >]] (style Yiqing {z/H],
ak.a. Canglang J& JE, d. ca. 1245) named the thirty-six stylistic categories of poetry after their
representatives in the monumental Canglang shihua }&;R 5555 [Remarks on Poetry by Canglang].’ Of
interest to us is, as the poem quoted above suggests, that Du Xunhe displayed a clear preference for the
word yin. In his 331 poems collected in the QTS, he used this character over eighty times. Through a
rough comparison of the ten poets, among all QTS Tang poets, who used yin most frequently, we can

see that this character occupies a very high percentage proportionately in Du Xtinhé’s poems:

Ten most-frequent users of yin in the QTS

Rank Poet Yin Poems in QTS Percentage
1 DuXunhe f&j#E (846—ca. 904) 82 331 24.8%
2 Zhéng Gu B[} (ca. 851—ca. 910) 69 325 21.2%
3 QiJi 2 (ca. 864—ca. 937) 131 820 16.0%
4 Yéo Hé k& (ca. 755—ca. 855) 70 536 13.1%
5 Meéng Jiao # X (751-814) 65 515 12.6%
6 GuanXit E{K (832-012) 74 732 10.1%
7 BaiJayl H &5 (772-846) 262 2882 91%
8 LiBai & (701-762) 93 1031 9.0%
9 L Guiméng [FE5ESE (?—ca. 881) 55 617 8.9%
10 DuFuftHE (712-770) 67 1460 4.6%
5 Canglang shihud 2.59.
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Although these figures are not completely reliable, given, for example, the extremely uneven condition
of poems as preserved by each poet and the great diversity of versions of many poems, the table suffices
to show that Dut Xtnhe favored the character yin in his poetic writings.” Meanwhile, among these eighty-
two usages of yin, only twelve of them appear at the end of even-numbered lines, that is, in those
positions where rhyming is mandatory. Even if we assume that all of the twelve yin were chosen merely
for the purpose of rhyming, and hence we could disregard these, we still see its use in a very large
percentage. Dut Xtinhé adopted the gin {5 < *tshim rime” nineteen times in total,’ and only seven times
did he “fail to” insert yin, which also corroborates his preference for this character.

What makes Du Xunhe outstanding is not just his predilection for the character yin, but also his
frequent attributive usage of it. Such an innovative usage of yin, which is only found scattered across
random other poems even from the Late Tang period, converges in Dt Xtiinhé's oeuvre, like yinlin 53

10

‘neighbor of the poet,” yinfa 55Z ‘hair of the poet,™ yinhudi V5% ‘mind of the poet,

1

yinguV5'& ‘spirit

6 What is also to be noted about this table is that there are two High Tang poets (ranking at 8 and 10), three Mid-Téng poets
(ranking at 4, 5 and 7), and five Late Tang poets (ranking at 1, 2, 3, 6 and 9) who have entered the “Top 10 most frequent QTS

users of yin.” Here, we already catch a brief glimpse of the “rise” of yin under Tang.

7 In this study I adopt David Prager Branner’s differentiation between “rime” and “rhyme,” in which he claims that “I prefer
to retain Karlgren’s spelling ‘rime’ in the sense of ‘formal phonological category of rhyming sounds, and reserve the spelling
‘thyme’ for the sense ‘rhyming word’ or ‘thyming sound” (Branner 1999: 13). The MC and OC transcriptions/reconstructions

in this paper follow Baxter (1992) and Baxter/Sagart (2014).
8 See Gu Qian (1990: 77).

9 In L8 of the eight-lined pentasyllabic “Jing qingshan diao Li Hanlin” K1 R [Mourning the Hanlin Academician
Li when Passing by the Bluish-green Mountain]: ldici zuo yinlin 58 HAE W3 #E ‘come here to become the neighbor of the poet’

(QTS [1] 691.7942).

10 In L5 of the eight-lined pentasyllabic “Qitichén ydugan” £k /= 5 /& [Stirred on an Autumn Morning]: yinfa bit chdng héi
%5 52 A4 B2 ‘the hair of the poet does not stay black for long’ (QTS [1] 691.7940).

1 In L2 of the eight-lined pentasyllabic “Jinshi téu sudzhi” ¥ 545 Fr 1 [Sending to My Friends before the Exam]: yinhudi

shuo xiang shui W5 1% 55 M HE ‘to whom should I speak out what is on my mind for cantillating’ (QTS [1] 691.7933).
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N2

of the poet,” yinzi 52 ‘mustache of the poet,™ yinhin '53f ‘ghost of a poet,™ yinséng "5 { ‘a poet-

monk," and yinxing 5B ‘the impulse to cantillate/compose a poem,"

etc. The first four examples are
even exclusive to Du Xunhe by his time, suggesting that he was probably the coiner of these expressions.
Yin 5 < *ngim < *m-q"(r)[e]m ‘to cantillate’ hence appears pivotal in an investigation into the

aurality of Tang poems. In adopting ‘to cantillate/cantillation’ as the translation of yin with respect to

the oral performance of poetry, I follow David Prager Branner’s opinion:

Chinese yinsong "5, the melodic expression of literature (including even literature
that we could more strictly consider prose), is usually rendered “chanting” in English.
That is a poor translation because “to chant” suggests monotony, especially that of
plainsong. I use “cantillation” not because it is technically more correct, but because it
is already current as the name of the florid melodic ornamentation in another literary
language (liturgical Hebrew), so that its associations are more expressive of musical

artistry.”

» 2EE

12 In L3 of the four-lined heptasyllabic “Dt zhajia shi” 5 #¢ % 7+ [Reading Poems by Various Poets|: zhiying yingii wii shéngsi
L JE W # 4E FE it must be that the spirit of a poet is immortal’ (QTS [1] 693.7977).

13 In L8 of the eight-lined pentasyllabic “Luan hou zai féng Wang chushy” AL FF1&7F i 1= [Meeting the Recluse Wang
Again after the Destruction : yinzi bdi shit jing ¥ ¢ 1 #{ % ‘some of the moustache of the poet, me, turned white’ (QTS [1]
691.7947)-

14 In L8 of the eight-lined heptasyllabic “Ki Fang Gan” 5€J7 - [Shedding Tears for Fang Gan|: géng shul jiangjii léi yinhin
B RfE A VY R4 ) ‘who would, furthermore, bring ale and offer a libation to the ghost of the poet’ (QTS [1] 692.7962).

15 In L6 of the eight-lined heptasyllabic “Chanri shanzhong duixué yuzuo” % H 111 H #5545 /E [Composed Facing the
Snows amid the Mountains on a Spring Day|: mdntian chdding hou yinséng I ¥ 2% S5 % ¥ £ “filling the teapot and waiting
for the poet-monk’ (QTS [1] 692.7964).

16 In L2 of the eight-lined heptasyllabic “Dongmo tong ydurén fan Xiaoxiang” %7K [F] & \IZ i #l [Accompanying a Friend
Boating on Xiao and Xiang at the End of Winter]: zuidud yinxing shi xiaoxiang #¢ % W5 BLZ i ‘where one is most likely

to be stirred to cantillate poems is on the Xiao and Xiang’ (QTS [1] 692.7950).

17 Branner 2022: 17.
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As the short case study of Du Xtunhe’s usages of yin has aptly shown, this concept, basically denoting a
mode of oral presentation and more, was so intimately related to Tang poetry and poetic activities, that
it has become a legitimate surrogate/synecdoche for them and even for the poet by the Late Tang period.
Moreover, the realization of Tang poetic euphony always rests on performance — the homophonic
relationship between aurality and orality is indeed thought-provoking, This is probably what Liti Xié 2|
2 (ca. 465—ca. 520), author of the Wénxin diaoléng ~Z.(\ifiHE [The Literary Mind and the Carving of
Dragons], had in mind when stating that “the beauty or the clumsiness of the sound texture relied on
cantillation and singing” (shénghua ydnchi, ji zai yinyong B 2=t e » ZF(E55K)"™ or that, “when
reciting and metrically chanting, it was realized in [musical notes]| gong and shang” (féngsong zé€ ji zai
gongshang ARREE B 7H6).”

Attempts at rescuing the “voices” of those who continued to master traditional ways of poetic
cantillation — most stemming from late imperial period — showed that special modes were employed in
orally performing pre-modern poems, which were more “melodious” than merely “reading aloud.” And

thanks to the work especially by ethnomusicologists in recent decades, we have become more and more

18 Wénxin didolong 33.553.
19 Weénxin didoléng 39.624.

20 Referred to as yinshi dico W55 ‘tone of cantillating poetry’ in e.g. Stin Xuanling (2013: 28). Following the pioneering
modern linguist Zhao Yuanrén # JGAT: (1892-1982), scholars have dedicated themselves to the documentation and research
of the living tradition of poetic cantillation (yinsong W57l (see e.g. Zhao Yuénrén [1994], whose lead was echoed by Siin
Xuénling/Lit Dongshéng [1990], Wang Enbdo/Shi Péiwén [1993], and Chén Shaosong [1997] minimally). More recently,
aiming at systematically promoting that action, the “Zhonghua yinsong xuéhui” H1 4£ ¥ 5 % & [Chinese Society of
Cantillation] was founded in 2010, and in the same year, national programs “Zhénghua yinsong de qidngjiti, zh&ngli yt
yanjin” H 3E 5 (1) 38 K. B BLH FT [Rescue, Systematic Collection, and Research on Chinese Cantillation] and
“Zhonggué ydushéng yliydn ji kduchudn wénhua b&oht yli chuédnchéng de shiizi hua fangfd ji j1chi yanjin” 1[5 45 & 55
& M DV SO PR B A 1 8 Ak T 72 S BRI T [Methods of Digitalization and Basic Research of the Protection
and Inheritance of the Chinese Audible Language and Orally Transmitted Cultural Relics] were launched. Within the
framework of the latter, Yang Féng, for instance, has applied experimental methods of acoustic phonetics to record the
cantillation of those with the educational background of traditional private schools (sishi £A#4) and analyze the data with

regard to rhythm, phonation, and respiration (Yang Féng 2012).
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aware that TAng poetry was deeply embedded in musical performances.” But since the modern legacies
of the remote mode(s) of oral performance of TAng poems are discursive and sporadic, especially due
to language changes, I propose here a different perspective from which to approach the aural features
of Tang poems in performance: I will map the semantic development of yin down to the Tang period.
When defining the key concept shéngshi Bf&, lit. ‘sound poetry’ in his Tdng shengshi 5
[Tang Sound Poetry], the prolific ethnomusicologist and folklorist Rén Bantang ranked the musicality

of an array of related concepts as follows: shéngshi > yuéshi 4&5F ‘musical poetry’ > géshi B ‘sung

22

poetry’ >yinshi¥55F ‘cantillated poetry’ > songshi &z ‘metrically recited poetry.** By comparison with
these semantically similar terms signifying different modes of vocalizing poems, we learn that, in
general, yin refers to a mode of cantillating that is more musical than reading with regard to the tonal
and metric patterns of the poem, but less musical than singing without instrumental accompaniment.
Still, in the plentiful examples Rén has written about exhaustively, the distinction between these terms
in the received literature is not always clear-cut. As he mentioned at one point, one reason is that “men
of letters drove their brushes at will and frantically, without observing any rules, thereby obscuring
historical facts” (wénrén xiabi shuaiyi, manwi zhiinshéng, hunxido shishi X N NERE > JSfEAELR
TEE i%).% Meanwhile, words in the semantic field denoting modes of performing poetry — like ge
&K ‘to sing, song & ‘to recite metrically, ydng 5k ‘to chant, and our yin, etc. — did share a dynamic, and

sometimes overlapping, relationship with one another, before yin rose to be the predilection of poets

21 Experts on premodern performing arts, like Rén Bantang {T-*f-J (1897-1991) and Wang Kiinw, have scrupulously tracked
the musicality of Tang poetry (see Rén Bantang [2013 (=1982)], Rén Bantang/Wang Kunwu [1990]; Wang Kanwt [1996]),
reminding us that at least a considerable corpus of Tang poetry was intended for musical performance, or has been de facto
put to music (see also Wi Xiangzhou [2004]; Zhao Minli [2005]; Zhao Minli et al.[2005]). Wi Xiangzhou S AHYH (1962—
2021), along the same line, traced the origin of tonal prosody to the connection of poetry to music (Wt Xiangzhou 2006).
Endeavors have also been made to pin down the exact syllable-note or rhythmic correspondence between poetry and music

(see minimally, Yang Yinlit [1983, 1986 ]; Gé Xidoyin/Tokura [1999, 2000]; Wang Xidodun/Chén Yingshi [2000]).

22 ] have appended only a tentative translation to these concepts. For the extended range of their connotations, see Rén
Bantang (2013: 1.12—23), as well as the discussion below. Shéngshi is at the top of this scale because it incorporates dances.

Yuéshi differs with géshiin that the former is accompanied by instrumental music.

23 Rén Bantang 2013: 1.22.

10
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like Du Xtnhe and became a widely accepted exclusive surrogate for poem-related concepts. That is why

a reconstruction of the conceptual history of yin seems necessary, and why it is bound to produce

further insights into Tang poetic aurality.

11
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1. AN “UNFAMILIAR” YIN
1.1. THE PRE-QIN AND EARLY HAN SHI-RELATED TERMS

From the pre-Qin well into the Han period, yin was not the word of choice when denoting the oral
performance of a poem — which, in the given periods, referred to a poem from the Shi 537[Odes] in most
cases. Let us, therefore, begin with an overview of the usages of the pre-Qin shi-related terms (which we
will henceforth refer to as “S-terms” for convenience of discussion).

Yin is absent from the summarization of traditional modes of performing poems in the “Gong

v

Méng” /\ % chapter in the Mo zi 2%, as well as in the later Mdo commentary™ on the poem “Zijin”

F5 [Collar] in the “Zhéng feng” B[ J& [Airs of Zhéng] section, which shows high resemblance:

Some use the intervals when they are not in mourning to recite the Odes metrically,
three hundred pieces [are they]; to put the Odes into stringed music, three hundred
pieces [are they]; to sing the Odes, three hundred pieces [are they]; as well as to dance

Odes, three hundred pieces [are they].
SCLAANERZIH] > BlsF = H 0 = WEF=H 0 SRR = e

In ancient times, students were lectured to perform the Odes musically: to recite them
metrically, to sing them, to accompany them with stringed instrument music and

dances.

EEMLE  H > W Ly B T

24 Dating from the late fifth to the late third century BC (Knoblock/Riegel 2013: xi).

25 Dating from the Western Han 7% (202 BC—8 AD) and promoted in the time of Emperor Ping *F (r.1BC—6 AD) (“Shih ching

#F#%” by Michael Loewe in Loewe [1993: 415]).
26 Mo z{(2)10.1093.

27 Shijing (2) 4.367.

12
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Two of the four introduced terms are directly related to oral performances, namely song & < *so-[1]on-
s and gé X < *[k]%aj. The probable difference between them is vividly captured in the following story
dated to the fourteenth year of Duke Xiang £ (559 BC) in the Zud zhuan /={# [Zud Tradition (of the

Spring and Autumn Annals)]:

Stn Kudi was sent on a mission to the court of the Duke.* The duke called for wine to
drink with him, and ordered the grand musician to sing the last stanza of the “Artful
Words.” That musician declined, and his subordinate Musician C4o proposed to do it.
Before this, the Duke had a favorite concubine, whom he commanded Musician Céo to
teach the zither. Musician Cdo whipped the lady, which so enraged the Duke that he
had the musician given 300 blows. Musician Cao therefore wished to sing the stanza, in
order to enrage Squire Stn, and to obtain his own revenge upon the Duke. When the
Duke ordered him to sing it, he thereupon metrically recited it.

PRI » NERCZI > BERETEK (FI5) ZZ20E - KElgt > BiE R - 1)

WNHEEE > [ERTERZE > BIEEE - AR HERTE =1 - SETE A
DU sT > DI - AEIZ - e - @

The literal meaning of the line song xidn ér ge wei R H i [message becomes] conspicuous by
metrical reciting yet ambiguous by singing’ from the “Shi gai” 538} [Outline of Poetry] by the Qing /&

(1644-1911) scholar Lit Xizdi $/[EEH] (1813-1881) serves as a perfect footnote to this story.* To take his

28 Duke Xian ik of Wei 74T (r. 576-559 BC). The dates of Siin Kudi's life are unknown.
29 Shi jing no. 198.

30 Zud zhuan 32.1058, translation based on Legge (1960b: 465). Gu Xiégang EH [ (1893-1980), however, claimed that the
last sentence of the quoted passage proved that gé and song were synonymous, where the literary device Aiwén H.3 ‘paired

phrases’ was in use (Gu Xiégang 1982 [=1925]: 649).

31 Yi gai X4 [Outline of Arts] 2.324. Originally, song and gé are nouns denoting two different poetic “styles” or “genres” in
this book, which are distinguished by their meter, size, and contents, etc. Nominal uses of song and gé already are attested
in the Shi jing, where there are six collocations zuo gé {E# ‘composed this song’ and three zuo song £ ‘composed this

chanting piece’ announcing the provenance of the poem. Lit Xizai proposed that the poems referred to as gé or song differ

13
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revenge on the Duke, Musician Cdo intentionally employed the mode song to make sure that the Duke’s
offensive overtone got through, which would otherwise be veiled under the mode ge.

But it doesn’t necessarily mean that song was unmusical. Song, as well as féng i < *prom-s,
which were used as mutual glosses in the received version of the Shuowén jiézi 57 S fi#F [Explaining

Unit Graphs and Analyzing Complex Characters] (henceforth SW),* belong to the so-called yuéyi 4%

55 ‘musical expressions’: *

The Chief Musician [...] teaches musical expressions to the aristocratic students, xing
(metaphors), ddo (allusion), féng (recitation), song (metrical recitation), ydn

(statement), yu (reply).
REEE J AR T > B i R e

113

Song is also a common assignment for officials with musical expertise in the court:

Hence, when the Son of Heaven listens to governmental affairs, he lets the dukes,
ministers down to the array of nobles offer poems, the grand musicians submit tunes,
historians submit records, subordinate musicians advise, blind musicians [without
eyeballs] proffer, blind musicians [with eyeballs] recite, a hundred artificers

remonstrate, and the common people have their messages reported.

in their yinjié & £l ‘syllable structure’ (Yi gai 2.323), while modern scholars like Gt Xiégang took them as evidence that song

and gé are synonyms, both denoting ‘poetry’ (Gu Xiégang 1982: 649).
32 SW (1) 2a.51. For the translation of the book title and pertinent issues see Bottéro (2002) and Boltz (2015).
33 SW (1) 2a.34.

34 Zhou I J&1 1% [The Etiquette of Zhou] 22.676. My translation is based on Zhéng Xuan's ¥ % (127-200) annotation, who,
in particular, differentiated féng and song as: béiwén yué féng, yi shéng jiézhiyué song {5 SLEIFR,  LAEEHT 2 FIF ‘to recite

a passage is called féng, and to rhythmize it with voice is called song.’

14
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BORTIERL > (AR SV - R » SR - AR I
ETH B

Similar passages can be found in other chapters of the Gud yi,** as well as in the Zud zhuan.¥’ Song is a
format of admonishing the ruler in these texts. More importantly, it is assigned to méng 5%, gong T or
shigong Fifi T — all are (blind) musicians.

Moreover, it seems that song can be accompanied by instrumental music as well:

Subordinate blind musicians recite and chant poems, sort the genealogy, and strike (the

chords of) the zither and the psaltery.

AT 0 2% B -

The famous Eastern Han & (25-220) commentator Zhéng Xuan suggested that the occasion was the
funeral of a king, where the blind musician-officers recited poems and ranked the genealogy of the dead
to eulogize and acknowledge his achievements. He as well as the TAng commentator Jid Gongyan &\
= (fl. 650-655) nonetheless took time to explain that song must not be as closely related to the melody

of the zither and psaltery (ginsé Z=7%) music as it would be in the case for ge.*

35 Gud yit [3{5E [Discourses of the States] 1.11. Regarding the shirén chudnyii i N\ %55 at the end of the cited passage, Zha
Ziging & [ I (1898-1948) thought it referred to indirect reports from the commoners, including tige i #K

‘unaccompanied songs’ (Zhi Ziqing 1947: 12).
36 Gud yi 12.387; 17.501

37 Zud zhuan 32.1064.

38 Zhou li 23.725.

39 But Zhéng Xuén glossed song in the chiin song xia xidn 77l 5. 5% ‘in the spring [learn to] recite [poems] metrically while
in the summer [learn to] adapt them to string music’ in the Liji #47C [Records of Etiquette] as géyué &4 ‘to sing with
music’ (L{ji 20.730). Kéng Yingd4 FLFIE (574-648) nonetheless elaborated on it as kdusong géyué zhi pianzhang, by ginsé
geyé iR 8t 2 i &, A LLE B ‘to recite a musical piece a cappella, rather than to sing it with zither and psaltery
music’ (L{ji 20.732). Lit Kanyong, based on discussions around this in the L{ji and other pertinent passages most of which

are cited above, suggested instead that it was probably necessary for song to have musical accompaniment, but not for gé
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The musicality of gé is more apparent, and its intimate relationship with poetry in the pre-Qin
period has been more clearly documented. In the “Shuin didn” %% [Canon of Shun] of the Shang shii

5155 [Book of Documents], we have probably the most classic description of that relationship:

The poem articulates what is on the mind intently; songs make language last long.

e e I ——
MEa D MOKE o

Yong 7k < *[c]*ran? ‘to elongate’ is a derivation from the same lexical root as ydng &k < *[c]"ran-s with
ydn & ‘speech’-radical,” the latter appearing as a mutual gloss with gé in the SW.** Cases, where gé and
yong appear in pairs are quite frequent. In most cases they follow the pattern that gé is a noun and that

yong serves as a transitive verb, expounding on the meaning and function of nominal ge:

Poetry is to guide it [one’s will], song is to prolong it.

sfLAEZ o A - ¥

(Lin Kainyong 2007: 127) — an intriguing idea. For more on this as well as on several other relevant terms see Wolfgang Behr

and Bernhard Fiihrer’s discussion on etymologies of the semantic field “reading” (Behr/Fiihrer 2005).

40 Shang shi 3.95, translation from Owen (1992: 26). There is the etymological connection between shi < *s.to and zhi & <

*to-s, as paronomastically implied as early as in the SW ([1] 3a.51).

41 The former is substituted by the latter in a very similar passage from the received “Yue ji": shi, ydn qi zhi yé; ge, yong qiydn
ye &g, wHEM. M, FKIHEEH poetry speaks one’s will, in song one draws out his voice’ (L{ji 38.1295, translation from
Cook [1995: 59]).

42 SW (1) 3a.53, 8b.179. The ‘singing’ connotation of the ‘speech’ -ydng probably stems from the meaning of the ydng without

the ydn-radical as ‘to elongate one’s voice.

43 Gud yii 3.111. The commentary supports the thesis that song zhi yué shi 7l Z 155 ‘if presented in the mode of chanting, it

is called a poem,’ so as to differentiate shf and the nominal ge, and also notes the difference between song and the verbal ge.
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A poem is what is used to match with one’s mind, and a song is what is used to elongate

the [voice of presenting the] poem.

SPHTAETE > AT PAsktl - ¢

This usage of ydng — as a transitive verb, and meaning ‘to present with a prolonged, melodic voice’ —
well anticipates its later, dominant reference to ‘to express, describe or eulogize with a literary piece.
An early example marking this semantic development is the phrase wén ydng wit yi xingzhi sk LA
{T22% from the “Chu yW” 2&5E [Discourses of Chti] in the Gud yii, which Wéi Zhao FHH (204-273)

explained as:

Yong, means ‘to admonish.’ [The sentence| means to advise and influence the [crown
prince’s] behaviors through the description of stories and objects with words and

rhetoric.

S0 AU o LRSI -

Féng J&| < *prom-s is a phonetic loan for féng & with the ydn-radical.

Up to this point we have achieved a brief overview of the semantic field denoting the oral
presentation of poems (particularly those in the SAi jing) in this early period. Concepts discussed,
ranging from féng, song, yong, to ge, are more or less interrelated. They are all suggesting a way of
presenting a poem orally, with different degrees of musicality, and they tend to be imbued with political
or didactic purposes.

There is a further concept that demonstrates an intimate relationship with the Odes in this early
stage, that is, fi i, < *pjuH < *p(r)a-s ‘to proffer’ The earliest manifestation of that connection in the

received literature comes from the “job description” of the Tai shi Xl ‘Grand Musician’ in the Zhou i:

44 Gud yii 5.200.
45 Gud yti 17.486.

46 Gud yii 17.486.
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[The Grand Musician] teaches [his subordinate musicians] the six poems: called “Airs,”
called “exposition,” called “comparison,” called “metaphor,” called “Elegantiae,” called

“Hymns.”

Fosgr B (E) 5 T, B T, B TEL | ) H () o

The six constituents appear again in the “Da xit” K [Great Preface] subsumed under the so-called
lizeyl 7555 ‘six principles’ of poetry. And fi in this context, as a noun, is usually understood as ‘unfigured
expressions’ in the Shijing, which encompasses direct description, narration, explanation, etc.”

Another context in which fi is closely connected with poetry is the fitshi ydnzhi 55 = it ‘to
present a poem to express one’s intent’ practice, which was an important diplomatic device during the
Chiingitt ZfX ‘Spring and Autumn’ period (770476 BC).* It presupposes shared lore based on a shared
oral corpus — which can vary from the received Shr jing — so that the message metaphorically
transported by the poem would get to the intended party. In appropriate cases, it would also receive a
reply — a practice called ddfit Z I ‘to reply to the presentation (of a poem). What remains contested,
however, is whether fii indicates a specific mode of performing a (part of a) poem or not.

The Zuo zhuan preserves many lively examples of fit shi. Let us restrict ourselves here to some

cases where an indecent reception of the fit shi is emphasized:

Ningwii of Wei came to Ll on a mission of friendly inquiries. The Duke was feasting
with him, and had the “Heavy Lies the Dew” and the “Red Bows” presented on his

account. He did not protest against these odes, nor did he make answer with any other.

FHETANE » N2 B GEER) & (P5) - Ak SUAEMR -

47 Zhou li 23.717.
48 See e.g. Owen (1992: 45—46).

49 For more on the practice of fit and fiishi ydnzhi, see minimally, Heidebiichel (1993); Schmoélz (1993); Zéng Qinliang (1993);
Méo Zheénhud (2006, 2011); Li Wai-Yee (2014).

50 Zud zhuan 18.579; see Legge (1960b: 239) for the translation, slightly amended.
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Qing Féng of Qi came to Lu on a friendly mission. [...] Shiisin gave the envoy an
entertainment, at which he did not behave himself respectfully. The host presented,
with reference to him, the “Look at a Rat,” but Qing Féng did not understand the

meaning.

PEEEEIAHE o [+ JBURBEE & > AE - B (HE) - IR - ©

Hua Ding of Song came to LU on a complimentary mission, on behalf of the ruler [of
Song] to open communications. [The duke] gave him an entertainment, and the “Long
is the Southernwood” was presented orally to him, but he did not understand it, and

presented nothing in reply.

AREEEANS > AT - T2 B () > R SJCRER -

W

Meanwhile, there are cases where the mode of presentation of poems on diplomatic occasions is made
clear with the concepts discussed previously, including the story concerning the Musician Cao, who
volunteered to song rather than to gé the last stanza of “Qidoyan” I7 = [Artful Words] quoted above, as

well as the following:

Mushu went to Jin, in return for the friendly mission of Zhi Wuizi. The Marquis gave him
an entertainment; and when the bells gave the signal, [there were sung] three pieces of
the “Sixia’, but he made no bow in acknowledgment. The musicians then sang the “King
Wén” and the other two [beginning pieces in the first section of the “Greater
Elegantiae”]; but neither did he bow in acknowledgement of these. They sang finally the
first three pieces in the “Deer Cry” Section, in acknowledgment of which he bowed three

times.

51 Zud zhuan 38.1211; see Legge (1960b: 532) for the translation, slightly amended.

52 Zud zhuan 45.1489; see Legge (1960b: 639) for the translation, slightly amended.
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BAAE > HART B BREY &% (BE) Y= £ TH
(XEY 2= UFFE B (EB) 2= =FF - »

Shusiin Muzl ritually feasted Qing Feng, at which he scattered the sacrificial thank-
offerings about. Muzi was displeased, and made the musicians metrically recite for him

the “Méo chi” (alost ode), but he did not perceive the meaning.

WHETREE > BEILE - BT (LR (GPE8) > JR% -

A prevailing view has been that fit means to song rather than to gé, drawing on a passage from the Han

shit £ [Book of the Han], which presumably quotes from a more archaic zhuan {8 ‘tradition’:

The Tradition reads: “Not to sing, but rather to recite metrically, is called fii; those who

are able to fit when rising, can be appointed to be grand officers.”

() H T REHKmEEEE R - B gl LSRR - ) @

Controversies concerning this statement allow only for a rough literal translation. The following points
of contention need to be spelled out: (1) whether the quote contradicts the viewpoint which equalizes
geé and song; (2) whether the phrase b gé ér song “NEX[EH ‘not to sing but to recite metrically’ is a

plausible definition of the mode of fi;;*° (3) whether the déng gao néng fi. & = /K, ‘be able to fi when

53 Zud zhuan 29.951; see Legge (1960b: 423) for the translation, slightly amended. According to commentaries, jinzou 423
also means that the musicians were singing the pieces, accompanied by metal instruments (Zud zhuan 29.951). In the
narration of the same instance in the “Lti yi” &% [Discourses of Lii] from the Gud yi, when Mushi explained his behavior,
he mentioned jin ling xido yéng gé ji “Lt ming” zhi san 1% # sk X (JEMG) Z = ‘now the musicians drew out (the

sounds on) the panpipes when the singing reached three poems from the “Deer Cry” section’ (Gud yii 5.179). Both are precious

descriptions of the musical performances of the Odes, as well as indications of the modes of fi shi.
54 Zud zhuan 38.1243; see Legge (1960b: 542) for the translation, slightly amended.
55 Han shii 30.1755.

56 An interpretation of this short line is not as easy to arrive at as it seems. Lit Kinyong, e.g., raises the question: why, if the

line means that fit is song, is the negation b1t gé /7K ‘not to sing’ necessary? Alternatively, does the bit gé (ér song) indicate
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rising’ is a paraphrase of the shéng gao néng fir 75 BE/E be able to fii when rising’ in the Mo
commentary on the Shi jing;*” (4) opinion also differs in whether déng gao means to climb the
mountains (and to be stirred by the view) or, in a more symbolic usage, means to ascend the court (and
to attend the diplomatic communications mentioned above); (5) whether, then, fit refers to improvising,
or to presenting verses from the Odes;* (6) whether — if it means to improvise — the new composition
is a poem, or rather, a fu ‘rhapsody’ — referring to the dominant literary genre of the Han named with
this identical character.”

Lit Kanyong makes the interesting observation that in the Zud zhuan, when the Odes are
presented on diplomatic occasions, fit is only used if the subject is a nobleman, while song and ge appear
with musicians. Lit has come to the conclusion that “the main difference between fi, song, and geé lies
in the class of their protagonists, rather than in their modes.”® However, I am rather inclined to think

that fu implies the initiative of the presentation of poetry. On a diplomatic occasion, only the noblemen

the existence of further modes of ji gé ér song RE#K 11 & ‘to sing and to recite metrically, gé ér bit song #K T ANE ‘to sing but
not to recite metrically, b gé bt song ASHKANEH ‘neither to sing nor to recite metrically’ (meaningless) (Liti Kinyong 2007:
126). On top of that, a different version of this line is cited in the traditional commentary: bt gé ér song yi yué fi ANHKIT A
JREIAR ‘not to sing, but rather to recite metrically; is also called fir' (Zud zhuan 3.91). Moreover, Zhang Yibin holds that the
bit gé seems to contradict pingweén geyong WKk ‘singing [odes] on diplomatic visits’ in the later elaboration of this
sentence in the same passage. He claims that the “self-contradiction” within the passage is the historian’s faithful record of

uses of fi in his time (Zhang Yibin 2006). Indeed, the complete passage does not demonstrate a consistent usage of fi.

57 From the “Ding zhi fang zhong” %€ 2 /7 #' [When (the Constellation) Ding was at the Zenith] in the “Yong feng” i J2
[Airs of Yong] section (Shijing [2] 3.236, translation of the title from Karlgren 1974: 33). It appears in the context of Méo’s
introducing the nine competences expected from a noble officer, which is believed to be a citation from a more ancient text
(Wt Chéngxué 2016: 116). Chéng Qianfan 2T/l (1913-2000), e.g., proposed that the first part of Ban Girs JE[iil (32-92)
quotation — the bu gé ér song wéizhi fit — should have preceded the zAuan yué ‘the tradition reads’ in the original version of
the text, which derived from the Bié it jj1|$% [Separate Records] by Lit Xiang %[ (77-6 BC), as suggested in the Weénxin
diaoléng. Following this reading, it emerges that the zhuan refers to the Mdo tradition (Chéng Qianfan 2001: 110111, n. 1),

and that the fi accordingly refers to the diplomatic activities mentioned above.
58 See Wit Chéngxué (2016: 122-123) for an overview of the contested opinions on (4) and (5).

59 Luo Yuming, e.g., holds that the name of the literary genre develops from the fit as a mode of oral presentation (which he

believes to be song) (Luo Yuming 1983: 36—-38). See also Kern (2003).

60 Lit Kiinyong 2007: 128.
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were entitled to engage in the communication, while the musicians were commanded to perform the
assigned poem, so as to pass on the message.” In the latter case, the exact mode of performance is at
times rendered transparent — it is in this way that fii, song, and gé are relevant to the status of the
presenters.” And in this sense, we can comprehend yet another usage of fii, which foreshadows its
denotation as ‘to improvise.’ Hence we better understand, for example, the fit by the Duke Zhuang ;i
of Zhéng %[ (r. 744—701 BC) and even one by his mother — demonstrating that a noble female can fi —
when they were reconciled in the tunnel.”* Also, we see that the people of Wei f fit the epithalamium
“Shuorén” filf A\ [A Stately Lady],** and the people of Qin Z= fi: the ode “Huangnido” & & [Yellow Birds]
for the three talented youths who were buried alive; and so on.

The connotation of “initiating” fit might be rooted in the meaning of the phonophoric wii I <

*m(r)a? ‘to attack.” The performative dimension of fit can also be traced in wit, which refers to wild and

61 See the frequently quoted commentary by Kong Yingda on the story about Ningwti of Wei (p. 20): “The [Zud] Tradition
purposefully said ‘to make a presentation, [from which we] know it was the duke who on purpose commanded the
musicians to sing the two pieces, to show what he had on his mind” (Zhuan téyin “wéifi,” zhi gong téming yuérén ge ci ér pian

ishiyiyé () K TR, FnAFRrar 88 NI — R DURE ) (Zud zhuan 18.579).
Yishiyly

62 I think Liti goes a bit too far in restricting the use of gé and song to commoners (dazhong KAt ), and in connecting them
with the yésong Bl “folklore’ in the “Song zan” 457 [Hymns and Eulogy] chapter in the Wénxin diaoléng (2.157) (Lit
Kunyong 2007:128). Gé and song used in the same text as fit refer to specific mode(s) of performing the Odes (more or less).
And based on their connotations, gé and song, in general, might be applicable to more contexts, but they were not exclusive
to lower-class people, if we just consider how the chief musician taught the aristocratic students to song (p. 14). Further,
consider in the “Ningwti of Wei” story, that fit was included in the job description of the grand musician (although the exact
relationship of the two verbal references to fi is not yet clear); and, in the case cited above, where the blind musician did

indeed fit (sou fit B i), but of course, there persists the problem of dating these materials.

63 Zud zhuan 2.64.

64 Zud zhuan 3.91; Shi jing no. 57. See Behr (2006) for the epigraphic afterlife of this epithalamium.
65 Zud zhuan 19a.588; Shi jing no. 131.

66 Wit is explained with f X ‘to attack; e.g. in the Gudn 2 & F [Master Guin] ([2] 23.473) and in the Changia fanli FFK
% #% [Luxuriant Gems of the Spring and Autumn] (1.12). For the relationship between wii and fi see Jii Jinhud (2004). On

the question of the OC reconstructions of wii and fi, see Starostin (2015).

22



LI1U, “THE RISE OF YIN”

loud martial actions, denotes percussion instruments involved in warfare and beyond, designates

military music, and is also related to dances (deriving from the meaning ‘step’).

By now we have had a glimpse of concepts denoting the oral performance of poetry primarily

in the pre-Qin period. A thorough understanding of the modes they represent is hardly achievable here,

but we can venture the following tentative summary of their interrelations:

(1) féng is used as a gloss for song and vice versa, but it is less musical than song;

(2) song is at times dichotomized against gé, while interchangeable with it in other instances; but,
if accompanied by instrumental music, song does not accord with the melody to the same
degree as gé;

(3) geé is used as a gloss for yong and vice versa; if they appear together, the former tends to be a
noun, the latter a verb that elaborates on the former;

(4) yong implies the intention, or function, of the presentation/performance, in which sense it is
further connected with féng and song;

(5) fu, as a verb, primarily refers to the presentation of poetry on specific occasions, with special
diplomatic functions, and it can be in the mode of song or ge (etc.);

(6) fu, as a noun, is juxtaposed with feng ‘air’ (near-homophonous with férng in OC) and song 2H <
*s-[6]og-s ‘hymn’ (near-homophonous with song &), and fi: and song often appear in pairs in

later periods.

Similar or different may they be: all of these words can appear in collocation with sAz, and can

refer to the oral, usually musical, presentation of poetry. But notice, crucially, that yin is excluded from

this semantic field.

1.2. THE “UNFAMILIAR” YIN

In the SW, yin is glossed as shén If < *syin < *]i[n] ‘to moan’ or tan %X < *than < *nSar ‘to sigh.”’

67 SW (1) 2a.34; 2a.179. For the version in which tan serves as the gloss of yin, see SW ([2] 2232).
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It takes “mouth” as the radical and derives its reading from jin. In some cases, it is written
with the “sound” radical; in other cases, with the “speech” radical.

AT AEE L ASS AT > AR 68
(ESHEE » 5B @ Bifd s -

.

The interchangeability of kdu [1 ‘mouth, yin & ‘sound’ and ydn & ‘speech’ as semantic elements in
phono-semantic characters is typical before the writing system became stabilized.” Except for the
variant forms 5 and 55 suggested by the SW, in pre-Qin texts yin is interchangeable with its phonetic
variant yin I where the phonophoric jin % < *kim < *[k]r[e]Jm ‘now’ is replaced by the (almost) near-
homophonous jin £ < *k(r)[a]m ‘bronze, metal’ It is glossed as kduji [155 lockjaw (in colloquial
language)’ in the SW,” and according to the Gudng yin [&#E [Extended Segmented Rimes] (henceforth
as GY), the corresponding reading is jin < *gimX < *[g](r)[e]m?.” A further relevant character is jin I£% <
*gimH < *[g](r)[o]m-s, glossed as kdu bi [1Ef] ‘mouth closed’ in the SW,” while under its rising-tone
reading (*gimX) homophonic with [, it is glossed as hdn ér kéu bi FET] 1B ‘mouth closed out of cold’
in the GY.”?

The eminent modern philologist Qiti Xigu1 has pointed out that the % — the phonophoric of

yin — is also the original form of yin, in the meaning of ‘mouth-closed. The attested forms in the oracle

bones and bronze inscriptions include A and /A etc.,” which may be viewed as an inverted yué H ‘to

68 SW (1) 2a.34.

69 See e.g. Gao Ming (1996: 135-136).
70 SW (1) 2a.31. SW (2) 2128.

71 GY 329.

72 SW (1) 2a.31.

73 GY 329. The Ming dynasty scholar Fang Yizhi /7 A% (1579-1671), in his encyclopedic monograph Tong yd i# it [Exploring
the Refined], claimed that “in ancient times, jin, jin and yin were interchangeably used (gii jin jin yin sui yong i HERE ¥ FE

) (Tong yd18).

74 Graphs from Stn Haibo (1934: 238) and Réng Géng (1985: 363) respectively.
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say, evolved from an inverted kdu [, symbolizing ‘mouth closed, (as a consequence of which) not
letting out air.”

There is a story that has aroused interest among phonologists since pre-modern times,” about
the servant Dongguo You's BEZPH (n.d.) correctly inferring the target of attack plotted by Duke Huén
FH of Qi 7% (d. 643 BC) and his model minister Guin Zhong & {f (d. 645 BC), based on the observation

that:

The two of you, Sir, [ ...] had your mouths open instead of closed, you were then speaking
of Ju.
ZFE [ JOFMAE EEEW T

You, Sir, had your mouth gaping open instead of mumbling, so the word you spoke was
Ju
BREMAR > FrEaEt - ”

Comparing the first version from the Gudn zi and the second from the Liishi chiingit, it becomes clear

that [ is a surrogate for mouth-Aé [#] ‘closed.” There is probably a graphic pun involved in choosing

75 Qit Xigui 1988: 13-16.
76 See e.g. the discussion in the Yanshi jiaxun B K 23| [Family Instructions of the Yan Clan] (7.554).

77 Gudn zi (1) 16.278, see Rickett (1985: 2.199) for the translation, slightly amended. Many scholars tend to believe that the
book was written by Guan Zhong and his immediate followers, but the book demonstrates references and the style of later

periods as well (see W. Allyn Rickett’s “Kuan tzu & " in Loewe [1993: 246—-249]).

78 Liishi chingin = IXFFK [Annals of Master Lii] 18.8. The book was compiled in about 239 BC (see Michael Carson /
Michael Loewe’s “Lii shih ch’'un ch'iu 7 [KFFK” in Loewe [1993:324]).

79 There is a further version in the Hdn shi waizhuan %% 5% 4M% [Exoteric Traditions of the Han Version of the Odes] dated
to ca. 150 BC (see James R. Hightower’s “Han shih wai chuan ¥&554M#” in Loewe [1993: 125-126]), reading “[h]is Highness
[...] had his mouth opened and did not close. His tongue was raised and did not fall. That is how I knew it is to be ju” (jiun
[...] kéu zhang ér bit ydin, shé jii ér bit xid, shiyi zhi qi jii y& F[.....] D IRMTATE, HEEMAT, &LUNILE 1) (Hdn shi

waizhuan 4.134; see Hightower (1952: 129) for the translation, slightly amended). This description closely resembles that of
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the form with the phonetic element ‘metal’-jin over the ‘now’-jin. The two “dots” in il = < */joX < *[r]a?
‘aluminum,’ the phonophoric of the name of the state jii & < *kjoX < *k.ra?, appearing as = in the early
Western Zhou period, appears also in the archaic form of 43, as *#, symbolizing two lumps of ore.* On
the phonetic level, the sentence seems to play as “close/open ablaut” on the paronomastic proximity
between *k2¥(r)o? [1 and *k.ra? =."

In the Shuo yuan 750 [Garden of Tales] compiled by Liti Xiang of the Western Han (202 BC-8),
the pair qit £ < *khja < *[k*](r)aj ‘to open (the mouth) and 4 are replaced by xii - < *xju < *q*h(r)a
and 5%

This yin (jin) denoting ‘mouth-closed’ is related to physical illness, in particular with speech
impairment. As mentioned above, 4 is glossed as ‘lockjaw’ in the SW. Further, yin (jin) is connected
with speechlessness.

In the early texts on Chinese medicine in the Hudngdi néijing w77 N 4% [The Yellow Emperor’s
Inner Classics], the dichotomy of gi and yin in the S wén Z [if] [Basic Questions] and a largely

overlapped chapter in the Tai st /2% [The Grand Basis]® are symptoms of depletion and repletion.*

Gongsiin Léng A AHE (ca. 320—ca. 250 BC) in the “Qitshui” K 7K [Autumn Floods] chapter in the Zhuang z{ 3§ [Master
Zhuang], who, reportedly, turned “mouth agape and tongue-tied” in consternation (Mair 1994: 164) (i.e., kdu qii ér bu hé, shé
Jit ér buxia FIRETIAN G, EERMAF lit. ‘had his mouth opened instead of closed, and his tongue raised instead of in a
low position’) (Zhuang zi 6b.603).

8o Liti Chuanbin, e.g., argues that = is a special form of 4 (2014).

81 Pulleyblank 1965. Pre-modern commentators suggested an alternative interpretation of the story, that the open mouths
of the duke and Guin Zhong are signifying the two kdu I constituents of the character jii . But such graphic correlation

could not have been valid until the mid-Western Han (i.e., not during the lifetime of Guan Zhong or the Gudn zi authors), as

H arrived at its current form — a completely closed “box” — only since the clerical script was introduced.
82 Shuo yuan 13.316.

83 For the relationship between the two of the four books prefixed by the title Hudngdi néijing, which share a considerable

amount of overlapping contents, see e.g. Keegan (1988: 29-31), and Nathan Sivin's “Huang ti nei ching ¥ 7 IW#” in Loewe
(1993:196-199).

84 Hudngdi néijing (4) 4.108; Xié Yufan 1985: 40—41; Unschuld et al. 2o11: 425, n. 25. The question of how to interpret this
mention of yin is contentious. The Tang dynasty annotator Wang Bing K (710-805) glossed ga with gianga X ' ‘to yawn,

and yin with yintan W5 ‘to sigh’ (Hudngd: néijing [1] 8.2). Qiti Xigui, who traces the relationship between g and yin to the
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“Réng Chéng shi” 25X [ [The Lineage Rong Chéng], the longest text among the Shanghii
Museum bamboo-slip manuscripts dated to around the fourth century Bc, contains a I (on slip #2)
and its variant form 7% (#37), both of which are juxtaposed with l6ng %& ‘deaf; and are hence interpreted
as yin | < *'im < *[q](r)om ‘dumb.®

In the following passage from the Mo zi, presumably from roughly the same period,* there is

the juxtaposition of jin 4, yin 5 and bt ydn N5 ‘not to speak’:

When subjects and subordinates do not speak out because they place great store in their
rank and position, when those nearby lapse into silence, and those far away merely sigh
aloud, then bitter resentment fills the people’s hearts.

ENERESMUMAS - A - e - BERERL - e &5
f2g - ARES - 7

The translation by John Knoblock (1938-1999) and Jeffrey Riegel quoted above differentiates jin ‘sigh

graphic contrast of their original forms — git % ‘mouth-open’ (da "X ‘big’ above and I below) and 4> (Qiti Xigui 1988: 13—
14), regards Wang Bing’s gloss of yin in this case as less plausible. Qit points out g and yin are apparently antonymous and
hence yin in this case should denote bi 4] ‘closed. He further agrees with the modern interpretation of the combination of
qityin as referring to hi xi zhi wei dong W 2 1#)] ‘small movements of breathing’ (Qit Xigui 1988: 15; Hudngdi néijing [5]
8.349, n. 6). The problem probably lies in whether it is yin or jin, i.e., whether this ' involves aspiration, and further, whether
it is sonorant. The Sui-TAng commentator Yang Shangshan’s 15_I- 3 (585-670), however, glossed git in the collocation gityin
as luchi chigi %5 Hi 5/ ‘to exhale with teeth shown’ (Hudngdi néijing [2] 19.124). By contrast, yin might well combine the
meaning ‘mouth-closed’ with ‘to exhale’ Xié Yufan, e.g., explains qityin as bingrén tongkii shényin de shéngyin J9i NJii v P
5 1) & ‘the groaning of the patient in pain,’ and yin as bikou fachii de shengyin P 135 Hi {7 ‘sound made with a
closed mouth’ (1985: 40—41) — which can serve as a footnote to Wang Bing'’s yintan. Unschuld et al., in their English translation
of the Suweén, go a step further, suggesting the production of speech (words) by gityin (2011: 425), which appears questionable

(see below).
85 Rong Chéng shi 94 and 129, as interpreted by Li Ling (251 and 279).
86 For the dating, see A. C. Graham'’s “Mo tzu 5T~ in Loewe (1993: 337-338).

87 Mo zi (2) 1.13—14; see Knoblock/Riegel (2013: 43) for the translation.
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aloud’ and yin ‘silence.’ It is nonetheless possible that jin is equalized with yin, and that they are both
paraphrases of bu ydn.

There are also paralleling cases from the Western Han:

When the High Ancestors went into mourning, for three years they did not speak and
all within the Four Seas were silent and voiceless. [But] as soon as a single word was
uttered, [they] greatly moved the world. This is because they relied on their Heavenly

Heart when opening and closing their mouths.

e

Sl - =FAE  WEBZNERAEERE - —F&28 > REIKRT - BRLRO
NGt - ™

You may be as wise as Shun and YU, but if you mumble and do not speak out, you are

less use than a deaf-mute making gestures.

BEAARE 2  TIR R AR At -

In the first passage, from the Hudindn =i 5~ [Master from Hudinén], I corresponds to bit ydn and
is related to jirdn wiishéng 2N EEE ‘silent and voiceless. In the second passage, from the Shi/ji g
[Records of the Grand Historian], % is paralleled with b ydn, and jin & ‘dumb.

The connotation of ‘mouth-closed’ and the connection with b ydn probably played a role in
blocking yin from the domain of the S-terms. From the viewpoint of the reconstruction of OC
morphology, the *m- prefix in the reading of yin < *m-q®(r)[a]m indicates volitional actions, but at the
same time, it tends to reject objects.”

Indeed, the early occurrences of yin from the pre-Qin period are rarely followed by objects (i.e.,

the content of this vocalization).

88 Hudindn zi 201375, translation from Major et al. (2010: 796).
89 Shiji 92.2625, translation from Watson (1971: 227), slightly amended.

90 Jin Lixin 2005: 76; Baxter/Sagart 2014: 123.
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For instance, when yin appears in the following passage from the Simd fid 5] 5.7 [Methods of

the Minister of War], conventionally dated to the fourth century Bc*:

Excessive arrogance, excessive fear, groaning and shouting [without good reasons],
worrying and dreading, regretting whatever has been done — these are called damaged

and broken.

bahs - i WUR o =R Sl SR -

it is nominalized and paired with hong U — glossed as zé sheng 5% ‘the sound of clucking’ in the
Southern dynasties dictionary Yu pian & & [Jade Chapters].® Yinhong, interpreted as shényin
xuanhong 15 IE I ‘to groan and to clamor, tan I8 or jieyuan zhi shéng I % 7 & ‘sound of
complaining, * is juxtaposed with the other disyllabic collocations subsumed under huishé 25 3T
‘damaged and broken.

In the “Yang quan” 5% [Wielding Power]®” chapter of the Hdn Fei z{ §#3F T~ [Master Han Féi],

which is generally believed to derive from Han Féi’s F&JE (ca. 280—ca. 233 BC) own hand, we see:*

Now that the sons of the side household abound, the son of the main household is

worrying and sighing.

91 See “Sun tzu ping fa #5FFE15” by Krzysztof Gawlikowski and Michael Loewe, in Loewe (1993: 449).
92 Simd fu (2) 3.115.

93 Yipian 1014. In a variant version hong is written as kuang I ‘desolate, waste, which Litt Zhongping’s ZIf$F (191-1990)

interpreted as ‘wasting time in idleness’ (Simd Fd [1] 3.76, n. 30).
94 Simd fd (2) 3.18, n. 4.

95 See Ludahl (1992: 202) for the translation of the title, who, however, seems to prefer the alternative title “Yang Que” 154

[An Outline of Governing Principles].

96 For the dating see “Han fei tzu ¥%F ¥ by Jean Levi in Loewe (1993: 116-117).
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DNTERR - SREES

What is apparent in these passages is only the negative implication of yin, as is suggested in the
interrelated glosses in the SW.

In the Xing zi ming chii 1% H i [Nature Derives from Endowment] in the Guodian F) 5
bamboo-slips corpus, excavated from a fourth-century Bc Chti 2% tomb, there is a graph transcribed as

# % which is interpreted as yin.* It appears in the following context:

In general, all anxiety when followed by thought becomes sorrow; in general, all
pleasure followed by thought becomes happiness, for all thinking uses the heart very
deeply. Sighing is the way of (expressing) thinking. When one’s voice changes, one’s
heart follows. When one’s heart changes, one’s voice also follows. Groaning proceeds
from sorrow. Cheering proceeds from joy. Murmuring proceeds from the voice. Singing
proceeds from the heart.
NERMmELE > LEEMmENT > LEZHORE - 3 B2t - HEs

A OOz ) » Holgt > RIEEEIRIR « 15 > BEgtl o R > BEEEtds o 0fk - 2552

o W& > BE O o

This passage exemplifies a straightforward correlation between yin and ai %< ‘sorrow. What's more, it
closely resembles the paradigm of “the heart being stirred / emotion being evoked - production of

sound” in canonized texts like the “Yue ji":

In all cases, the arising of music is born in the hearts of men. The movement of men’s

hearts is made so by [external] things. They are touched off by things and move, thus

97 See Hdn Fei zi (2.52).
98 Guaodian 180.
99 Litt Zhao 2005: 90, 99; Li ling 2007:137, 141.

100 Chan 2019: 230—232.
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they take shape in [human] sound. Sounds respond to each other, and thus give birth to
change. Change forms a pattern, and this is called music. The music is brought close and
found enjoyable, and reaches the point of shields and axes, feathers and pennants, and
this is called Music.

NEFZHRE - LALLM - )\»LJ\Z@J PIfEZ 23 - BRI E) > ST

REAHNE > SRS > BBl > s o EEESEL KR OPIE 0 s R e

We see the juxtaposition of yin with ou & < *uw < *q%(r)o ‘to chorus, a variant form of ou & ‘to sing’
in the Xing zi ming chi, also in the “Chim{” {%/5E [Extravagance in Spending], the longest chapter in the

Gudn zi:

Making them feel safe in their districts and happy in their homes and permitting them
to chant different hymns and praises while sacrificing to ancestors and spirits — these

are means to preserve the customs of the people.

LAV > ERIMABSTEITE Bar(=0k] > Bl Rt -

There is more than one way to parse the sentence. Concerning yin, the difference lies in (1) whether it
is a verb, paralleled with Fli, and even with chéng f§ ‘to claim, to acclaim’ and Ado 5 ‘to howl, or a noun,

serving as the object of ou; (2) whether yin is directly related to xidngji 4% ‘to sacrifice’;® (3) whether

101 Liji 37.1251; translation from Cook (1995: 24—25), slightly amended.

102 See Gudn zi ([1] 12.199), translation from Rickett (1985: 2.319), and the punctuation follows the translation. The
emendation of zhit ik < *tryu < *tro ‘to punish’ as shit 7k < *dzyu < *[d]o ‘different’ is from Zhang Peiltn’s 5= fil4m (1848
1903). See a further possibility way of parsing the sentence in the Gudn 2 ([2] 12.689), where the compiler Li Xiangféng %2

FHJEL (1901-1979) suggested reading chénghdo as a nominal compound meaning ‘title’ or ‘designation’ (Gudn zi [2] 12.695).

103 It is also possible to read xidngji 545 as ‘to be sacrificed, under the predicate-object paradigm of anxiang %% ‘to be
content with [their] counties, lézhdi 4%E ‘to be happy in their homes, ouyin #&" ‘to chorus yin’ and chénghao F&5% ‘to
claim a title. This “unconventional” passive reading of the compound xidngji, in which the subject becomes the recipient of
the sacrifice ceremony, fits the context, suggesting that the people should live and die in the same place contentedly, without

moving or migrating to other districts.
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the yin is negatively viewed and whose subject will be executed (zhii £), or by contrast, the diversity
(shit 5% ) of which is advantageous. In the SW, ou is glossed as gige 755X, meaning either ‘to sing together’
or ‘songs deriving from the Qf area."”* Wéng Yi Fi% (n.d.) of the Eastern Han, the compiler of the
earliest complete annotated version of the Chil ci 25 [Songs of Chi1] extant, has a commentary on the
phrase ou hé “Yang E” 3&#11 (#51) ‘the singers’ chorus “The Sunny Bank” in the “Dazhao” A4 [The
Great Summoning], ' stating that tige yue ou £ 8 H #& ‘to sing without instrumental
accompaniments is called ou.””® Whether being the nominal object of or a verbal parallel with ou, and
whether a negative implication persists, this yin seems to be musical. Yin does share the infix *-r- with
ou, which indicates “action involving a collective participant.””” Moreover, if we read yin as being closely
related to xidngji here, that is, reading xidngji ér ouyin 31 E&S as a unit, this close relationship
probably derives from the near homophone of yin, namely xin ¥X < *[q"](r)em ‘to arouse sensual
pleasure from smell and touch, which is often paronomastically glossed by xidng == < *[q"]an?. Based
on the near-homophonic relationship, ‘to arouse sensual pleasure’ may well have been one potential
connotation of yin. The problem here, however, is that the “Chimi” belongs to the “notorious” Gudn z{
chapters whose dating has caused major controversy.” It might be safest to say, at this point, that the
chapter consists of materials from different sources dated no later than the early Han.

The earliest occurrence of shényin extant also stems from a discussion of the origin of music in

the Liishi chingii, to the effect that, when society is in disorder,

the people groan and sigh; but can this be considered to be music?

RIS - HDURSE » 35 2 a5k 7

104 SW (1) 3a.53. See Yan Shigit’s EHHTi 1 (581-645) commentary in the Han shi (1a.30, n. 1).
105 Chii ci (1) 10.221, translation from Hawks 1985: 235.

106 Chii ci (1) 10.221.

107 See Sagart (1999b: 113).

108 See Rickett (1985: 2.297—304).

109 Liishi chingiii 5.6, translation from see Knoblock/Riegel (2000: 138).
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There is a nice parallel between ydng 7k [#k and shén EF < *li[n] ‘to stretch, expand’/I§l — the synonym
of yin. The “drawn-out sound” of shényin may hence be relatively melodic, but is not to be viewed as
“music” on moral grounds.

Gao Hudping has traced the etymological origin of gé #X < *[k]%aj to its radical k& A <
*[k]"%a[j]? ‘to approve, which “originally denotes approving or replying in a soothing tone; and because
this tone pleases the audience, it is then used to present the sound of singing.”" This throws light on
how the yin denoting the vocalization initiated under negative emotions has possibly become relevant
to “music.”

Still, when reading the following famous portrayal of Qu Yuan f# 51 (fourth century BC) in the
“Yaft” J#1%¢ [The Fisherman] poem of the Chii ct:

After Qi Yuan was banished, he wandered, sometimes along the river’s banks,
sometimes along the marsh’s edge, singing as he went. His expression was dejected and

his features emaciated.

JEPRBRRL > B o (TSN - BHEOMERYS - A -

we have little evidence of understanding the yin as yinsong "5&f ‘to cantillate and recite metrically.™
The poet was immersed in negative feelings. He was probably sighing or humming with his lips pursed.
While David Hawkes’ (1923—2009) rendering of yin as ‘singing’ is possible, Cdo Yaoxiang’s & #IM (n.d.)

interpretation of the word as danydu yuanzi ér bunéng ydn yé {HHE L E M A BE S H. [he] only

110 Gao Hudping 2014: 104.
11 Chii ci (1) 7.179, translation from Hawks 1985: 206.

12 As e.g. in Chii ¢i ([2] 7.760, n. 3).
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14

grumbles and sighs but cannot utter a word™ seems more plausible™ — but of course, the argument

15

would be heavily based on the dating of the text.
1.3. A “FAMILIAR” YiN

A singular example from this early period, where yin conveys a verbal content, and, moreover, in the
form of averse, derives from the third chapter of the M tianzi zhuan 2K -{# [Biography of King M1,
Son of Heaven], dating from about 350 BC." The direct context of yin is basically received in two

different versions, which coincide in that the yin is followed by a verse of twelve tetrasyllabic lines:"’

the Spirit-Mother of the West, once more, sang for the King, saying

PHER N RTI5E™

It was Xi wangmu 5 £ £} ‘Spirit-Mother of the West’ who initiated the poem exchange at the banquet
of King Mu 2 of Zhou [& (956-918 BC), which began with the host’s six-lined tetrasyllabic verse (ydo

%), and was replied to (dd &) by the guest with a verse of equal in length. Ydo < *yew < *law is glossed

as tiigé in the Er ya B HE [Approaching the Refined Expressions] of ca. the third century Bc," as well as

13 Mo zi (1) 1.4.

14 Similarly, it appears unconvincing that the Zi yudn i [Origin of Characters] authors claim that the original meanings
of both shényin and yin are ‘to cantillate, to recite, and that ‘to groan’ is a later-developed meaning (Li Xuéqin [2012: 92—93]),

if we look into the early usages of yin.

115 The provenance of the “Yaft” although conventionally ascribed to Qti Yuan is constantly called into question, and a dating

to the Han dynasty is often suggested (see the “Chu tz’u £ &¥” by David Hawkes in Loewe [1993: 51]).
16 See Rémi Mathieu’s “Mu t'ien tzu chuan 2K 13" in Loewe (1993: 342-343) for the dating. See also Behr (1999).

117 Gu Shi 5 # (1878-1956) judged the verse to be a pure tetrasyllabic poem of the Zhou period, by which he surmised that

the Xi wangmu must belong to the Hua-Xia cultural sphere (Mu tianzi zhuan [1] 3.154).
18 Mu tianzi zhuan (1) 3.159. For the translation of X1 wangmu, see Goldin (2002).

19 Er yd 5175. See “Erh ya B 7 by W. South Coblin in Loewe (1993: 95-96) for the date.
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in the SW. The Ya pian quotes SW, but glosses ydo as diige J&HX ‘solo singing.”** However, there persists
the possibility that either tuge < *du-ka < *[d]%a-[k]%aj or duge < *duwk-ka <*[d]%ok-[k]%aj has been
mistaken, as the result of wrong phonetic segmentation, where the initial velar of the second syllable is
attached also to the final of the preceding syllable in close juncture. The longest verse following yin
appears thereafter. The juxtaposition of ydo and yin seems to suggest their similarity as modes of
performing the verses, probably improvised on the spot.

But this version derives from Guo Pi’s commentary on the Shanhdi jing 117545 [The Classic of
Mountains and Seas], which later commentators prefer to the following versions in the received Mu

tianzi zhuan:

the people sang, you, and/to yin, [the words] saying

HREELISH

the people initiated, you, and/to yin, [the words] saying

i FRFEE LA

It is indeed not easy to make sense of these two versions, where I have left you and yin preliminarily
untranslated. The close occurrence of you % ‘worry’ and yin reminds us of the youyin in the Hdn Feéi zi
discussed above. Meanwhile, you < *?(r)u can be a phonetic loan for you [ < *?(r)u with a mouth radical
in the same xiéshéng 35575 series. The latter is glossed (1) as zi [f{ ‘to vomit, to sigh’ in the Cangjié pian,
as cited by the J{ yun 585 [Collected Rimes]; (2) as yil wéiding 5EAE ‘anacoluthon’ in the SW; (3) as
gini 537 ‘the flow of the air is reversed’ — probably referring to a disease which causes a symptom like
2zl in (1) in the Y pian; (4) as ti ji wishéng Wi xR ‘to sob uncontrollably and become voiceless’ in
Sima Biao’s 5] f§ % (240-306) commentary on the Zhuang zi, which he claimed to be a conventional

122

usage by the people of Chu.

120 Yu pian 6.1772.
121 M tianzi zhuan (2) 3.168-169, n. 32.

122 See SW ([2] 2.2201).
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Here, we actually see that the ‘mouth’-you shares similarities with yin: as words denoting the
motions of the mouth, they both suggest a disability in speaking related to physical symptoms; and they
both have a negative connotation. Hence, I would propose to read you yiyin i /5 as an independent
unit, that is, as an adverbial description of the poetic activity, rather than as verbs that directly trigger
the verse that follows.”? The two Mu tianzi zhuan versions, unlike the previous Shanhdi jing version, are
not included in the exchange of poems between the king and Xi wangmu. Instead, the verse was
produced by the people after Xi wangmii returned from the banquet. Therefore, the juxtaposition of ydo
—dd - yin is not to be maintained either. The adverbial collocation you y{yin can be understood as ‘with
a sigh, (nearly) unable to utter a word.’ The reading matches well with the melancholic air of the verse,
especially since, in comparison to the Shanhdi jing version, the verse in the two Mu tianzi zhuan versions
has an additional (it J7it 55 ‘to cry.**

In sum, I would venture to say that the Mu tianzi zhuan versions exhibit a more “coherent” usage
of yin in this period.”* It is related to physical illness that causes the symptom of mouth-closed and
speech impairment, and it derives from negative emotions that give rise to an exhalation, or a more
sonorant expression, but not spoken in words.

%k
But what if the Shanhdi jing version is authentic? How can we come to terms with this singular case
exemplifying a direct connection between yin and “poetry”? I think the following tradition shrewdly
observed by Mark G. Pitner can shed light on this question. In his essay of 2017, “Stuttered Speech and
Moral Intent: Disability and Elite Identity Construction in Early Imperial China,” Pitner points out that
a series of important personages are described as kdu chi [ 1117, “disfluent, stuttering,” and it seems that
it is such an important quality that it earns a place in their biographies. Medical records of the same
period show that there are different degrees of symptoms involved. Oftentimes they are curable, and
even temporary, due to a sudden surge of negative emotions. Importantly, the symptoms do not

necessarily affect one’s capability for recitation, cantillation, or literary composition (of which the

123 Ydo and zuo serve as the verbs instead.
124 For an analysis of the rhyming and a translation of this verse see Behr (1999: 5-6).

125 It may therefore be advisable to revisit the youyin in the Hdn Fei z{ with an implied understanding of the you yi'yin.
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Western Han rhapsodist Sima Xiangra =] 541 [179-117 BC] is a well-known example). “Stuttering”
seems to be viewed quite positively during this period, and it is connected with one’s moral virtues,
behaviors, and decisions in one’s official life. Bu ydn in this context means ‘disfluent and ineloquent’
(see the example of Zhou Chang & & [d. ca. 191 BC]).** It seems to me that this tradition is suggestive
of (though I am not sure whether connected to) the case of yin, under which a medical symptom (and
more precisely, difficulty in vocalization), negative emotions, moral obligations, oral performance as

well as literary capabilities are brought together.

126 Zhou Chang was among those staunchly against Emperor Gaozu =1 4H Liti Bang's 2171 (256-195 BC) will to replace the
heir apparent. When confronted with the question about his reasons, his response is described in the Shiji: “Chang, who was
a stutterer and also excessively angry, said, ‘My mouth is unable to speak, nonetheless I know this r-r-really cannot be! Even
though my lord wants to remove the heir apparent, I r-r-really will not submit to this order.” (Chang wéirén chi, you shéngnu,
yue: “Chén kou binéng ydn, ran chén qi-qi zhi qi buké. Bixia suiyiféi taizi, chén qi-qi biifengzhao. B~ NWz, X, El:

[EOARES, SAEHIIAIEATT . BT R KT, EHIIIAZEEA. | ) The emperor’s reaction, meanwhile, is
“laughing with delight” (xinrdn ér xiao FRIR 1M 5E) (see Pitner [2017: 707]).
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2. TOWARD A CLOSE RELATIONSHIP WITH POETRY

Of course, we may be gravely hampered in a fair understanding of yin in the pre-Qin period due to the
scanty sources at our disposal. In the Han literature, yin “abruptly intruded into” the semantic realm
denoting oral composition and performance of a musical or poetic text. Henceforth, down to the dawn
of the Tang, the word holds a dynamic relationship with synonymous concepts from that semantic field
and demonstrates a tendency toward a closer relationship with poetry.

Approaching the exclusive intimacy between yin and poetry that we have briefly seen in Tang
poems, an important turn took place as early as in the Western Han period, when the collocation
yinydéng W55k ‘to cantillate and prolong’ is used in the “Da xit” to denote the composition of bianfeng 5

J& ‘mutated airs’ and bianyd EEHE ‘mutated elegantiae’ in the Shijing:

The historians of the states clearly understood the marks of success and failure; they
were pained by the abandonment of proper human relations and lamented the severity
of punishments and governance. They sang their feelings to criticize those above,
understanding the changes that had taken place and thinking about former customs.

B SRR R BN > B AR ZHEZ T > SEkIFELUEEL E o ERE

The importance of the “Da xi” must have been responsible for the solidification and prevalence of the
phrase yinydng qingxing W55k &4 ‘to cantillate and prolong one’s feelings and disposition.’ It stems
from a passage that elaborates on the more archaic aphorism shiydn zhi 55 5 it%,”° while it foreshadows
the novel idea of shiyudn qing 55%%1% ‘poetry is born of pure emotion.* The two were eventually to

become the fundamental definitions of (the nature and function of) poetry, which established the

principle of poetic compositions for later ages. It is therefore not surprising that, to the Six dynasties

127 Shi jing (2) 1.17-18; translation from Owen (1992: 47), slightly amended.
128 See above: the fiishiydnzhi is also relevant.

129 Weén fi SR [Rhapsody on Literature] 9g; see Chén Shixiang (1952: 23) for the translation, slightly amended.
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222-589) literary critic Zhong Rong &% (?—518), yinydng was already an eligible substitution for sht
ry g g yiyong y g

130

‘poetry.

Since Wang [ Can], Yang [Xidng], Méi [Sheng] [S1]md [Xiangru] and e tutti quanti, literati
compete in crafting rhapsodies, while the cantillation and composition of
[pentasyllabic] poetry are not to be heard. From the Commandant Li [Ling] to Consort
Ban Jiéyu™ — for close to a hundred years, except for this woman, there was this single
man [who composed pentasyllabic poems]. The tradition of The Poet'* was breached at
once.

HE 15 A0 B2l - SR 1o akBER] - 1EFHRAZDIGELT - R
FiE > AWAL - —AME » fF AZJE - THEGREE - =

Not only did Zhong Réng juxtapose yinydng with the literary genre cifit gEHR, ‘Thapsody, later on he also

“defamiliarized” the term shéenyin:

As for those born with a silver spoon in their mouth, they feel ashamed of imperfect
compositions.* All morning they keep modifying and adorning minute details, and till

midnight they are still cantillating and sighing over® their works. The products are

130 And, in particular, pentasyllabic poetry, which was the prevailing poetic form by Zhong Rong’s time, as well as the topic

of his Shipin &% i [Gradings of Poets] (see Shi pin [“Preface” 9, n. 3]).

131 48 BC—6.

132 Shirén 5 N\ ‘poet’ here refers to the composers of the Shijing poems (see Shi pin [“Preface” 10, n. 8]).
133 Shipin, “Preface” 8.

134 Le., poems (see Shipin [“Preface” 33, n.10]).

135 The commentary on the Shi pin quotes the identical term in the Zhuang z{ to explain this shényin (Shi pin “Preface,’33—
34, 1.12), which Guo Xiang 8% (252-312) equated with yinydng. We will see in our discussion below that the shényin in the

Zhuang z{ is more about “reading,” while the shényin here is more about “composing.”
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masterpieces in their own opinion; in the eyes of the public, however, their
compositions turn out to be flat and ordinary.

EFRERRT S5 > BSCAE  (AIREER - SRS - SR R - A
P o

Here, shényin implies a very harsh process of poetic composition, which features repetitive revision,

probably through constant chanting, singing, and sighing, for a long period of time. In the petition by

Li E Z22% (n.d.) of the Sui [& dynasty (581-618), even yinyong departs from its positive connotation — as

representative of the shirén zhi feng 53 A\ J ‘tradition of The Poet’ — and becomes synonymous with

this shenyin:

In the south of the lower reaches of the Changjiang River, during Qi and Lidng dynasties,
this unhealthy literary trend has come to an extreme. The noble and the humble, the
virtuous and the ignorant, all were engaged only with composing and cantillating
poems [of this style]. On this account they in turn discarded the reasoned and
maintained the abnormal, searched for the insubstantial and pursued the infinitesimal,
competing for the irregularity of a single rhyme, and vying for the ingenuity of a single

character.

SR~ 2R HEGHE - BREE > WEHSI o EEMER  FREN

/|

Yinyong became specialized in depicting the brain-racking process of composing poems in the then-

prevalent poetic style, which elevates the craftedness of the language to the top priority. From the

yinydng in the “Da xit” to that employed by Li E, a “tightening-up” of the bond between the term and

136 Shipin “Preface” 32.

137 Known as the “Shangshii zhéng wénti” |2 IE SCH# [Presenting a Petition to Correct the Literary Form| (Suf sha 52

[Book of the Sui] 66.1544-1545).
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poetry is detectable: yinyong becomes independent from its moral overtone and develops into being
equivalent to poetry and poetic composition.
Yet, our question remains, how did this happen? Why was yin invited into this picture already

heavily painted with plentiful S-terms?
2.1. “FAVORABLE” QUALITIES OF YIN

2.1.1. The morally paradigmatic yin

The similarity between yin and féng/féng must partly explain the formation of the term yinyong
gingxing. Examples from pre-Qin texts suggest that yin, like féng, is reflective of and hence advisory to
governance. That connection appears vivid in the discussion of the cure of twelve symptoms (in a
symbolic sense) of a ruler in the Hdn shi waizhuan, where the treatment of the symptom feng — referring

to a disease related to cold and fever, and here clearly also a pun on féng* — is described as follows:

He does not give the people an excuse to sing abusive songs.

S S s -

What may also anticipate the yinydng in the “Da xit” is that yin has been assigned to a virtuous and

140

educated person, who, in particular, is routinely dubbed the “first” poet: Qi Yuan.”’ In later literature,

xingyin seems therefore more or less allusive to this exemplary figure, who, although banished,

138 See Hightower (1952: 85, n. 12; 86, n. 21). The “Da x1” also addresses this term which is helpful here: shang yi feng hua xia,
xia yl feng ci shang, zhit wén ér juéjian, ydnzhizhé wiizui, wénzhizhé zuyi jié, giyué feng L UUEAL T, R PAURGH] E, 3¢
MGk, &2a M, Rz #H 2L, #ER By feng those above transform those below; also by féng those below
criticize those above. When an admonition is given that is governed by patterning (wén), the one who speaks it has no
culpability, yet it remains adequate to warn those who hear it. In this we have féng’ (translation from Owen [1992: 46]). Note

that the feng in the “Da xu” is “bi-directional.”

139 Hdn shiwaizhuan 3.92, translation from Hightower (1952: 86). A similar example is the jin min jié ouyin st han % [X; B il
I F8.7% ‘now, the common people are all singing [bitterly] in chorus, thinking of the [overthrown Western] Han dynasty, in

the Han shii (70a.4207), which may help us understand the ouyin above.

140 Note again that we are not absolutely sure whether this xingyin in the Chii c{ predates the yinyong in the “Da xu.”
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performed the action of yin in keeping with his deep concern about his homeland. Yin, therefore,
implies loyalty, and more importantly, the quality of keeping one’s virtue while in predicaments.

The “loyal” aspect of yin is reinforced by a story narrated by Chén Zhén [§#2 (n.d., of a similar
period as Qu Yuén), as described in the Zhangud cé BX R 7K [Stratagems of the Warring States],
compiled by Lit Xiang. On his mission to the state of Qin the Cht, where envoy Chén Zhén used to
serve, he was confronted with a question raised by the King of Qin about his loyalty to Qin. Chén told
the story in reply, that a man from the Wt 5= region came to win the preference of the King of Chui, but
in his illness, he performed Wit yin %=1, lit. ‘Wt gasping/singing.** In the Sh{ ji, the protagonist of the
story is identified as Zhuang Xi ;4 %5 (n.d., Warring States period) from Yué i, who was appointed to
the highest rank, zhigui ¥ ‘Baton Holder ([lit.] holder of a jade tablet symbolic of office), in Chii. Yin
is substituted by shéng B ‘sound’in the Shiji text (as Yueé sheng &%, lit. ‘sound of Yué, juxtaposed with
Chit shéng 2ER, lit. ‘sound of ChiY)."** Later on, “Zhuang Xi yin” or “Yué yin” became fixed expressions
allusive to this story. We see this, for example, in the “Déngléu fu” &} [Rhapsody on Climbing the
Tower] by Wang Can 5% (177-217), who ranks first among the Jianan qizi #£2%¢1=-F ‘seven scholars
in the Jianan era.”*

Zhong Yi was imprisoned and still he played a tune from Chu, Zhuang Xi was eminent

and yet he sang in the tone of Yue.

ST 225+ SRS «

141 Zhangud cé, “Qin c&” Z2 3 [Stratagems of Qin] 2.
142 Shi ji 70.2301—-2302. Wil yin and Chil shéng, as we will see below, are both referring to music of regional styles. But in the
case where their subject suffered from an illness, I doubt whether these terms bear musical implications.

143 Wang Can was dubbed qizi zhi guanmicdn -5 12 55 % ‘the crown of The Seven Literati’ in the Wénxin diaoléng (10.700).

144 Wén xudn (1) 11.490-491. The parallel story of Zhong Yi §# 1% (n.d.) is of similar kind. In the attack on Zhéng by Chti in
584 BC, Zhong, a Chii musician, was captured in Zhéng and was then extradited to the state of Jin 5. Two years later, when
the Marquis of Jin commanded him to play the zither, he performed ndnyim 4 & lit. ‘a Southern tune: he was thence

esteemed for his loyalty to his homeland (Zud zhuan 26.847-849).
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The other aspect of yin, recommending that one keep one’s moral standards, even in solitude, and
especially in hardship, is reflected, for example, in the “Dushi fit” ;& EHH [Rhapsody on Reading] by
Shu Xi T (?-300) of the Jin £ dynasty (266—420):

Yuén Xian cantillated in reclusion and forgot about his destitute state; Yan Hui studied
diligently and ignored his own poverty. Ni Kuan kept reciting [classics| when weeding
and farming; [Zhu] Maichén cantillated while carrying firewood.

IR TES TSR » BB S - (RIS =48 - HE TSI E
ET

Yin occurs twice in the four examples alluding to the practice of “reading even in bad situations.”
“Among all disciples of Confucius the poorest is Yuan Xian” (dizi pin Yudn Xian 551 & 7 ), but he
“sat upright, played the zither and sang” (kuangzuo ér xidnge [EAAT4ZHK).” That is probably what
Yuén Xian and his yin symbolize, contentment or indifference to his poor living situation, since he

believed he was practicing what he had learned under the principles of Confucianism.”” The second yin

145 515 BC—?.

146 521—481 BC.

147 7 —103 BC.

148 Zht Maichén %4 H [ (? -n15BC).

149 Qudn Jin wén 4= 3L [Complete Jin Prose] 87.1b (Qudn shanggii sandai Qin Han Sangud Litichdo wén [hereafter as QW]
1962).

150 From the poem “Ji Yuézhou Jia simi lit zhang Bazhou Yan ba shijiin lidng gélio wiishi yun” 257 M 5 7] 575 S ELH ik
J\ At iy il % .- #5 [Sent to the Two Gentlemen of the Ministries, Jii Zhi the Sixth, Vice Prefect of Yuézhou, and Yan Wit
the Eighth, Prefect of Bazhou: Fifty Rhymes] by Du Fu (Du Fii ji [2] 8.893).

151 Hdn shi waizhuan 1.11; Zhuang zi 9b.975.

152 The topic of this rhapsody is “reading.” Probably there was an anecdote about Yuan Xian's devotion to reading that was

available to Shu X1. Based on the extant stories concerning Yuan Xian, however, I think yin refers to xidnge 2R ‘o play the

zither and sing’ There is another story, though, regarding Yuan Xian’s singing. When another Confucian disciple, Zi Gong -
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appears in the collocation familiar to us, namely xingyin. Judging from its juxtaposed partner kdusong
15/ ‘to recite with the mouth, however, it probably means ‘to read, cantillate, and recite. Ni Kuan was
known for hanging the classics on his hoe and finding time to read them while doing corvée labor on
the farm. Zht Maichén, similarly, was badly off as a woodsman before he became a high-ranking official
in the administration of Emperor Wit i, of Han (156-87 BC). The Han shii records that Zha, before he
rose from the ranks, used to dan shixin, xing qié song shii ¥EHEE7 - {7 HEHE shouldered bundles of
firewood, reciting books as he went’; his wife shuo zhi Mdichén wii geou daozhaong, Mdichén yi yi jige $
IFEREHIREES - 5 Az HK ‘many a time tried to stop him from chanting on the road, while
Maichén chanted and sang more fervently*® Not long thereafter, in the Qidn-Han ji Fij/£4C. [Records of
the Former Han], compiled during the waning of the Eastern Han, Zhtt Maichén’s song and gé (ou) have

already become substituted by yin (yong):

His household suffered from poverty. He liked reading books. He made a living by
collecting firewood. He cantillated and recited on his way (while working), and his

contemporaries called him “idiotic.”

KHE o WFelE o MBS Rk HT > e AR -

H (520456 BC), dropped by and mocked at Yuan Xian, asking what ailed him, Yuén retorted that, “to be without property
is termed poverty, and to be unable to put into practice what one has studied is termed ailing. I am poor; I am not ailing”
(wiicdi zhiwéi pin, xué ér bunéng xing zhiweéi bing. Xian pin yé, féi bing yé #M 2 FH 8, LMARIT Z ik, BEEM,
4EJp ). Upon these words, Zi Gong left in shame, and Yuan Xian “returned with slow steps, trailing his stick and singing
the ‘Sacrifical Hymns of Shang.’ The sound merged with Heaven and Earth, as though it issued from metal and stone [musical
instruments]” (ndi xiibi yézhang, gé “Shang song” ér fin, shéng lin yi tiandi,ri chi jinshi J5150 AL, ¥ CRIAH) MR,
B A R L, W 4 ) (Hdn shi waizhuan 111, translation from Hightower [1952: 20], slightly amended). But this
outburst of singing cannot be modified with the word gidn % ‘in hidden. On top of that, when the story appeared in the

Zhuang zi, the subject who performed the song was Zéng z I instead (Zhuang zi 9b.975).
153 Han shit 64a.2791.

154 Qidn-Han ji10.13a.
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Accordingly, we probably should read his xingyin in relation to song, gé (ou), and du.”

A close intimacy between yin and dit 4% ‘alone’ also began to manifest itself markedly:

VB EEEZ Deeply in the thought of the hundreds of thousands of miles away,
BRI Treading back and forth, I cantillated and sighed alone.™

FIMNAR R She made herself scarce and did not show herself,

Je R HENS Awaking and sleeping, I cantillated alone, sighing.”’

EZH k&  Iwrote aletter to the one dwelling in my mind,
EIREFEYS  And cantillated melancholy through the long night.*

These are examples coming down to the Jin dynasty. It seems that, at least by this time, yin is more or

less underlined by the well-known Confucian injunction jinzi shén qi du yé & 1 {H EJ& 7, ‘the

RN

Gentleman is mindful of his innermost self;" that “the superior man heeds his own thoughts and not

2160

the world around him,” with or without “supervision” from society.
Natural expression of feelings, moderate admonition of the superior, loyalty to one’s homeland,

staying true to oneself in plight, and keeping one’s moral standards in solitude: all these virtues have

155 More on Zha Maichén’s yin see below.

156 From the “Ni shéjiang cai furong” #6571 K J< %% [Imitating I Cross the River and Pluck Hibiscus Flowers] by Lu Ji PE##

(261-303) (Jin shi 5 [Xian-Qin Han Wéi Jin Ndn-Béi chdo shi [hereafter as XS], 687).

157 From the “Da Lu Shiléng si shou: Nanshan” % [ - #E VU 1R Ll [Four Pieces Answering Lu Shiléng: The South
Mountain] by Zhéng Feng 5% (n.d.) of the Wei—Jin period (Jin shi 6 [XS 722]).

158 From the “Chéo y6urén sht” ] & \ ¥ [Teasing a Friend] by Li Chong 2= 7t (n.d.) of the Eastern Jin (Jin shi 11 [XS 856]).
159 Translation from Riegel (1997: 160).

160 Riegel 1997: 160. Riegel discusses at length the use of this injunction in the commentary of the “Wiixing pian” F.17 &
[On the Five Proper Conducts], its connections and discrepancies with its usages in other early sources including the Xtin z{

and the Liji etc., as well as the development of its connotations (1997: 160-169).
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been ascribed to yin, making it morally paradigmatic and fitting with the nature and functions of poetry,
as well as with the “persona” of a poet. I would say that yin “attracts” these connotations and subsequent
usages because it complies with the Confucian preference for a balanced, contained way of expressing
one’s feelings.”” As it is a word denoting the expression of negative feelings, yin surely implies a reserved

and restrained manner — reminiscent of the ‘mouth-closed, ‘muted, ‘wordless’ connotations of yin.

2.1.2. The negative implication of yin

Its negative implication might have been advantageous as well for yin to enter the S-term group. It is
descriptive of an individual in misery, harassed by concerns over the fate of the country, or in his or her
own life. The period under examination was largely marred by frequent vicissitudes of dynasties
(especially since the end of the Han), and the society was subject to great turbulences, which exerted
considerate influence on the intellectual landscape. As a result, béi 7E ‘sadness’ has become a widely

valued emotion in aesthetics. In the domain of music:
During the Han and the Six dynasties periods, musical performances were thought to

be superior when they evoked sadness (béi ), and listeners were likewise judged to be

connoisseurs of music when they were able to react with sadness.

ZEEP AR SREY - TR RAE - EBUNE - JE 4T o

Under the brush of the literati of that period:

Praising the materials the musical instruments are made of, those growing in harsh

161 Consider the “Guan ji” [ ér bit yin, ai ér bu shang (BAME) T AR, ZMAE: the “Guan ji” is expressive of
enjoyment without being licentious, and of grief without being hurtfully excessive’ (Linyii #fiat: [Analects] 3.45, translation
from Legge 1960a: 161, slightly amended). The xi nit ai lé zhi weéifa wéizhi zhong, fa ér jié zhongjié weizhi hé F- & X 8 2 K 9%
FHZ A, S5 B H T EH 2 AT ‘While there are no stirrings of pleasure, anger, sorrow, or joy, the mind may be said to be in
the state of EQUILIBRIUM. When those feelings have been stirred, and they act in their due degree, there ensues what may

be called the state of HARMONY’ (Liji 52.1661, translation from Legge [1960a: 384]).

162 See Qian Zhongshti (2007: 3.1506), translation from Egan (1998: 67), slightly amended.
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environments are preferred; conveying their sounds, the saddening and grieving take
priority. Complimenting their influence, those moving the audience to tears are valued.
feEAEr - AIDUEE R L IEEE > RIDAER ST SSEEIE - RIBIEESS

The social context and the aesthetic tastes of the times also had a great impact on literature. Not only
are the literary works of this period often enclosed in a “sad” ambience, but also such “sadness” has also
become an important element in literary assessment. This is nicely reflected, for example, in Lu Ji's
elevation of béi as one of his five criteria of a fine literary piece.®* Zhong Réng also demonstrates a
preference for such a sentiment in poetry in comments such as yi béi ér yudn E3E 1] %2 ‘the thoughts

are sad and far’ and ging jian ydyuan |EFEHEZL ‘the emotion combines elegance and resentment’ etc.'*

163 From the “Qin fiu” 23} [Rhapsody on Zither] by Ji Kang #& i (223-263) (Wén xudn [1] 18.836). The phenomenon
triggered criticism by Ji Kang’s contemporary, Ruin Ji Bt & (210-263), also known as one of the “Zhtlin qixian” 77k &
‘seven virtuous men of the bamboo grove, who posed the rhetorical question in his “Yue lun” 2%y [On Music]: chéng yi béi
Wéi yue, zé tianxia hé yué zhiyou FEUAHE 8%, RIIK T AT4%2 A f we truly take sorrowful sounds as music, what music
is there under the heaven? (Rudn Ji ji 1.99, reminiscent of the quotation from the Liishi chiingiii above). The connotation of
béi in this context and the like is multifaceted (the same applies to yué, let alone that the character also reads /é and denotes
‘happiness’). It may refer to the intrinsic emotive quality of music, or to the emotion intended, evoked, or received from the
musical performance (note that concerning the former aspect, there was an ongoing debate over whether music is inherently
“happy” or “sorrowful” in this period, as epitomized by Ji Kang’s “Shéng wi ailé lun” % 1 4% 5 [Music Has Neither Sorrow
nor Joy]). For more on Rudn J{’s treatise, see e.g. Xiao Kaiwén (2002); Criddle (2007). For an in-depth discussion on the
controversies over the relationship between music and b¢i, and in particular on the ambiguity of the word béi, see Egan

(1997).

164 Wén fit 183. Note that in the original context, Lu Ji actually took music as a metaphor for literature. Besides, the exact
connotation of béi in this context is under debate. Zhang Shaokang, e.g., claims that it refers to sentiments in general that

can move the reader, instead of specifically to ‘sadness’ (Weén fit 198).

165 Shipin 1.45;1.56. Pertinent are (1) the yuan % ‘to resent’ function of poetry, which was embodied as early as the Odes and
the Chil songs; and (2) the connection of worldly frustration with the development of literary talents and the inspiration of
literary compositions (see Qian Zhongshi's fine treatment of the development of the prevailing notion fafén zhishu 5518
% ‘to compose writings to express frustration’ [2007: 3.1489-1499], and, in addition, Adam D. Smith’s discussion of the

“Qiéngda yi shi” 45 3% LAIRF [Frustration or Achievement Depends on a Timely Opportunity] manuscript in Guodian bamboo
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The epitome of the aesthetic pursuit of sadness is the fact that men of letters of this period took

pleasure in dirges:

166 [ 167

On the upper si day of the third lunar month of the sixth year,™ [Lidng] Shang™” invited
guests widely and held a grand banquet on the side of the Luo River. [...] Shang and his
closest friends drank their fill and were overjoyed. When their drinking was coming to
an end, and the singers having finished their performances, the [funeral] song “Dew on
the Onion Grass” followed. The banquet attendees listened to the song, and all were
moved to tears. [...], [Zhou] Jui'* [on hearing the story] sighed and said: “This is what is
called being sorrowful and happy at inopportune moments, rather than on the right
occasion. Isn’'t misfortune about to befall us!” Subsequently, when autumn came, [Lidng]
Shang passed away.

NEZREEH > BRGEE - #TIEK 0 [ PSRN R O - R
BHERE > @D CEFE) < dEE - &R - [ ]88H Tt
TEEKIE > FEELATE © PR AR | PHERCREE o

Yuan Shansong”® went on an outing, and each time he liked to have his attendants sing

dirges.

strips [2018]). The two notions have contributed to the establishment of “sadness” as a primary aesthetic pursuit in literature
as well. However, as a caveat, they differ from the “aesthetic pleasure” attained from the “sadness” in a literary work in that
they mainly concern the process of creation rather than the reception of the work. In other words, while the “sadness” in the
former case refers largely to authorial experiences in reality that may or may not be expressed in the resultant composition,
the appreciation of the béi in the latter case is based on the maintenance of “aesthetic distance” from the literary work (see

Xt Gudréng [2004]).

166 In the Yonghé 7K era (136—141).

167 Liang Shang 27 (70-141).

168 Zhou Ju Ji 22 (105-149).

169 Hou Han shii 1% 1% 3 [Book of the Later Han] 61.2028.

170 ? —401.
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LR - BT S AR -

[Fan] Ye'”” and Wang Shén, Head of the Left-West Section of the Minister of Education,”
spent the night at [Fan] Guangyuan’s”™ place. They drank their fill at night, opened the

north window and indulged themselves in listening to the dirges.

Mg B ] 7 P B A E BORIET > TP EHER > PR ACARTE RS2 -

The obsession with sadness, as well as the “inappropriate” application of dirges, may conflict with the
Confucian preference for a moderate and timely expression of feelings. Yin, as discussed above, matches
with the Confucian aesthetic ideal, but at the same time, it is certainly applicable in this specific
historical context, where excessive negative feelings achieved prevalence.

What's more, the negative implication of yin can be descriptive of literary activities per se,
involving the demanding process of composing a literary work as well as the reception of it, both of
which usually feature deep thinking and “repetitive” oral performing.” In the “Xué fu” Z5JiF, [Rhapsody
on Snow] by Xi¢ Huilian 5§ 78 (407-433), we see, for example, the fictional host of the feast in a snow
scene, in which the King of Lidng 2% showed his reactions to the compositions by his fictional literati
guests in the way he “mulled them over, humming and savoring them, clapping and gripping his wrist
as he watched” (xunyi yinwdn, fiildn éwan =425 > HEEFHEH).” Similarly, when receiving a poem

from Wang Yan F-%5 (481-549), Shén Yué /114 (441-513) “sighed in admiration, cantillated and savored

171 Shishuo xinyu tHEHTEE [A New Account of the Tales of the World] 3a.890.

172 Fan Ye Ju (398-445).

173 Wang Shén F % (n.d.).

174 Fan Guangyuan 3 /% i (n.d., younger brother of Fan Ye).

175 Song shit K5 [Book of the Song] 69.1820.

176 This connotation might derive from the infix *-r- in the OC reading of yin (see Sagart [1999b: 112-113]).

177 Wén xudn (1) 13.596, translation from Knechtges (1996: 29).
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it, read it back and forth devotedly” (tanfit yinydn, zhouliwangnian EUIRSH > R =)™ Judging

from the context, yin therefore very likely implies “concentration” and “repetition.”

2.1.3. Yin as a genre indicator

Yin, as a noun, was an established genre term under Han and Wei £ (220-266), based on the following
passage, which is missing from today’s “Yue zhi” &% [Treatises on Music] in the Song shi, but
fortunately was quoted in the Northern Song collection of Music Bureau poems, the Yuéfii shi ji &/
£ [A Collection of Music Bureau Poetry] (hereafter as YFS]) compiled by Gué Maogian /%5 (1041—

1099), under the “Zaqu gect” FEHHEXET [Lyrics of Miscellaneous Tunes] category:

In the Han and Wei periods, diversified modes of singing and chanting were flourishing.
Under these circumstances, the various branches of poetic works were subsumed under
eight names: called xing ‘ballad, called yin ‘prelude, called ge ‘song, called ydo ‘lay,
called yin ‘cantillation, called yong ‘prolongation, called yuan ‘plaint, called tan ‘lament’
They are all outgrowths of the “six principles” of the poet. And when they were matched
with musical temperament and adapted to metals and stones (instrumental music),
they were referred to in general as gu ‘song.

E o Bl FEIGER > EFZR0A )\ BT HE B Hig 0 H
15 Hek > HER - HEO EifANERZGRT - 2 HGEE - 0 M
i

Yin belonged to geyong X5k, hence was a kind of musical poem. It was probably a form of tige
‘unaccompanied song, which might not be subjected to a predetermined melody, but once it had been
put to a tune accompanied by instrumental music, it would be called gii [ ‘song’

This yin appears in the titles of Yuéfii poems predominantly in the category “Xianghe geci” fH

178 From “Bao Wéng Yun shi” ¥ %3 [Letter in Reply to Wang Yin] (Qudn Lidng wén 4=4% L [Complete Liang Prose]
28.6b [QW 3u5]).

179 YFS] 61.884. I rendered ge and gi both as ‘song, but here this gé is clearly different from gui since musical accompaniment

is lacking
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FIEKEE [Joint-harmony Songs] of the YFS]. “Dayd yin” K HES [Cantillation on the Greater Elegantiae],
“Xigoya yin” /[NJERS [Cantillation on the Lesser Elegantiae], “Chiiwang yin” 4% -4 [Cantillation on
the King of Chii], and “Dongwii yin” B {5 [Cantillation on Mount Déngwii] are placed under the
sub-category “Yintan qu” "5 #{ f#f [Sighing Songs]. According to the Gijin yué li 1554555 [Records of
Music of the Past and the Present] compiled during the Chén [ dynasty (557-589) by the monk Shi
Zhijiang F£%4[F (n.d.), only the lyric of the “Day yin,” composed by the famous Jin official Shi Chéng
1152 (249-300), survived to his time, but “no one can sing it any more” (jin wit néng gé zhé < HERE K
). Under “Chuidido qu” 2Z il [Chu style songs], the Gujin yué lit quoted the Daming sannidn
yanyué ji li K = F 5 4EF §F [Records of Artistry of Banquet Music of the Third Year of the Daming
Era (459)] by Wéng Séngqian £ ¥ (425-485), which recorded “Baitéu yin xing” [ A7 [Ballad
on White Hair], together with “Taishan yin xing” Z=[1 /1517 [Ballad on Mount Tai], “Lidngfli yin xing”
FLH 54T [Ballad on Mount Liangfii], “Dongwti pipa yin xing” B H EEEIS{T [Ballad on Mount

" Some scholars think that titles with a xing 1T at the end are the

Dongwtt Accompanied by Pipd-Lute].
titles of the tunes (qiidico ming H3H44) and those without are the titles of the lyrics (géci ming &t
%4).** Others hold that both are titles of songs, and the additional xing indicates changes in music in
comparison to the original yin."*

We may take the “Bditéu yin” [ FH" [Cantillation on White Hair] / “B4itéu yin xing” as an
example to enable a look at the connotation of yin used in poetic titles in the pre-Tang periods. “Baitou
yin” has been attributed to Zhué Wénjun E53Z# (171121 BC), associated with her romance with the

Han rhapsodist Sim& Xiangrt, which must have satisfied some appetites for gossip.”™ The “Yue¢ zhY”

unfolds the formation of this song differently:

180 YFSJ 29.424. See also Jin Xi 2015: 358.

181 YFSJ 41.599.

182 Sun Xiaojing 2012: 52.

183 Lidng Hdiyan, e.g., holds that the addition of xing is related to the yin’s adaptation to the Chu style (Liang Haiyan 2013).

184 YFSJ 41.599, based on the semi-historiographical Xjjing zdji 71 55 [Miscellaneous Records of the Western Capital]

under the pre-Tang.
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As for musical pieces and ancient lyrics that are extant today, they were all popular
songs (in solo or in chorus) from streets and paths in fields during the Han period. [...]
“Cantillation on White Hair” and the like are of this kind. [...] All these songs were
originally unaccompanied songs, and they were put to stringed and pipe (music) at a
later stage.

SRS SZFEE  WEMREIEERE - [--] (HEY) ZBEt -
[ ] PLEESEH - 46 1EES - BRIM#EZ 528 ™

Probably reflective of the transition from an unaccompanied song to a song accompanied by
instrumental music, there are a bén ¢/ A ‘original lyric-version™ and a Jin shi sud zou & HFFTZ
‘musically performed under the Jin period’-version™ of the “B4itéu yin” recorded in YFS]."™ The latter is
twenty-six lines longer, with the additional lines featuring clear folkloric/musical signs like
colloquialism, repetition, and mundane imagery.*’ It is divided into five jié fi#, lit. ‘solutions’ (the total
number of jié is appended under the title, and each division is marked with ordinal number + jié),
signifying that it has been adapted to a well-structured musical piece. And the last (added) couplet jinri
xiangdui & | ydnnidn wansui gi % H M %44 | TEAEESFEH ive this day with delight on delight / long

life to you, ten thousand years’ is also a very typical ending of lyrics sung in public performances.

185 For more on the connotation of giic 7 7 (alternatively also as giici i ¥), lit. ‘ancient lyrics, see Zhang Jianhu4 (2012).
186 Song shii 19.549—550; see also YFSJ (26.376).

187 First seen in the sixth-century anthology Yutdi xinyéng & £5 #7 5k [Recent Songs from a Terrace of Jade], titled

alternatively with its first line ¢ rii shanshang xué fiG 4111 15 ‘as bright as the snow on the mountaintop’ (1.14-15).
188 Also the “Yué zhi” version (Song shii 21.622-623), where it is labeled as gii ¢/ 11777 ‘ancient lyric.
189 YFSJ 41.600 and 26.376—377.

190 Stephen Owen, hence, deems the shorter poem a polished version from the hands of men of letters (1996: 233—234). Since,
however, the YFSJ labels the shorter version as “original,” there is the possibility that it was the longer version that was

derivative, resulting from the process of adapting it to instrumental music (see below).
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Indeed, the “Bait6u yin” belonged to one of the fifteen pieces of dagit K HH ‘grand suite™ in the

“Yue zhi."** The structure of the performance of this piece can be roughly reconstructed as follows:

Instrument shéng %& ‘reed-organ, dinong t5F¢ flute; jié i ‘clappers, qin Z ‘zither,
zhéng % ‘fretted zither, pipd TEE ‘pipd-lute, sé B ‘psaltery””

Mode-key Chut 2% or Se 5

191 Briefly, dagui refers to a structurally complex musical form consisting of a succession of different sections of singing,
instrumental music, and dances. For discussions on the structure of grand suites, see e.g. Wang Guéwéi (2018 [=1909]); Gimm
(1966: 224—230); Picken (1969: 83—85); Yang Yinlit (1981: 221); Rén Bantdng (2013); Wang Kunw (1996: 176-196); Sun Xiaojing

(2012) etc.
192 YFSJ 43.635.
193 YFS] 41.599.

194 YFS] 43.635.
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Performance

(1) Before singing, there is one set of stringed music, played after nong. In
addition, there are seven danqu ‘pure tunes, [...] all of which are played
on the zither, fretted zither, reed-organ or zhi-zither RKHX 7 Fif » H—
Wy XA 0 CEEfE o [ WER S E S S
fyes

(2) Yan 9 ‘voluptuous (introduction): zi [ud duo duo nai hé REEMHNHZS
A
Qi #H ‘songs’: five jié ‘solutions’

(3) Songs in various keys all have lyrics and sounds, [...] lyrics are the sung
poem, while sounds are those like “ydng-wii-yi,” “yi-na-hé” 68t & H
B~ AR [ lBrE ARG BEE TEER LT D
faf J Z 3R

(4) There is a [uan section 7 &l (but not preceded by a gi 3 ‘shuffle’
section)"®*

(5) When a grand suite comes to an end, the tune “Huanglao tan” is

performed with a dancing solo, and there are no lyrics N.Z& KHI T »

(EEnd) Hiss > e

Here we see a large-scale musical form that has been built up on the “Béitéu yin” no later than the

195 YFS] 41.599.

196 Song shii 21.623, n.; Sun Xiaojing 2012: 51.

197 YFSJ 26.377.

198 YFS] 43.635.

199 YFSJ 43.635. Hudngldo tdn ¥ 78 ‘Huang-Lio master’s plucking’ probably refers to the “Huénglio tén fei yin” 5 & 55

5| [Prelude of Huang-Lio Master’s Fast Plucking], belonging to the seven dangii {H [l ‘pure tunes’ (YFS] 41.599, based on

the Yudnjia zhéngshéng ji li T05% 1IEEF £ 8% [Records of Artistry of the Orthodox Sounds during the Yudnjia Era (424-453)]

by Zhang Yong 77K [410-475)).
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Liusong £ 8 (420-479) period. The connotation of yin has been greatly enriched, as the

unaccompanied song with a plain verse from the street has developed into a musical spectacle.

2.1.4. Phonological features and prosodic considerations
Needless to say, the development of the other S-terms paved the way for the inclusion of yin in the
semantic field. Fit has become the designation of the prominent literary genre during the Han, and the
meaning of yong as ‘to eulogize’ and song as ‘to recite’ seem to be gaining more and more weight — they
all yielded to the rise of yin to take up the place of denoting metrical/musical oral performance of poetry.
An eye-catching phenomenon is that, starting from this period, we see yin frequently used in
collocation with other S-terms. It is probably more sensible to put it another way: in denoting the oral
composition or performance of poetry, S-terms were beginning to appear in compounds, and yin was
often part of them. What was at work is probably the so-called “disyllabic foot formation” process.
Proposed by Féng Shengli, the theory posits that the Han dynasty witnessed a process of massive
“disyllabification,” which resulted in, to put it roughly, a sharp increase in the number of lexical
compound words.”” In our case, the characters denoting oral performances of poetry in the pre-Qin
period needed to form compounds in order to cope with the new prosodic environment, so they
combined with each other and formed words like féngydng 585k, yongsong 5k, géyong, etc. But, at
the same time, they also “attracted” yin onto the semantic map and coined new compounds with it,
including the “unexpected early occurrence” of yinydng at the beginning of this section. In forming
compounds, the level-tone yin precedes the predominantly oblique-tone S-terms, as again in yinydng,
or yinsong 558, yinféng W53, etc. This is in accordance with the so-called “Unger’sche Tonregeln”
(Unger’s tone rules), referring to the underlying rules governing the sequencing of level and oblique
tones in a compound unveiled by the German sinologist Ulrich Unger (1930—2006). The MC rising tones
derived from OC endings (*-?), departing tones from (*-s, *-h) and entering tones from (*-p, *-t, *-k)
respectively.”” Unger has proven the existence of the strong tendency of ordering compounds in the
level-oblique format to push stop (rising-tone and entering-tone), sibilant or laryngeal (departing-tone)

to the edge, and in the same way the maximum peak of sonority would be placed in the middle

200 Féng Shéngli 1998.

201 See Sagart (1999a).
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(following the “sonority hierarchy”).** It follows that yin, because of its level-tone reading, which is rare
among the S-terms, was probably preferred in forming disyllabic compounds, because, unlike the
oblique-tone S-terms, yin would not generate a hiatus breaking the breath group of a compound when
used in the initial place.

The prevalence of parallelism has contributed to the “rise” of yin in that it encourages terms
denoting vocalization to appear in pairs. Hence, we see the juxtaposition of yin with S-terms in line-

internal positions:

BI85 7k g [ drew out long and sighed deep,

BRI My tears rolled down and wet my gown.*”

DARS DAk I cantillated and prolonged it,
5T FH A0 Using it, subtly, to express what was on my mind.***

while we also encounter such juxtaposition realized beyond the scope of a single poetic line:

F3H3EBAE  Such bounty brings pain at the songs of Bin,

NN

FFEFIEYS  Lush growth touches thoughts of Chi's lays.*®

202 See Vogelsang (2021: 19—20).

203 The last couplet of the “D4 Qin Jia shi” & Z2 % &+ [In Reply to Qin Jia's Poem] by Xt Sha £%¥# (fl. 147) (Han shi 5
[Han Poetry] 6 [XS 188]).

204 From the preface of Xiao Zilidng’s ifi R (460-494) “Xingzhai shi” 1T “E#¥F [Poem on Traveling and Dwelling] (Q( shi
75 5F [Qf Poetry] 1[XS 1383]). The use of yinydng here is consistent with the yinydng gingxing above.

205 “Déng chishang 16u shi” & il_F#5F [Climbing an Upper Story by the Pool] by Xié Lingytn #{ % i (385-433) (Song
shi K5 [Song Poetry] 2 [XS 1161], translation from Owen 1992: 321). The second line alludes to the chincdo shéng xi qiqi ¥
Fi/f: /5 Z£ 22 in spring the plants grew, thick and so green’ in the “Zhao yinshi” 3 & I [ Calling Back the Recluse] (Chii ci-[1]

12.233; see Owen [1996: 211] for translation).

56



LI1U, “THE RISE OF YIN”

flkEESIZ The short song is although plain in style,
R E#E  Isangitlong in front of the Baton Holder.

Furthermore, the gradual arrival of poetry’s independence from music probably plays a part in
distinguishing yin and gé, both of which are in the level tone. While the application of the gé is limited
by its specific definition as ‘to sing, yin enjoys the advantage of a more flexible denotation, as we will

explore below.
2.2. THE MODE OF YIN FROM THE HAN TO THE SU{ DYNASTY

In search of clues for the exact mode(s) of y[n, we first look back briefly to the pre-Qin period, to what
the Qing commentator Wéng Jingyl 5% (n.d.) regarded as the earliest occurrence of yin in the

received literature, namely the phrase you gui xido yin 75 F "5 ¢

there were ghosts moaning in the
dark’ in the Mo zi.*" This incident leads us to the realization that a “non-human” (henceforth as [-
human], as opposed to [+human]) can — and not rarely did — serve as the subject of yin. Flora, fauna,
mystical creatures, objects as well as natural phenomena, be they real or imaginary, seem all “capable
of” conducting the action of yin; the sounds they generate are eligible to be referred to with the nominal
yin as well. It is hard to say to what extent this usage is figurative. Nonetheless, the [-human] yin very
well exemplifies the features we have just acquainted ourselves with. Among others, the negative

implication of yin is often detectable, like the “ghosts’ moaning,” as well as the following, to add a further

example:

EEMIFKAE  The good horse knew my sadness,
JESHYEIFRIS It craned its neck and gasped to me.>*®

206 “Zéng Li Ruo shi” 4= #75F [A Poem Presented to Li Ruo] by Lu Sidao J& FJE (ca. 531-582) (Su shi FE#§ [Sui Poetry]
1[XS 2633]).

207 M0 zi (2) 5.477, n.; translation from Knoblock/Riegel (2013:187). Note that in the previously cited case from the Mo zi, the
7 5.477 1 3:107 P y

metal-yin is used (i.e., for [+human] yin, p. 32). Wang Jingyi considered the two yin to be different (Mo z{[2] 5.477, n.).

208 From the “Zhonggé pian” 8 &) /& [A Piece on Planting the Kudzu] by Céo Zhi ¥ ## (217-278) (Wei shi BL 55 [Wei Poetry]
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The use of the [-human] yin seems not to be built on pure rhetorical or prosodic grounds (as here,

rhyming), if we consider the following case raised by Ruan Ji in his treatise on music, “Yue lun”:

209

On his way up to the Gongling-Mausoleum, Emperor Shun** passed by Fanqu. He heard
birds singing there and was saddened. With tears streaming down his face, he said, “How
fine are the birds’ sounds.” He had his attendants cantillate the sounds in imitation and
observed, “Wouldn'’t it be pleasurable if stringed instruments could play like that!”

WAL A BRI TR B SRR ks
2 B TR SRR

There are more than ten occurrences each of gé and yong in this essay, while yin is only briefly employed
here. This suggests that the yin is an intentional choice. Interestingly, in the case at hand, it is the human
beings who imitate the sound of the birds ([-human]), availing themselves of the mode called yin.
Probably, the timbre of the birds can be captured by the human yin. If the emperor’s ultimate goal had
been to have the birds’ “song” duplicated on a stringed instrument, his command might have been
instead to repeat the melody.

That yin is compatible with such a great diversity of subjects — including even supernatural
creatures — seems to defy a definite demarcation of the range of modes it may stand for. But, in such
cases as the story of Emperor Shun, the reference to yin seems to be rather precise. A similar example
presupposing a ready consensus on the mode of yin derives from the Shanhdi jing. The sound of the
beast called Changyou % /5, lit. long right, for example, is analogized with yin. Gud P glossed this yin
as rii rén shenyin sheng 1\ "H5EE like the groaning of human beings.”" Based on a similar case in the

same book, however, where the sound of the beast called Lushu jgE &, lit. ‘deer Shiy, is analogized with

6 [XS 436]).
209 R. 126-144.
210 Rudn Ji ji1.99; translation from Egan (1997: 8), slightly amended.

211 Shanhdi jing (1) 1.10.
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ydo §%,”* which Guo Pu explained as rii rén gésheng W1\ % ‘like the singing of human beings, the
yin may well have had some musical implications.”

The musicality of yin is also implied in its intimate relationship with wind instruments. The
sound of the reed-organ (shéng %) is analogized to the yin of the phoenix (fénghudng [E\JE\), as

intentionally fashioned by the Daoist immortal Wang Zigido -7 (567 BC-?):***

BE S 4R E LI [The musician] Xiao Shi*® arranged the panpipes to emulate blowing,

AT LIS The King of Zhou™ tuned the reed-organ to imitate sighing/singing.*”

The ‘growling of the dragon’ (ldngyin FEIS), also becomes a convenient metaphor for the sound of a
flute (i H7).*® The “Yong zhti sh” k155 [Ode to Bamboos] by Liti Xidoxian ZZf: (n.d.) of the Lidng,

for example, ends with that image:

212 Shanhdijing (1) 1.3.

213 In his Shanhdijing tii zan |14 &2 [Paeans to the Ilustrations of The Classic of Mountains and Seas], Gud Pt actually

used yinming 515 to describe the cry of the Lushti (Shanhdi jing [2] 1.2).

214 An account of this story is recorded in the Liéxian zhuan 5llIf% [Biographies of Immortals] attributed to Lit Xiang,
where Wang Ziqido is described as hdo chuishéng zuo fenghudng ming W EAE BB ‘he favors playing the reed-organ
to mimic the warble of the phoenix’ (1.65). Ming ' is substituted by yin in the “Daosu fu” #5 % i [Rhapsody on Washing
the Silk] as follows, probably for reasons of rhyming, but also because yin is appropriate to describe both the sound of the

phoenix and of the reed-organ.

215 A legendary musician who taught and later married the daughter of Duke Mu 2 of Qin in the Spring-Autumn period
(Liéxian zhuan 1.80).

216 Allegedly, Wang Zigido was the crown prince of the King Ling % of Zhou (?-545 BC), hence the Zhouwdng J&l T ‘King of
Zhou' in this line.

217 From the “Daost fu” by Ban Jiéyt (Qudn Han wén =% 3 [Complete Han Prose] 11.8a [QW 186]).

218 In his “Changdi fu” i [Rhapsody on the Long Flute], M Réng Rl (79-166) had l6ngming shuizhong biyjian ji /
Jjiézhti chui zhi shéng xiangsi BEM7K A KL T 1 #RATWR ZEEAHE “The dragon roars under the water and does not surface
/ Cutting down the bamboos to blow, the sound is a close mimicry” (Qudn Houhan wén 4>1% % 3 [Complete Later Han

Prose] 18.3b—4a [QW 566]). Through ensuing periods, however, it seems that it was the expression ldngyin that has become

entrenched. The clear-cut title of the rhapsody by the Tang dynasty Liing Qia %274 (?-734), the “Dishéng si longyin fi”
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SEEEEIETS  Who would make me/the bamboos into a flute?

19

‘& B HES  Twould perform the cry of the dragon for you.”

A typical ydngwii shi 5K/J5F ‘poem on things, it is an appraisal of the bamboos, which are neglected in
the wildness, but keep their virtue and await being put to proper use. This is indeed a fitting setting for
yin, as the bamboos, and consequently, the performance of the flute made of them, are symbolic of
traditional moral paragons.

The Han synonym list Shi ming ¥+ [Glossed Names] of ca. 200 AD*** somehow dispels the

“mystic” aura around the musical yin:

[Melody produced by] human voice is called ge ‘singing.’ Gé < *kai is ké < *kai ‘stalk. The
words sung are the content. The voice that melodizes the content contains rising and
falling, which resemble the stalks and leaves of the grasses and woods. Therefore, in the
[regional] patois of Yan and Ji the sound of singing (ge) is like that of stalks (k¢).
NEHEK - 8 Mt - FrEZ SR EE W - DEESscE BT > 8 ARZ A
Tt - BETHE SR -

[To play the] bamboo [wind instruments] is called chui ‘to blow.” Chui < *t§Puai is thui <

*thuai, t$hui ‘to push, that is, to push and emit its sound with air.

PIEWK » X $Etl > DURIESH A

Yin < *nim means ydn < *piam. Its sound originally derives from sorrows and worries,
and thus the sound is solemn and sublime, which moves one to grieve and sigh upon

hearing it.

B FE A HR [A Rhapsody of the Flute Sounds Like the Singing of a Dragon] serves as an epitome.
219 Lidng shi 26 (XS 2066).

220 See “Shih ming F£44” by Roy Andrew Miller in Loewe (1993: 424).
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0o fgtl o HEEAMNERS » BOLE RN - AR B -

Yin is included in the “Shi yueqi” 24423 [Glossed (Names of ) Musical Instruments] chapter. Following
the etymological explanations of the names of over twenty musical instruments, yin appears twice in
the last section of three entries concerning the production of musical/instrumental sounds. Here, gé is
no longer glossed with its “old” correspondence yong alone, but rather explained with the compound
yinyong. That indicates the similarity of gé and yin, and preliminarily confirms the musicality of the
latter.” The gloss of yin here is again based on its negative implication. Yin < *nim and ydn < *piam are
phonologically similar, and, as pointed out by the Qing scholar Qidn Dian $£}5 (1744-1806), ydn &%
‘reverent’ is a variant of ydn g ‘to drone’ with the mouth radical, which is, further, glossed as shén I in

the SW.** Yin and ydn are therefore semantically correlated as well. Based on the same paronomastic

==

relation, yin is also interchangeable with the ydn [ ‘steep’ and yin = lofty’ (resembling the ‘metal’-yin
we have discussed above) in early texts.”*

The linkage between the negative implication and the musicality of yin in the Shi ming supports
our previous hypothesis of how the denotation of yin may have grown from a negative vocalization (or
restraint from vocalization) into a mode of oral performance. Moreover, judging from the category and
the entry chui WX ahead of it, yin probably refers to the action of performing an instrument as well.
Disentangled from the vague analogy with legendary beings, the general features of yin become more
tangible: the sound of an instrument, and in particular, of a wind instrument, that can be called yin, is

more or less a moderate, solitary, solemn, sorrowful and probably high-pitched one.

Yin also appears in the context of the performance of a stringed instrument:

221 Shiming 7.8b. Here, human vocal organs may have been viewed as “instruments” as well. The Han dynasty readings follow

Schuessler (2009).
222 For more on the relationship between gé and yin, see below.
223 SW (2) 2231. (See also the commentary in the Hudindn zi 4.314).

224 See e.g. Hudindn zi 4.314, n.
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PREE D 2575 Fetching the zither,™ stirring the strings to play the pure Shang-mode,

M5 A BER:  Cantillating the short, sorrowful song softly, I could not elongate it.**®

This yin, derived from the “Yange xing” 7577 [Ballad of Yan] by Céo Pi & 1\ (187-226), accompanies
a zither (gin = < *gim < *[C.¢](r)[2]m).* They were frequently paired by men of letters. Qin has been
a special solo instrument of the literary class, its origin being traced back to Confucian sages of great
antiquity, its components, shape, timbre, sound range — everything about it — being symbolic of elitism
within both Confucian and Taoist lore.”® Playing the zither in solitude, by itself, is a communication
with the “self)” an attempt at tuning the “self” with the universe, as well as a demonstration of one’s
political opinions and moral pursuits. One perfect example of the zither’s being more symbolic than

instrumental is the following story of Tdo Qian [%&8 (style Yuanming J{HH, 365?-427):

Qian did not understand music or sounds. Yet he stored a plain zither, with no strings.

Each time he was stirred after drinking, he struck and plucked it to express his feelings.

BAEER > MERE ik 2> BRNE @ BUEFLIFHE -

That well speaks for how yin, a term intimately related to moral models as well as to the notion of du
‘solitude,” would provide fitting company of gin. Their frequent co-occurrence, moreover, may also be

grounded in their close phonetic resemblance, from the OC times till today.

225 Qin is alternatively written as sé i, an ancient stringed instrument frequently appearing in a pair with gin. It is said to
have had a very similar form to a zhéng % ‘fretted zither, but larger than the latter. S¢ has fallen out of use probably due to

the rise of the latter, while ginsé %7 & remains a widely used compound (see Gulik 1940: 7-9).
226 Cdo Piji 263.

227 I think there is another possibility of reading this yin as the sound of the zither, or the playing of the zither, as it, later,
indeed, refers to a finger technique (‘vibrato’; see Gulik 1940: 131-132). But since the human-voiced yin and zither music are

close companions, as we shall see below, I prefer the reading in the main text.
228 For more on the development of the gin “ideology,” see e.g. Gulik (1940) and Egan (1997).

229 Song shii 93.2288.
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In practice, Wang Kanwu suggests that the yin accompanying the zither music refers to one
specific mode of the xidngé 575X ‘to sing at the intervals of the music in a stringed music, whose

counterpart, developed somewhat later,” was géxidn H{5%, ‘to sing to the music in a stringed music”:

The songs of cantillating and sighing have always been treated as both zither songs and
self-contained songs. As self-contained songs, they are categorized under
“[Joint- |harmony songs,” and the zither music is regarded as the accompaniment; while
as zither songs, they refer to the singing voice at the interval of the zither music.
W2 SIS R A ERE RIS EBIEHIRES (7 - (F RIS -
EMgmANE > FTAZEEGS AT ANESE - (EREH EMESiTh
HFERE - =

According to him, this form of the singing voice and the zither music performed alternatively is
convenient for free-style solo performances. Besides, since the range of the zither is narrower than the
human vocal range, zither songs usually adopt the modes of yin or yong, characterized by their “smooth
cadence” (xudnlii qifii bi da FEEEFE(R R K).** Therefore, encountering a poem like the “You qié yin”
% H 5 [Cantillation with Worries] that begins with mingqin dang chinyé | chiinyé dang mingqin "S%=
HEKR | BRE"EE: ‘the ringing zither facing the spring night / and the spring night facing the
ringing zither, we probably do not err if we interpret the yin in the title as an indication of a particular
mode of zither song.

The gingshang ;575 lit. ‘pure shang-mode’ played on the zither may refer to any tune in the
eponymous mode or a specific tune/song titled as such. Tunes in the shang-mode are related to sadness,
as we can see in the story from the Hdn Féi zi — usually regarded as the earliest example of taking

pleasure in sad music — where the Duke Ping - of Jin (?—532 BC) asked the musician Master Kuang &

230 By ca. the Wei period (see Wang Kanwt1 1996: 264).
231 Wang Kanwi 1996: 264. He elaborates the thesis in his essay of 2002.

232 Wang Kinwt 1996: 265.
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(n.d.) whether the pure shang-mode is the saddest of all modes.”® Qingshang might be the object of
both dudngé FG K ‘to sing shortly’ and weiyin {5 ‘to cantillate slightly, in a lowered voice’ in the
second line, or it may well have been the case that something else has been sung (gé and yin)
alternatively and in harmony with the gingshang tune. Nevertheless, the couplet demonstrates a
tension between the expression of one’s feelings through music and the immense sad feelings that
impede it: the singing voice is consequently wei {i{ ‘slightly, softly’ and cannot last long.

A vivid description of this reserved way of singing can be found in the “Guchui f” G7WCHE,
[Rhapsody on Drum-Pipe Songs] by Lu Ji, which describes the performance of dudnxiao ndogeé 5 & $5%

X ‘short end-blown flute and cymbal songs”:

Ji®  And when the sound of the melancholy singing flows,
{2 It appears discursive and reserved.
[E#7F Humming and savoring in harmony,

'E¥EMi At times dense, at times sparse.
EHEEYEY)  The sound lingers on the lips,
HEETTM{EE]  The tongue rolls back just when it is about to stretch.
S RERELUES S The drum banging, the player beats gently,

FEEEEETIGHS  The pan-pipes rustling, the singer cantillates softly.*

The poet Xié Xié & (525-589) had a couplet in his “Léngtéu shui” [iEFH7K [Waters of Longtéu] shiting
ndogeqii / wéi yin “finmd hudng” SAIEEEIHE | NS (EE5L) just listen to the cymbal songs | it
only cantillates the “Your Horse Looks Yellow” — which also shows that the mode of yin was appropriate
for the ndoge performances.”* What Lu J1 had so elaborately described here, was again a sad and rather

hesitant wéiyin that proceeded to the accompaniment of drums and pan-pipes.**

233 Hdn Féi zi' 3.63. Note that the authenticity of this chapter has been called into question (see Lundahl [1992: 215-218]).
234 Lu Jiji 4.230—-231.
235 YFSJ 21.314. “Janma huang” is a Han dynasty ndoge (YFS] 17.245).

236 Again, this yin may refer to ‘blowing’ the pan-pipes.
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Describing the performance of the “Qingshang” in his “Jingft dian fu” 5 {EEHE [Rhapsody on
the Hall of Great Blessings], Wéi Dan Z i (179-253) added to our understanding of the referential

range of yin:

HrEFS % The tones of the new poems are changed,
HH&H5KHF] The modes of the tunes [they are sung to] are particularly different.
W55 e 2 JEE  The “Pure Shang-mode” is cantillated in a high-pitched and whirling melody,

ZEAEHELEHEE  The “White Snow” is adapted to the jido and z4i modes.™”

It seems that the mode of the melancholy song “Qingshang” has been “transformed” into jiwa =, as
implied by the previous shibié 5k F!| ‘particularly different. Yinge yue wa ;Z 58X H: ‘gaudy songs are

% _ wa is connected with “unorthodox” music often referred to as Zhéng Wei zhi shéng 3

called wa
7 B ‘music of Zhéng and Wei, featuring free-flowing melodies, with rich variations. Such music is more
complex in structure and is much more appealing to the ears in comparison to ritual music. Let us just
recall the famous confession of Marquis Wén 3 of Wei % (?-396 BC) to the Confucian disciple Zixia
& (507 Bc-?) that when he listened to “ancient music” (giyué i%%), he almost fell asleep, while
when he listened to the music of Zhéng and Wei (which he also referred to as xinyué F14% ‘new music’),

he never felt tired at all.*® Meanwhile, the pairing of ji /[ ‘whirling, rapid, impassioned, high-pitched’

with yin is not a singular case. Rather, we find an example of that usage precisely in Cdo P1’s oeuvre:

TE{E %8 %%E  The Qf dancer performs dances from the East,
ZZEZ2PHE  The Qin fretted zither plunks tunes from the West.
HENEFEA A guest came from the South,

EITEEZE  Who strums the clear zither for me.

237 Qudn Wei wén =% 3L [Complete Wei Prose] 32 (QW 1235).

238 It is fiige V¥ WK, lit. ‘frivolous songs’ in the YFS] (83.1165), quoting from the Zudn ydo %% % [Compilation of the

Quintessence] of the Lidng. Here, it follows the quotation in the Chiixué ji #]%:5C [Fundamentals of Learning].

239 Liji 38.1304-1305.
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FLE4 S The five tones scattering and converging,

&850S5 The chime striker cantillates impassioned and softly.**

Another example comes from Lu Ji's work:

RIS KL 1 cantillated long at the side of the Mount Tai,

I AEEE  In a vehement, whirling Chti tone.**

The first example is from Cdo P1’s “Shanzai xing” 3%1%{ 7 [Ballad on Benevolence], the second couplet
is what Lu Ji ended his “Taishan yin” 2K (/Z=%) L[5 [Cantillation on Mount Tai] with. In the first example,
where a musical spectacle that has gathered musicians with rather diverse provenances,* jiis even used
in conjunction with weiyin. There are at least two ways to interpret this conjugation, either (1) that ;i
parallels with wei, they are poles apart as two modes of yin (as ‘impassionedly while softly, and
resoundingly while silently’); or (2) that ji modifies the weiyin (as ‘the chime striker stimulates the soft
cantillating’). The last line in the second example also allows alternative readings where (1) ji serves as
a verb, meaning ‘to provoke, or (2) jichit J%Z rather than Chil shéng &% are put together. “J1 Chi”

[Whirling Chu] is actually the title of a piece of Chui singing and dancing tune, which is attested as early
as in the Chti song “Zhaohtn” #43f [Calling Back the Soul]:

SEFJF® With pipes’ and psalteries’ wild concert,

JHIEGZEE  They hammer booming drums.

240 Cdo Piji 248. The chime striker is someone who controls the beat.

241 Lu Ji ji 7.706. The translation here follows the commentary in this book (Lz Ji i 7.708). I will suggest a different reading

below.

242 As a caveat, one should consider the possibility that this description of a grand musical spectacle with music, musicians,
and instruments all from different regions is literarily contrived, since such a “scene” is not rarely seen in previous literature,

e.g. in the Chii ¢/ and the “Shanglin fu” | ki [Rhapsody on the Imperial Park].
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EREER  Till the whole court of the great house shakes,

5 And the “Whirling Chit” begins.*?

The performance of the “Ji Chu” in the musical spectacle is preceded by the dance of Zheng (Zhéng wu
E[1£%), and succeeded by the lays of Wt (Wit yi S24i%) and lyrics of Cai (Cai ou %58 ). Commentators,
in general, have equaled ji with ging /& ‘high-pitched, sharp’ and ji 5 ‘in a fast tempo, characterizing
the tune as the coda of the “shocking” (from zhénjing 7= ¥&) volley of performances of various
instruments. It appears far-fetched to read Lu1 J1’s solo “J1 Chu” as referring to this specific tune. However,
it does help us in understanding the ji used in juxtaposition with the sound/music from the South (as
in the “Shanzai xing”) or Chu (as in the “Taishan yin”).

In the previous discussion, we found that the xingyin of Qi Yudn, if not established, has surely
fueled the stabilization of the bond between yin and the sound of Chu. The music of Cht has entered
further the court and become prevalent following the ascendence of Emperor Gaozu Lit Bang of the
Han with a Chu provenance.*” The application of yin to describe the performance of Chlii music seems
well-grounded. What follows is that yin became compatible with ji, often applied to and likely
characteristic of the Chtt music.**°

Here is a further example to show how the restrained and hesitant mode represented by wéi and

the raging and hastened mode referred to as ji — two seemingly oppositive modes — congregate under

/

yin:

243 Chii ¢i (1) 9.210; see Owen (1996: 209) for the translation, slightly amended.
244 Chii c{ (1) 9.210—211. Note that the “J1 Chit” is often juxtaposed with the music of Zhéng and Wei.
245 YFS] 26.376.

246 Which can be seen in Wén Ying’s 3C#H (n.d., Three Kingdom period) ethnotypical comment on the Ji Chi jié feng T3
4% JE ‘sharp and twirling’ (“Jié Feng” is also the title of a tune) in the “Shanglin fit”: “The customs of the Chti area are already
by nature swift and rapid, and songs and music, on top of that, follow the whirling and tangling wind of the tempo. Hence
music of the region features fast [tempo] and melancholic [emotion]” (Chiidi fengqiji zi pidoji, ran géyué zhé you fi yi jijié zht
Jjifeng wei jie yé qi yué ciocin aigie yé FEMHSARE H IR, SRAEEE MR KIS < SR R ET 4, AR R I )
(Wén xudn [1] 8.375, n.).
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Once a brown swan departs for a place afar,

TERATEE A thousand miles would it gaze back and linger.
HHEEZEELEE  Once a A horse loses its herd,
FULVEAMRHKE  Tts heart often fills with longing.
ﬁffﬂ%ﬁ%’é Let alone the pair of flying dragons,
PIFEEFEIE  Their wings, when parting, would go awry.
SEH5ZEKHE  Fortunately, there are stringed songs,
Al PUEi % Whereby my inner mind can be expressed.
iH By F1%5  1beg to cantillate for the traveler,
%% — 34k How sad is its rippling?
44TTIE 5%  The sounds of string and bamboo [instruments now] sharpen the clear voice,
B AR Impassioned, with melancholy lingering on.
REGEZ  Just when the long song is raging,
duCVEL I My heart is broken with grief.
AR SR Twant to unfold a pure shang-mode tune,
2T 5T It occurs to me that you cannot return.
{F{IANE.Ly  Lowering my head and raising it again, I am saddened inside,
JR N HE[HE My tears stream down, and I cannot stop them.
[FE SRR ] hope to turn into a pair of brown swans,
£F{EETR  Accompanying you, together we fly away.*”

The poem is recorded in the Wén xudn in a suite of four pentasyllabic poems without titles. It is
attributed to St Ziqing &%l (a.k.a. St W1 &k H, 140-60 BC), known for being a Western Han envoy
who was detained on his mission to the Xiongnt %J4{ for nineteen years. The occasion, according to

the TAng commentator Zhang Xi 5E#% (n.d.), was when Sii was parting with his younger brother.** But

the poetic form seems to betray a later dating to the Eastern Han at the earliest. The content suggests a

247 Wén xudn (1) 29.1354-1355.

248 Wén xudn (2) 29.544.
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musical occasion saturated with sadness, possibly a banquet held before parting, on which there was
singing and playing of stringed and bamboo instruments. The poem is typically well-crafted in that it
adopts many imageries that are at the same time song titles. Discernable are at least hudnghii T8
‘brown swan'’ (L1, and shuang hudnghi B 25 EE ‘a pair of brown swans’ in the penultimate line),** himd
EHFE ‘horse from Central Asia’ (L3),”° feiléng FéFE flying dragon’ (Ls),*> yduzl yin %15 ‘to cantillate
for the traveler’ (Lg) and chdngge £ long song/to elongate the singing’ (L13).”* While their literal
meanings match well with the context, they probably refer to a series of specific xidnge qit 57X
‘stringed songs’ (L7) actually performed on this occasion. “Yéuzi yin,” which becomes a popular poetic
theme in later periods, finds its first occurrence in this poem (based on the received literature). The
Yuén-Ming scholar Liti Lii £/ (fl. 1379) speculated that the tune/song, in its original form, was related
to the “Chtt yin” 4% 5] [Chu Prelude], a zither tune/song composed by a Chii traveler on his

homesickness.”* Yin refers to ‘to draw out long’ or the opening section of an instrumental piece.** From

249 The Han shii records a song composed by the daughter of the Titulary King of Jiangdou Y. #B T (?-121 BC) that contains
the line yuan wéi hudnghii xi gui giixiang 55 % 55 155 57 W4 ‘Twish to turn into a brown swan and return to my hometown’
(66b.3903). G&é Hong %514t (283-343) mentioned in the Baopii zi #U% ¥ [Master Embracing Simplicity] that the founder
and the first emperor of the Han dynasty Liti Bang fa hudnghii zhi béige 55 7% 52 353K ‘sang the melancholic song of the
brown swan,” which refers to the “Hénghti g&” 553K [Song of the Swan] (2.76). WAng Wéi had a “Shuang hudnght gé

songbié” £ 35 H5 5K 1% Ji1] [Song on a Pair of Yellow Swans for Parting] (Wdng Wéi ji 2.141).

250 In the “Xuanlan fi” % B K [Rhapsody on Profound Perception] by Xiao Yi ifi 4% (508-555), there is yin ziliti zhi chdngge
54888 2 3K ‘cantillating the long song about the purple horse’ (Qudn Lidng wén 15.3b [QW 3036]). Zilii 5 5# ‘purple
horse’ originates from the Hénan gué 1] F§ 5 (Azha) (Ndn shi 7 5 [History of the Southern Dynasties] 63.1544), hence a
“foreign horse.” Though the source is relevantly late, it may well suggest that there were songs about fine horses from

Northwestern nomadic countries that could be performed in the mode of yin.

251 The song is mentioned in the “Qin fi,” and it may refer to a Han ritual song, as pointed out by the Weén xudn commentator

Li Shan 2538 (630-689) (Wén xudn [1] 18.845).

252 The “Changgeé xing” f#(1T [(lit.) Long Ballad] is categorized under the “Xianghé géci” category in the YFS], together
with the “Duinge xing” %7 5K 1T [(lit.) Short Ballad] (YFS] 30.441).

253 Fengyd yi JEUHEH [Compendium to the Air and the Elegantiae] 1.95. The “Chii yin” is attested in the Qin cao %5 [Zither

Tunes] (9-10, 23), attributed to the renowned Han literatus-scholar Cai Yong %% & (ca. 133-192).

254 Wang Kanwi 1996: 273.
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the “Chu yin” to the “Yéuzi yin,” the song has probably undergone changes in form, while at the same
time, it is suggested that the “Youzi yin” derived from Chii-style music. Lingling /575 (L10) refers to
sounds that are clear (ging J5&), cooling and touching like the flowing water or the drifting breeze.***
That is probably characteristic of the yin mode or the song titled with it. The instruments, then,
“sharpened” (/i J& [Lu]) the sorrowful singing and attached to it a kangkdi TFE1EE ‘strong-hearted and
melancholic’ aura — a term Lu J1 employed to describe his chdngyin £, lit. long cantillation’ as well.
That emotion has mounted to a climax in L13. The performance, too, has reached its apex at that point.
But just when the singing was jili¢ 43! ‘soaring, raging’ (L13), the enduring, overwhelming sadness
abruptly conflicted with the original intention of obtaining relief through music. Even the attempt to
perform an emotionally suitable gingshang tune was hence suspended (L14).

The same applied to the cases of yin of Wi and Yue. We will probably never arrive at a neat
conclusion about the exact mode of the Wii-Yue-origin of Zhuang Xi’s yin, that is, whether it was sighing,
humming, cantillating in his mother tongue or singing the song of his homeland, etc. Yet, we see that
Zud Si /£ 1E (ca. 250-305) paralleled Jing yan Chit wii, Wit yii Yué yin Fijsnie 5% > iS5 songs of
Jing and dances of Chtj, lays of Wi and lyrics of Yu¢’ in his “Wuada fit” S2&[RE [Wu Capital Rhapsody].**
Yt Xin [3(Z (513-581) had a reversed Wi yil Yué yin, Jing yan Chitwit AN - FHSAESE lays of Wa
and lyrics of Yue, songs of Jing and dances of Chit’ in his “Ai Jiangnan fu” %< TFg i [Rhapsody on
Sorrows over the Southland].*” And in the Zudnyao attributed to the Emperor Yuan JT. of Lidng (508
555), the Wit gé yue yii, Chit gé yue yan SEX AR » 22 HEH S ‘to sing in the tone of Wit is called yi, and

to sing in the tone of Chit is called yan™*

seems to anticipate a Yué gé yue yin #H{ 5 ‘songs of Yue
are called yin’ as well.

The earliest Yué gé attested is the song referred to as “Yuérén ge” i A 5K [Song of the Man of

255 See the commentaries on the yin lingling ér ying'ér & 72131114 H ‘the tones splash on, filling the ears’ in the Weén fit

(241246, n,, translation from Owen [1992:175]).

256 Wén xudn (1) 5.231. In Li Shan’s commentary to the “Qin fi1,” however, he glossed Jing yan as Chii wii % % ‘a dance of Chit’

(Wén xudn [1] 18.845).
257 Y Xin ji 2.111.

258 YFS] 83.1165.
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Yue] or “Yuérén yongji g&” ik A #ZEFEHX [Song of the Yué Oarsman] dating from the Zhangué period. It
was sung by a boatman from Yueé of Prince Zixi T-1, the Lord of E %[} (Cht1) on an excursion. In the
Shuo yuan is recorded a transcription of the song in its unknown original language (“Yue”) with Chinese
characters, and the rendering into the Chinese language in the poetic form of the Chu ¢ around 528
BC.” Of this song of Yue, we only know that it is in a language different from “Chinese,” it was
impromptu on occasion, at which time it was probably unaccompanied by instrumental music,”* and
— of most interest to us — it is not referred to as yin in the Western Han collection.””

But when (folk) songs of the Wu-Yue region, together with ancient tunes of the Central Plains
as well as songs of the Chti area became integral parts of the dominant gingshang & P& music by the
Six dynasties period,** yin had become a common designation of Wii-Yué music as well. Zhuang Xi’s yin
must have played its role in that shift of usage.

It remains an open question of what kind of mode yin may suggest, if related to the Wua-Yue
region. A further Yué yin occurs in the story recorded in the “Gou Jian yinméu waichuan” 2] & EE 41
{8 [Outer Tradition of Gou Jian’s Secret Plots] in the Later Han Wit Yué chingiu S35 [Spring and
Autumn Annals of Wi and Yue]. It is said that the King of Yué once sent more than three thousand
woodsmen to the mountains in order to please the King of Wi with rare lumbers. A year had passed
and yet the men did not find what they desired. They became so homesick and resentful that they sang

(g€) “Muke zhi yin” /K% 7 5 [Sighing of the Woodsmen/on the Mountain Guest of Wood].** Here, yin

259 Shuo yuan (11.277—279). Hence it has triggered the interest of historical linguists in their investigation into the archaic

languages of this region.

260 Since the passage reads: hui zhonggii zhiyin bi, bdngyi Yuérén yongji ér gé, géciyue & $ 55 2 % 5, Bt HEE 1
K, #KEEED just when the sounds of bells and drums halted, the man from Yué who rowed the boat held the oar and sang,

whose lyrics are the following’ (Shuo yuan 11.278).

261 Yin does not occur Yué jué shii 48 & [Recorded Documents on Yu¢] (for the translation and the puzzle of the title see
the “Yiieh chiieh shu 848 £ by Axel Schuessler and Michael Loewe in Loewe [1993: 491], and here the translation follows

Zheéngzhang Shangfang [1999: 7-8]), also a later Han compilation of essays on the pre-imperial states of Wit and Yue.
262 YFSJ 44.638-639. This gingshang, as a categorial name, is different, and derives from those previously cited.

263 Wi Yué chiingiii 9.340. It is suggested that muké might be the name of the mountain (9.355, n. 41). In the Shui jing zhit 7K
#8J¥ [Commentary on the Classic of Waterways], the phrasing slightly varied, as zuo “Mike yin” E (AREW) ‘they
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is often read as a title marker in the literature. There is a dialogue between the King Hui 2 of Wei (r.

oz

369-319 BC) and his minister Di Jian 22F{ (n.d.) in the Hudindn z{ also concerning the singing (gé) of

TN

lumberjacks:

Now take those who haul heavy logs: those in front call out *[6](r)A-q"%a?, while those
behind respond to them. This is a chant to encourage the strength of those who haul
heavy loads. Could it really be that they do not know either the melodies of Zhéng and
Wei or the [tune called] “‘Whirling Cht'? They do not use them because they do not suit
the circumstance as well as this chant does.

SRR > JI THRETF > REL - ILEREE) 2 SR -
WOEZ G 7 RMA R > AR E -

With this example, the minister illustrated to the king that laws should be implemented based on their
suitability for governing a state rather than on the literary eloquence of the clauses. This chant to
encourage physical strength, which is presumably melodically and lyrically quite simple, is referred to
as a ge.*® The “Muke zhi yin” serves a different function from this gé. Hence it is hard to decide whether
the two bear any formal and modal similarities. It is likely, however, that the “Muke zhi yin” also features
the form of xianghé, where some harmonize with the singing of the others, as well as the simple musical

structure, and also as a cappella.

composed the “Sighing of the Woodsmen/on the Mountain ‘Guest of Wood™” (9.340, 1.). Besides, Wit Yué chungiu contributes
the most “sonorant” yin so far. It is said that in a war between W and Jin, the king of Wt gin ming jingu, sanjun hudyin yi
zhén qi lil, qi shéng dongtian xidi FWGE T, =HFEN, DRIR, HZEHIRIEM the king hit the golden drum
personally, and the three armies hailed and howled, so as to boost their troops, whose voices shook the sky and moved the
ground’ (Wi Yué chiingiii 5.168). However, the yin is here substituted by kou $I1 < *khuwX < *kP%0?, lit. ‘the mouth of a metal
object’ in the corresponding passage in the “Wi yti” %5 [Discourses of Wi1] section of the Gud yii, which probably refers
to the noise made by striking a metal object, or it may be a phonetic loan of Aéu Ml < *xuwX <*q2%0? ‘to howl’ (Gud yii19.550,

n.).
264 Hudindn z{12.831. translation from Major et al. (2010: 441-442), slightly amended.

265 Again, we see the “Ji Chi” being categorized together with the music of Zhéng and Wei, representing musical

compositions (with dances) that are complicated in structure and appealing in comparison to ritual music.
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Following the tradition of the singing woodsmen, we reasonably suspect that the xingyin of Zha
Maichén, a woodsman, might be partly musical. This consequently corresponds to the preceding yin of
Yuan Xian in the same quatrain. Moreover, Zhii came from the Kuaiji F& commandery, belonging to
the ancient Wu-Yue region. Might his yin feature the tone of his hometown, or his mother tongue — can
this yin be categorized under Wu-Yue yin?

Geé and yin, separately or in collocation, are employed to refer to folk chants, of which the
woodsmen's songs are vivid examples. In the Han shii, we see that when Empress Lii /= (d. 180 BC) was
enraged by an envoy from Xiongnu, general Fan Kuai 221 (242-189 BC) proposed to lead large troops

to conquer the northern nomad regime, which Ji Bu Z=7fj (221-101 BC) bitterly opposed:

Kuai should be beheaded! Previously, Chén Xi** led a revolt in Dai. The Han soldiers
amounted to three hundred and twenty thousand, and Kuai was their Generalissimo. At
the time, the Xiongnu besieged Emperor Gao in the Ping city, but Kuai was unable to lift

the siege. Those under heaven sang about in the following way:

A B C D TRANSLATION
1 F b7 Z T At the foot of the city walls of Ping,
0C (%) brey [d]en to gfra?
LHan (*) biey dzey tso ga’
2 IS 2k Ea It is indeed miserable.
0C (%) G(r)Ak  [d]ey khsa?
LHan (*) jak dzey k"a®
3 1t H N ' For seven days they do not eat,
0C (%) [tsh]i[t] C.nik pa ma-lok
LHan (*) ts"it nit pua zik
4 S fE N = They are unable to pull their bow to the full.
0C (%) pa na(?) [k]%(r)ok-s *C.n%a?

(~ *non)

LHan (*) pus na(n) ko® na®

Now the sound of the singing and sighing is lingering, and those wounded [in that war]|

cannot rise up. But Kuai is willing to bring All-under-Heaven into turmoil and boasts

266 7-196 BC.
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that he can march onto the rampage with a crowd of a hundred-thousand. This is lying
to Your Majesty to your face!

Mg | RIBRARECRN N BT IS B R U S R
B TRRERE - RTHCH T TR | R R R -
S 2 R > BRI > MIEAEEIR T =5 A +E T > 2

Géyin H{%4: refers to the verse, which is well-patterned with possible line internal rhymes or assonances
(1A-1B, 3A-3B[-3D], 3C-3D, 4A-4B), cross-line rhymes and resonances (1AB-2B, 1C-3C[D]-4AB), as well as
end-rthymes (1D, 2C, 4D), which was performed musically to a certain degree.*” It is likely to have
become already a compound by this time. Like many pre-Qin yin mentioned, this yin is of “popular”
origin, which usually mirrors or responds to the governance of the superiors. It also exhibits a certain
discernible formal uniqueness. For instance, when the Wénxin didoldng stresses that the now lost
lament’ (Gici TEEE) by Cul Yuan £3% (77?-143) ends with a pentasyllabic stanza that resembles the
style of géydo Hi% — géyin X5 is used instead, in a Ming dynasty recension of the Taiping yuldn.”*
This offers a glimpse of a situation where the connotations of ge, ou, ydo, and yin overlap, in that they
can refer to orally transmitted folk songs/chants, which are plain in wording but refined in prosodic
structure (in particular, rhyming, which presumably bears a mnemonic function). Their precise
musicality is hard to trace, except that they can be performed individually or collectively, while
instrumental accompaniments are not necessary.

Their scarcity and ambiguity notwithstanding, there are cases that seem to signify the difference

267 Han shii 94a.3755. Since we are treating an early Western Han verse recorded in an Eastern Han work, I cite both OC and

LHan transcriptions.

268 Note that the words by Ji Bu are an elaboration of the corresponding passage in his biography in the Shiji (100.2731—2731)
(cf. also Han shu [37.1977]), while the sentence containing géyin also finds a template in a different chapter of the Shi/ji,
which reads kiiqi zhi shéng wei jué, shangyi zhé wei qi SEDL 2 TE AR, 55953 AL ‘the sound of crying is lingering, and
those who got wounded cannot yet stand up’ (99.2716). That is, the géyin (as well as the verse) is an innovation in the Han

shi.

269 Wénxin didoldng 3.239—240.
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between gé and yin. The “Zhéng fu” Z5iE [Rhapsody on the Fretted Zither] by Xiao Gang z& 4] (503

551) contains two close juxtapositions of the two in the depiction of the performance of a fretted zither:

ZAHEMA R, [The beauty] played a tune [on the fretted zither] about lovesickness
when apart,

W57 H i 78K Cantillated (to) the moon at night and sang resentfully.

[onn] o]

LR 2 BES Matching with her cantillating voice, delicate and long-lasting,

FERTa s a i Interwoven with a new song, so lovely.

H The lyric is the following;

[o] [.]7

Yin is again associated with sad feelings. The second yin has been pinned down as ‘long-lasting’ (chdng
+%) and ‘delicate and soft (miman [5E E).*” Moreover, there is an interesting point that seems to
differentiate yin and ge, that is, yin seems not to be followed with lyrics as gé does. Or, at least, the verbal
content is not so worth mentioning as that of gé, which forms a six-lined pentasyllabic verse.*”

Similarly, consider Zhang Héng's 5 7 (78-139) “Sixuan fu” & 27 #& [Rhapsody on
Contemplating the Mystery]|:

270 Xiao Gang ji1.33-34.

271 For a discussion of the history and the aesthetic connotations of the term miman down to this period see Héu Wénxué

(2003). It is notable that the term has not been applied to the description of sound until the post-Han period.

272 Rén Bantdng, in his discussion of the relationship between yin and xido, briefly posed the question that since the Han,
the two are frequently juxtaposed as referring to extemporaneous expression of feelings, and given that xido is usually
melodic but free from verbal content, it remains questionable whether the yin used in pair with it has the same features
(2013: 21). I think it is a very insightful observation and I believe there must be cases that give an affirmative answer to his

question. Besides, we have discussed why yin tends not to be followed by an object above.
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ZAHEZ SR E S The Pure Maiden strums a zither, oh how melody lingers on,

KEWEH T &%, Tairong cantillates, sighing, “Commit that to memory!”"

The lines derive from the imaginary travel of the personage to the celestial realm and there presented
with musical performances. At the end, Tairong K%, the musician of the legendary Yellow Emperor,
concluded the performances with a yin. As the yin was performed by a musician and accompanied by
zither music, it was likely to be in the form of a zither song. The lyric features a quite succinct
interjection. Though the succinctness might be due to the restriction of the line length and the rime
scheme, the use of short interjections is indeed typical for xianghé songs.

As we may have discerned a vestige of the ‘not to speak’ connotation of yin here, in several other

cases “humming” seems to be a preferable translation for the character:

For this reason, if repeated performance on an instrument is insufficient, then one may
hum or sing in order to release his feelings. If humming and singing are not sufficient,

then one may entrust his words to writing in order to express his thoughts.

BHEZ AR - ASEKLIEEE - 53k 2 A e - AIFELIER -

While the Grand Mentor Xié* was in retirement in the Eastern Mountains, he was once

% and others. When the wind arose and

boating on a lake for pleasure with Stin, Wang,
the waves tossed, Siin, Wang and the others all showed alarm in their faces and urged
that the boat be brought back to the shore. But the Grand Mentor’s spirit and feelings

were just beginning to be exhilarated, and humming and whistling, he said nothing.

273 Weén xudn (1) 15.673, translation from Knechtges 1996: 133.
274 From the preface of the “Qin fu” by Ji Kang (Wén xudn [1] 18.836, translation from Knechtges [1996: 279—280]).
275 Xié An #l % (320-385).

276 Stin Chuo 444 (314-371) and Wang Xizhi T 282 (303-361).
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A R AR LI - BB GE AN - EUESIROE - 4% ~ £S5 A G -
(IR (HEE - REMHIFT L > BRAS 7

An epitome of all that “polarizes” the modes of gé and yin appears in the introduction of the diiqit gé 58

HHEK, lit. ‘reading tune/lyric song’ in the YFS]J:

According to the “Treatises on Music” in the Book of the Song, “The ‘Reading-tune song’
was composed by the commoners for Yikang, Prince of Péngchéng.”” The song goes,
‘Commandant Liti should be sentenced to death, Liti the fourth is killed by mistake.” The
“Records of Music of the Past and the Present” say, “The ‘Reading-tune song’ [derives
from the following circumstance]. In the seventeenth year of the Yudnjia era,” Empress
Yuén passed away, and [hence] the state officers dared not to sing/to enjoy singing
performances. On occasions of banquets, musical pieces were only secretly read and
cantillated in low voices. That is where the title came from.” Note that the time Yikang
was banished was also the seventeenth year.

(RELEE) H - TGEIH) & > REBEZHEZFEMEL - HK= T
JERIHE - BRFIFEN, Bt - (E5%8R) B T GaEI) & > JteEt
CHEREH - AEABUFRHK - A > (BRI e - DR
e ) IEEBHAE > IS EE

YFSJ collects eighty-nine pieces under the title “Duqui g&,” and in the category “Wushéng ge” S

277 From the “Yaliang” ff & [Cultivated Tolerance] chapter of the Shishuo xinyi (2a.437), translation from Mather (2002:
201), slightly amended. In particular, I omitted the “poems” following “humming” in Mather’s translation for the sake of the

ensuing bu ydn.
278 Liti Yikang 22 H (409-451).
279 440.

280 YFS]J 46.671.
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‘Songs in the Wt Tone.*® Most of these songs consist of four pentasyllabic lines, wherein Wi vocabulary
occurs with high frequency.” Though a temporal connection between the two quotes about the origin
of the diuqii ge is suggested here, the Song shit pinpoints a specific song that is titled as such, while the
Giijin yuélit defines a group named after their mode of performance giéshéng diiqui xiyin FEREEE HHAM
5, lit. ‘in secret voice, read the song lyrics, cantillate in a minimized voice. This yin, falling into the
“category” of Wil yin, is hence opposite to shéngge B3K ‘vocal singing’ by its relevance to a lowered, soft
voice (reminiscent of the previous wéiyin), as well as to the mode designated as dii 3.

One of the strands of the meaning of di is ‘to murmur (so as to memorize).** It seems also tied
to music or at least meter to a certain degree in the case of the Six dynasties diiqu gé, as the mode was
employed as a substitution for the musical spectacle at banquets. There is also ample evidence for yin
(individually or in compounds) during the period in question that favors an interpretation similar to
this di. See, for example, the Ydn tié lun 5% 5@ [Discourses on Salt and Iron] of the Western Han,

which exemplifies the use of shényin in this sense:

Mumbling and cantillating [what is written] on the scorched bamboos, and reciting the

discourses of the dead, then the officials are not comparable to the literati.

WIS  SSEAZEE - B EIR LIS -

The Lun héng & 1#7 [Discourses in the Balance] of the Eastern Han, similarly, has:

285

Lit Zizheng”™ immersed himself in the study of the Zuo Tradition, and [even] his

houseboys, his wife and children, were all cantillating and reciting it.

281 YFS] 46.671-677.
282 See e.g. Gao/Zhang 2020.

283 Again, see Behr/Fiihrer (2005) for the early development of the semantic field ‘to read, including terms like dit, song &,

nian 7 (also as nian "& [2005: 21]) and yong etc., many among which are of interest to us.
284 Ydn ti¢ ltin 10.603.

285 A k.a. Lit Xiang.

78



LI1U, “THE RISE OF YIN”

BITBEGH () > HEET B o =

The Lun héng passage is probably modeled on the Xin lin & [New Treatise], whereby shényin has
replaced the diisong &= ‘read and recited’ of the original, and has henceforth assumed its meaning,*’
This shényin seems to be consistent with its application to the process of poetic composition mentioned
previously. That means, the use of the term probably presupposes an awareness, as well as a realization
of the metrical structure, while its juxtaposition with dit and song here has added a mnemonic function.
The Zuo Tradition serves as the object of yin also in the well-known literatus-scholar Wang Yan’s own
preface (“Zixtt” H ), stating he ai Zudshi chiingi, yinféng changwéi kdushi & (/EEERK) » 5
W B 18 favored the Zud Tradition of the Spring and Autumn Annals, kept chanting and reciting and
it has become my major subject for conversation.***

Xingyin occurs in a similar context. Wi You 5254 (n.d., of the Eastern Han), for example, used

to xingyin jingshu {715 4% = ‘cantillate the classics as he went, when he was tending the pigs.>*
gyin jing g pig

Moreover, at last, the Book of Odes has become the object of yin(yong) used in this sense:

The people of Ba, Sht, Yuesui, Yulin, Annam, Lidodong, Yuélang, in Zhou times, wore

their hair long and in tufts with hair-pins: today they wear fur-caps. In Zhou times they

286 Lun héng 29.1164.

287 See Xin lun (10.79). For this relationship between the two passages see Lun héng (29.1164, n.). Alfred Forke (1867-1944)
has translated the wdn nong JL.7 ‘immersed himself in the study of’ in the Lin héng passage as ‘mocked at, based on the
record in the Han shii that Liti Xiang majored on the Giilidng #%4% commentary on the Spring and Autumn Annals (Forke
1907: 1.462, n. 6). For the Xin Lun passage, nevertheless, he rendered diisong as ‘read and recited, which was followed by
Timoteus Pokora (1928-1985) (1975: 99). Besides, this usage of shényin is probably “anticipated” (there are controversies over
the date) in the Zhuang zi, in the “Lié yl kou” 71|41 5% under the “Z4 pian” 5 i [Miscellaneous Chapter]. The shényin in the
Zhéngrén Hudn yé shényin Qitshi zhi di, zhi sannidn ér Hudn wéi ri 55 N#R A, WG SB [G 2 M, HK =4 1M 4% 7S 1
‘[t]here was a man from Zheng named Huan who, after three years of reciting and memorizing texts at a place called Qiushi,

finally became a Confucian scholar’ (Zhuang zi10a.1042, translation from Watson [2013: 280]).
288 Ndn shi 22.611.

289 Dongguan Han ji AL [Records of the Han from the Eastern Library] 17.772.
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required two interpreters, now they cantillate the Odes and the Documents.
B~ &~ S - AR B~ B R - BREAERE - SR Ak

EE > S0 () (B

Now that Ning*" has recovered from his old illness. He is turning eighty, [but] he has not
lost his ambition. Earth walls all around and a twig-woven gate, he is living in that poor
lane, eating porridge to stuff himself, and having meals [only] every two days. He
cantillates the Odes and the Documents, not allowing his joy to be affected [by the
meager living].

SEERCE - T8/ B G - REEP E5EE > 8D - I
Hifig > 155k (&) ~ (F) > FBHEE -

Both the Book of Odes and the Book of Documents feature much richer aurally prominent prosodies than
the Zuo Tradition of the Spring and Autumn Annals. It is thus uncertain whether they were cantillated
and recited in the same mode. Nevertheless, the examples just cited suggest that yinydng had also
acquired the meaning of ‘to read’ and ‘to recite.

The description of Guan Ning is comparable to that of Yuan Xian and Yan Hui, and Wu You'’s
xingyin is similar to that by Zha Maichén; hence we recall the metrical, or maybe musical, and
mnemonical yin. To put an end to this long digression and return to the Wii-Yue yin, let us consider one
more case concerning Zhi Maichén’s hometown Kuaiji. The Six dynasties poet Xié Lingyin composed

a “Kuai yin xing” 1547 [Ballad on Kuai Cantillation] that opens with the following quatrain:

7N5|%4% 58  The clear singing of the six preludes fading,

=TS A wide array of sounds of the three modes came to an end.

290 Lun héng 19.833, translation see Forke (1962: 2.209), slightly amended.
201 Le., Guin Ning & & (158-241).

292 Sangud zhi =& & [Records of the Three Kingdoms] 11.359.
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HI%E E7EF 5L The attendants at the banquet are all in total silence,

[ FLHES &5 Unanimously listening to the Cantillation on Kui.”®

Kuai % is generally regarded as referring to the toponym Kuaiji. And the rest of the poem is an appraisal
of the geographical features and historical figures of the ancient Wii-Yue area. The poem demonstrates
a clear topical and structural resemblance with the “Wu qa xing” 517 [Ballad on Wt Shuffling] by

Lu Ji, detectable already by a comparison of the openings:

AL H 71K Lady of Cht, do not sigh for a moment,
ek H55EE  Beauty from Qf, halt the singing briefly.
VORENGETS  All present, clear your hearing,
PEIREK S  Listen to me singing the Wit gi.”*

According to Cui Bao’s 5" (n.d., of the Western Jin) Giljin zhit 7% F [Notes on the Present and the
Past], the people of Wi sang about their land with the “Wut qi qi” S22 [Song on Wt Shuffling].**
Qi 3 means ‘to hurry forward, to scuttle along with small steps and bowed head. We have mentioned
qu being used to name the coda-section of a grand suite. In the case of “Wti qu qu,” the gii is interpreted

296

as b 21 ‘step’ in the annotations of the Wén xudn by the five ministers (wiichén F152).*° Along this line,

it has been suggested that “Wu qu” refers to a (kind of) dance, as for example Auitong xidngdi, zé yi Wi
qi Chit wii wéi yaoydn & [E12E8H » Rl DL R #4555 B4k i ‘when getting together at banquets and
meetings, then the gii of Wi and the dances of Chtl are the most fabulous’ from the lost Song Liié KM%
[Outlines of the Song] by Péi Ziyé ZE1-¥f (469-530), in a narrative that sets these appealing dancing

performances against the ritual music.”” We may recall the banquet dance “Ji Chui” at the juxtaposition

293 Xié Lingyun ji1.22—23.
294 YFS] 64.934.

295 YFS] 64.934.

296 Weén xudn (2) 28.525.

297 Tong dicn T # [Comprehensive Statutes] 141.3601, n.
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of the dances of Wi and Chu. It is very likely that Wi gt shares with “J1 Chlt” the similar element “fast(-
tempo),” as for example indicated by their titles. However, as the Ming critic Yang Shen pointed out, (1)
the description of a performance of two poetic lines accompanied by a zither in a voice that ‘sounds
between singing and crying’ (ruo gé ruo ki %5 i755% ) in the Zhuang zi — qujii qi shi #5322 H5F ‘the lines
were uttered in haste, was interpreted by Cui Zhuan #£#5 (n.d., of the Eastern Jin) as wit yinqut 3 i
‘without a melody’; (2) Lit Chénweng 2[R 45 (1232-1279) glossed qit as ging gié ér ci po &1 1 5826

‘the feeling is adequate and the words are in haste.*”

That is, gu is probably depictive of the mode of
the vocal performance rather than the dance. It is unknown whether the opening of Lu J1's “Wu qii xing”
is descriptive, that is, whether he was really performing the song. If he was, what he performed was
probably the new lyric he composed to the old tune.

The possibility of Xié Lingyun’s poem being a pure literarily crafted emulation notwithstanding,
the “Kuai yin xing,” by analogy with the “Wu qu xing,” might be a popular song of the Wu-Yue region,
with yin signifying a mode of performance.*” In the YFS], both “Wu qi” and “Kuai yin” are subsumed

under the “Zaqu géci” category, and are introduced as:

There are those whose ancient lyrics are lost, but people of later periods have emulated
and elaborated on them, based on which, their themes can be traced. Those are like [...]
the “Qi song,” the “W shuffling,” the “Kuai cantillation,” the “Woe” vel sim.

AR R MR AEFEEL - s DI REEE - APEL-] (FFEE) ~ (&
)~ (gns) ~ (BER) ZBE - >

The Song scholar Zhéng Qido E[ff (1104-1162) asserted:

w

298 Shéng'an shihua F+ R85 [Remarks on Poetry by Shéng’an| 4.715.
299 It throws new light on the understanding of the several yin xing mentioned above. YFSJ 61.885.

300 YFSJ 61.885. The juxtaposition of the “Qi ou,” the “Wii qii,” and the “Kuai yin” is notable since the first two are mentioned
at the beginning of L Ji's “Wii qit xing” (L2 and L4). The “Chuifei tan” 4% 42 %K [Lament on the Lady of Chui] is also implied

by L1 of the poem, but it belongs to the “Xianghe géci” category, where yin often appears in the titles as a genre marker.
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A thousand years have passed, those who want to perform a “Qi Song” must employ the
accent of Qi, and those who want to perform a “Wu Shuffling” must base themselves on

the tone of W

THEIM T - A (FFaE) & AR - 5 (Ril) & OARRH -

This reveals the role accent and intonation play in the vocal performance of regional songs. Wang Ao
F. 2% (1450-1524), a Ming scholar-official, addressed the problem in a more detailed way in his

discussion of the songs of Wi

The language of Wit is pure and soft. To sing (in that topolect) sounds graceful and clear,
deep and long-lasting, sincere in affection and admiration. Thus, in the Music Bureau
collection, there are the “Ballad of Wu Shuffling,” and the “Wt Musical Sounds, Small
Piece.” They are also referred to as “Wu y11,” and are well-known by all under heaven for
their accent. [People from|] other commanderies, although repetitively practicing them,
cannot match the original. Lu Ji's “Ballad on Wu Shuffling” is also modeled on the
tradition of the ancient tune, to describe the beauty of the W region.

SEAEE > BHIZREER > Jodmss > VTG #8Era (RET) - (&R
T XE TRk BUEETRT - (CEEZ > A RAL - FE (SR8
17) > MRS Z 8 - USRI Z 5 - *

For Kuai yin we do not have evidence as rich as that for Wit gii. Yet, this analogy serves as an indication
of the features of the Kuai yin, not just because of Xie Lingyun’s likely literary imitation, but also the
regional relevance, as well as the idea that yin, might be compatible with g, given its co-occurrence
with ji, which also refers to a hurried movement, a fast tempo. Meanwhile, this yin seems to also become
referential to the category of poems/songs which offers a panorama of a district. Of this type, there is,

for example, Xiao Gang’s “Shiigué xidnge pian shiyun” %j 52 #E E8 [Stringed Songs on the State

301 Tong zhi Il & [Comprehensive Treaties] 49.917.

302 From the Giisii zhi §ifi % & [Local Gazeteer of Sazhou].
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Shit in Ten Rhymes],** also titled “Shtigué xidn” %j[e%]5%, [Strings of the State Shii], which is categorized
under the “Shtt xianq” %j5Z ff [Stringed Tunes of Shii] in the YFS].*** It has still another title, “Shiigu6
yin” #&j 5 [Cantillation on the State of Sht1], as in the Wényuan yinghud 3355 ZE [Finest Blossoms
of the Garden of Literature].*”> Opening with a couplet on the harsh roads to the Shti, the poem mainly
describes musical spectacles and entertainments in the Shi area. Xidngé and yin in the titles may well
be indicative of the mode of performing the lyrical poem.
% %

Cobbling together these traces of the mode(s) yin might stand for, we are faced with the problem of
whether they present a coherent usage of the term, or instead a range of the possible connotations it
may have. Clearly, yin seems quite “musical” in some cases, while in others not. But the same problem
applies to the concept of “musicality,” as it is hard to demarcate precisely to what extent a cadential,
rhythmic, or melodic intonation can be called a “song.” To include more details still, the question arises
with regard to yin on whether lyrics were necessary, or if fixed pitches and tempos etc. were
prerequisites. Such questions were bound to arise at the very moment we decided to delve into the topic
based on how the concept of yin is contextualized. It may well be the case that a unified understanding
of the mode as implied by yin was neither intended nor achieved, let alone that the chasm between
ming %4 ‘designation’ (signifier) and shi ‘& ‘reality’ (signified) may never be filled. Literati have
notoriously complicated the scene, first, by paying “respect” to the literary tradition. They either
borrowed or alluded to previous usages of the term yin or, as is often the case with Music Bureau poems
like the “Kuai yin xing,’ they superficially modeled a poem on previous yin-works, while it is
questionable whether they factually followed the mode(s) of that yin. Furthermore, they employed the
term as a rhetorical or prosodic tool, and hence did not necessarily care as much about the exact mode(s)
it might represent. Hence, for example, given the abundant examples of a rather “reserved” yin, one

wonders how far expressions like gaoyin 55 ‘to cantillate loudly, kudngyin JT¥ ‘to cantillate wildly’

303 Yutdi xinydng 7.276.
304 YFS]J 30.440.

305 Wényuan yinghud 201.996—997.
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and chdngyin mingdi F"5 @i} ‘to cantillate long and to order the enemies’ were descriptive,* or
whether they were, to some extent, fruits of literary craftsmanship in search of novel and idiosyncratic
expressions.

It is, nevertheless, delightful to find that prior to the Tang, when a “consensus” on the intimacy
between yin and poetry had gradually been reached, a wide repertoire of yin of relevant usages of yin
was available. In direct connection with poetic activities, we see, for example, Xié Lingyun’s Kuai yin,
where the poem might be a new piece of lyric to the yin-mode performance; and we see Xiao Gang’s

£ KK

wiildo yéydu qut / jict tuo weiyin $EESIR T HY | BFILELHES ‘no need for a night-reveling tune / song, I

cantillate softly on this,*”

where yin seems the “opposite” of a song (gut). Both of the two usages of yin
hinged on the connotation of ‘to compose.’ We also see, however, that yin was used in the reception of
a poem, where its connotation of a “repetitive” activity seems to be emphasized. For example, there is a
description of an appreciation of Wang J{’s famous “Ru Ruoyé xi shi” A #5F[57%5F [Poem on Entering
the Ruoyé Creek] by the same Xiao Gang, that he yinydng, binéng wang zhi "5 5k > K Fe =
‘cantillated and prolonged it, and could not forget about it.***

The Taoist collection Zhén gao E.z% [Declarations by the Perfected] by Tao Hongjing [&5/ 5
(456-536) offers invaluable instances of poems being performed in the mode of yin. The compilation
has long been famous for its abundance of metrical verses. These verses were, allegedly, orally bestowed
upon the “shaman’-like Yang Xi 152 (330—386) by a group of Taoist zhénrén E. A ‘perfected people’ in
dream-like settings, and recorded by Yang, or transmitted by him to Xt Mi 5% (303-376) and X1 Hui
ZF#l (341-370). To acknowledge the divine authors of the poems, either zuo ‘to compose’ or terms
indicative of the modes are employed, among which yin and gé hold an absolute majority. Yin seems to

be used synonymously with gé as defining a melodic presentation of the poems, and sometimes also in

collocation with the latter:

306 From Lu Yan's P22 (262-303) “Shéngdé song” ZX 45 [Hymn on the Enormous Virtue] (Qudn Jin wén 10312b [QW

2052]), Cao Hua B 3 (281-325) “Lanting shi” [ 5* & [Poem on Orchid Pavilion] (fin shi13 [XS 917]), and Shi Dao’an FEiE
% (312—385) “Ximé wén” #J§ 3L [Dispatch on the Demons] (Qudn Houwéiwén 412 %1 3C [Complete Later Wei Prose] 59.5a

[QW 3811]) respectively.
307 The ending couplet of “Naliang shi” #4745 [Poem on Enjoying the Cool] (Lidng shi 21 [XS 1946]).

308 Ydnshi jiaxun 4.295.
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As she was about to leave, she instructed me to write a poem on paper. When I finished,

she chanted:
% FEE 4T o B TS

[T]he Perfected Man of Ultimate Primordiality and Director of Destinies wrote out
these poems, saying that they are songs from the inner chambers of Blue Lad’s palace,

and that they are always to be cantillated in praise to harmonize one’s spirits.

ATTEAEGAEZSHIE - &% T FEE TG o RS o

Apart from its similarity to gé, what is also notable is that only yin is used in the two cases describing
the repetitive chanting of the poems, as in yin ci zaisan 5 [t} F§ = ‘to cantillate this two or three times.*"
As pointed out by many scholars, the poems in this collection demonstrate features of the Wi topolect,
which might be related to the provenance of Yang Xi, Xt Mi and X1 Huli, as well as to the main region of
transmission of the texts until the time of TAo Hongjing’s compilation.*” Considering what has been
discussed on the correlation between Wi-Yue and yin above, it may not be a wild guess at all to attribute
the frequent use of yin in this collection to the Wui-Yueé culture from which it stems, and thus also to
imagine the mode of these yin accordingly.

Another work of this period, belonging to the sphere of religious literature, that offers

informative descriptions of the mode(s) of yin is the Gaoseng zhuan 15§ {# [Biographies of Eminent

Monks], and below are some examples:

To regulate the pipes and strings, to give up singing and dancing, [only] to

cantillate/hum and to whistle — would it be correct to do so?

309 Zhén gao 3.80, translation from Smith (2013:154).
310 Zhén gao 3.118, translation from Smith (2013: 225).
311 Zheén gao 3.90, 4.130.

312 See e.g. Ding Héngw (2011: 46-47); Xia Xianzhong (2012).
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FEHIER - AEHEE > IS0 - JERF 7

Each time Monk Huiqing [...] cantillated [the sitras] at night, he always heard the

sound of snapping the fingers and sighed appraisals from the dark.

FRERRE(..... [0SR, - RIS R g - o

When it comes to those chilling and tranquil evenings, those moonlit long nights, alone
in an isolated room, one cantillates and recites the sutras, in a voice loud and bright,
clearly enunciating every single word. It suffices to light up the gloomy soul, and to
cheer up the spirit. This is what is called singing, prolonging and reciting the words of
the dharma, and to take this as music.

EEAERIEN > BHARY > BEbRps - 1da  FisE - Sl - ke
[EHAZETTES - FEHis 10 - T aGiaiiA s - LRSSt -

In the first example, yin is analogized with xido, both of which are contrasted against musically
complicated forms of performances in the preceding lines. The second and the third examples derive
from the “Songjing” 514X [(Specialists on) Cantillating the Stitras] chapter, hence the object of yin being
the sitras. Yin here featured mnemonic and mood-boosting functions, different from the negative
implications it has been so often associated with. As for its mode, this yin seemed no longer “wei” ‘subtle,
but strong and clear. It seemed to be melodic, by which this mode could be referred to as gé and song,
and hence regarded as “music” (in the last example). It was rhythmic as well, to which the snap of the
fingers must have followed. A yin accompanied by tempo-measuring seemed to be a common practice.
Further examples include kangkdi dinzi yin i % §5 & "5 ‘impassionedly and melancholically,

stamping the feet and cantillating,** dijié xingli yin $EE[ITTESS ‘beating the clappers and cantillating

313 Gdoseng zhuan 7.277.
314 Gdoseng zhuan 12.463.
315 Gdoséng zhuan 12.475.

316 From Zhang Hud’s 5k ¥ (232-300) “Béling wang gongxia qit érshou (qiyl)” 152 £ = el — 1 (H—) [Tunes on the
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on the traveling,® diézu yin youchang ¥ J& W5 M4 15 ‘stamping the feet and cantillating a quiet

chant/song,**

and similar expressions.

However, it is notable that, despite this development of yin, in which it seems to rival the S-
terms in denoting vocal performances, it has not yet achieved any advantages over the other terms in
such usages. We still see a mixed, casual use of yin and S-terms, of which the third example just cited is
a good demonstration. When [+human] and [-human] vocalizations were juxtaposed, yin tends to be

used for the latter, while S-terms still seem to exhibit a closer relationship with human voicing, such as

in:

ZIUIEERE  The sorrow of the Lady of Mount Ta lingered,
5 ABKkKE, The poet chanted the “Gathering the Dolichos.”
BEWS KT Crickets chirped under the couch,
[B]JE#EH4FE The whirling wind rose at the hidden door.**

FER 22571 No need [to play] the string and bamboo [instruments],
LLI7KA7ES Mountains and rivers have clear sounds.
fA[E54F i Why bother waiting for whistling and singing?

VERKEZE  Bushes and woods cantillated sadly by themselves.*

The poet practiced yong while the crickets yin, as in the former quatrain; there was no need for xico and

Palace Paladin of the Prince Boling, Two Pieces (I)] (Jin shi 3 [XS 612]).

317 From Baozhao's fiflffl (4147-466) “Ni xinglti nén shiba shou (qiy1)” #1724 %1 /\ 5 (H—) [Imitating the Weary
Roads, Eighteen Pieces (I)] (Song shi7 [XS 1274]).

318 From the anonymous “Xin Xuanzi zéngshi sanshou (qiy1)” = % FH45F — & (H—) [Poems Presented by Master

Xinxudn, Three Pieces (1)] (Zhén gao 16.502).

319 From the “Zhaoshi pian” #[Rf i [A Piece on the Dawn] (or titled as “Yuan gé xing” #2317 [Ballad of the Song of Plaints])
by Fu Xuén {8 % (217-278) (Jin shi 2 [XS 558]).

320 From the “Zhaoyin shi” #1& [Poem on Calling to the Recluse] by Zud Si (Jin shi7 [XS 734]).
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geé here, because of the yin of the plants, as in the latter.*”
Depicting poetic activities, yin seemed not yet necessarily the word of choice, either, as shown
in the following narrative:

\ 322

Defense Commander of the Western Garrison Xie*” was once on a boating excursion,
and on that particular night there was a fresh breeze and a bright moon. On one of the
merchant ships moored along the river shore he heard the sound of someone chanting
poems with very deep feeling. The five-word poems which were being intoned were,
moreover, some he had never heard before, and he sighed endlessly in admiration over
their excellence. Immediately dispatching someone to make more detailed inquiries, he
discovered it was none other than Yuan®? chanting his own “Chanted History Poems.”

HFAPEAERETT - HAEOEREBIA - BIDERIEEA E Ak e - EAEEC Fr
SN E > XEFTRER  ¥EAED - BEZRMENM - V&= 8 ek HATE

(BKSEEF) o ™

321 Moreover, “cricket” frequently occurred with yin even in later periods, as alluding to the Shi jing poem “Xishuai” i
[Cricket] (no. 114); and the use of yin in the “Zhaoyin shi” was subject to prosodic considerations as well, concerning the
rhyming position.

322 Xié Shang /i (308-357).

323 Yuan Hui 72 % (ca. 328—ca. 376).

324 Shishuo xinyi 1b.317, translation from Mather (2002: 146), slightly amended. The same applied to the narration of the

same story in the Xu Jin ydngqii #& £ 5% FK [Sequel to the History of Jin] cited in Lit Xiaobiao's |1 (462-521)

commentary (Shishuo xinyii 1b.317).
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3. THE TANG YIN AND THE TANG POETIC AURALITY

When the Tang poets alluded to the story of Yudn Hii, Méng Haoran 7274 (ca. 689—ca. 740) used the
phrase Nitzhii yong 474 &k ‘Ox Isle chant, while Li Bai employed the Niuzhit yin 4f-7&15 ‘Ox Isle
cantillation. Meng Haoran’s use of yong is consistent with the original narration, and, at the same time,
the word is prosodically fitting within the pentasyllabic regulated “Song Yuan shi Lingnan xtind\” 74 &%
25 =5 55 [Seeing Off Yuan (Ten) to Find His Younger Brother South of the Ranges] poem,* as it is
in the oblique tone. Meanwhile, in Li Béi’s “Ldoldo ting g&” 5555 ==5X [Song of the Pavilion of Deep
Trouble], there is already a yong preceding the appearance of the Nitizhu story, and the choice of yin is
thereby well-grounded.*’ Still, Li Bai’s innovative phrasing shows the development in the range of usage
of yin, especially in relation to poetry.

We have seen that the pre-Tang literature has prepared a wide repertoire of usages of yin. Literati
under Tang, indeed, were making full use of these sources, so that the term became so culturally
saturated in this new period. In addition, while poetry had become probably the most prominent genre
effective in personal, social and political lives, yin was also attaining a high frequency of occurrence in
poetic contexts — which, however, seems to have been a gradual process.

In the following, I will take the QTS as the main source of investigation not only because, as a
treasure preserving Tang linguistic phenomena, it encompasses a considerable number of usages of yin,
but also that, in many cases, the poems contain usages which are themselves “self-referential” to the
poetic activities, and to uncover the connotations of the yin used in such cases is our ultimate goal. Our
discussion will roughly follow the sequence of the QTS, since the major part of the collection is

chronologically compiled; this offers insights into the development in the usage of yin.*’

325 Méng Haordn ji 4.367, translation of the title from Kroll (2021: 363).
326 L{ Bdi ji 7.398—399.

327 A few words are probably necessary on the database employed here: I searched yin in the QTS corpus in the Ctext
repository (QTS [2]), and compared it with the “Xinshi gii ba zi changyin: Qudn Tdng shi jiAnsud xitdng” H7 i i 5 H =15
—— B JHF I E R %L [Finished Revising My New Poems, I Cantillate Them Long to Myself: Retrieval System for the
Complete Tang Poetry] (QTS [3]). The former is helpful for exhibiting the original sequence, the latter for providing variants

and annotations. Before the poems were quoted in the text, they were located in and proof-read against the published QTS
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3.1. YIN IN THE POEMS BY PALACE RESIDENTS IN THE QTS

The first nine chapters of the QTS are devoted to works by the imperial family and other residents of
the palace. Though there are only nine occurrences of yin, these nonetheless very well exemplify some
important aspects of yin under the Tang.

The Early Tang period, if we again follow the “standard” quadripartite division of Tang poetry,

328 330

only offers examples of [-human] yin, by birds,*” gibbons*? and instruments.
One example of yin comes from the High Tang, in the poetic title “Kuiléi yin” {# {15
[Cantillation on the Puppet] by Emperor Xuanzong.** It is a four-lined heptasyllabic poem, which
analogizes the short performance of a wooden puppet to the transient and “dream-like” lifetime. The
poem is referred to as “Kuiléi” {#{ff [The Puppet] and attributed to Li B4i in the Minghudng zdlu B 2
FE5% [Miscellaneous Records of TAng Xuanzong], where yin describes the mode of cantillating the
poem.** Moreover, it is titled “Yong mu liorén” k7K A [On a Wooden Old Man] and attributed to
Lidng Hudng 2255 (n.d.).** Hence, yin in the title is less likely to be a genre marker.
ST

Here another case of yin appearing in the title is the “Xthua yin” f&{£15 [Cantillation in

Sympathy for Flowers] by the Mid-Téng female palace poet fif 7= 5 (fl. 798):

version of 1960 (QTS [1]). When one of the variants of a poem contains the keyword yin, I take it into account in my discussion.

328 “Chichiin déngléu ji muguan zuo shuhuai” #)75 S HER] H #i1EIA ¥ [Climbing the Tower in the Early Spring, Giving
an Account of My Thoughts Upon What I Saw] (QTS [1] 1.8).

329 “Lidodong shanye lingia” 1% 5 L1 & K [Night in the Mountains of Lidodong, When the Autumn Is Impending] (QTS

[1] 1.20).
330 “Céngjia xing Shaolin si” {i # £/ #KSF [Following His Majesty in His Visit to the Shaolin Temple] (QTS [1] 5.58).
331 QTS (1) 3.42.

332 Minghudng zdli “Buiyi” #fii8 [Supplements] 981. It is situated in the background story the Emperor cantillated the poem

frequently (méi zi yin B ) in his last years, losing his dignity and power, trapped in the palace.

333 QTS (1) 202.2116.
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e EXEFE R A (Fnyin) Upon the branch there are flowers, below the flowers there

is the one,
AEEEEER
Ve HETCAEI
SEIBILALACE

(*tsyhwin)  So lovable, that their complexions are both fresh.
(
(
NNFEILFE TEL (*xwan) Best fully experience the pleasures underneath the flowers,
(
(
(
(

*tsyak) Yesterday, looking at flowers, the flowers took flame,

*lak) This morning, looking at flowers, the flowers are soon to fall.

BRPRREAERE]  (*khjak) Do not wait until the spring wind to gust them all away.

*drjang)  Orioles sing, butterflies dance, lovely springtime linger long,

xjang) Brewing tea on a red brazier, pine flowers smell sweet.

*huwX) Makeup finished, cantillation dropped, done with roaming
off at will,

TSR B E  (*bjang) Alone, holding a fragrant branch, she goes back to her

chamber.?*

The poem exhibits a particular form of folk song, based on the following features: (1) the first line is one
syllable shorter than the other heptasyllabic lines, consisting of two trisyllabic half-lines; (2) the poem
is trisected by the arrangement of rhymes, and the rime scheme is aa bbxb ccxc; (3) the intensive
repetition of the word Aua {& ‘flower, which is the topic of the poem and appears eight times, gives a
“colloquial” feeling to the language. Yin in the title is hence very likely to be an indicator of the mode of
this “song.” Moreover, yin also occurs within the poem, in the penultimate line, which seems to be self-
referential to the performance of this poem.

Coming to the Late Tang period, the famous mourning poem on the well-known poet Bai Jayi

—
=]

by Emperor Xuanzong = 5% (r. 846-859) offers the clearest example of yin as indicating the
performance mode of a poem in the first section of the QTS. The couplet vividly shows the enormous

popularity of Bai Juyi's poetry at the time:

334 QTS (1) 7.69.
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HETESEIRHH  Little children understand how to cantillate the song of everlasting pain,

HHELBENEEEEERE  Foreign lads are able to sing the piece about the pipa-lute.?®
g g p p1ip

The poems, or more precisely, songs, mentioned in this couplet count the most celebrated works of the
poet, the “Changhén ge” f5|E 5K [Song on Everlasting Pain] and the “Pip4 xing” £E#£1T [Ballad of the
Pipa-lute]. The gu that serves as its object, and the chang it is paralleled to, suggest the mode of this
“musical” yin.

The novel usage of yin as an attribute descriptive of the composing and cantillating activities,
introduced in the first section of this paper, appears in the poem “Qidngweéi shi y1 shou shiba yun chéng
Donghai shilang Xa Xuan” Z #5585 —5 1+ /\ ¥ 2 B FE R $Z [A Poem on Roses of Eighteen
Rhymes Presented to Vice Minister Xa Xudn from the Eastern Sea] by the Five dynasties poet Li
Céngshan Z2¢ 32 (940-987). Yinzi, lit. ‘mustache of the cantillator, presents a vivid image of the
cantillating poet.**

The “not-speaking/humming” connotation of yin persists into this post-Tang period, making

this term a kind of “Janus word.” This usage appears in the “Guan qi” #ifH [Watching the Chase Game]

by Li Conggian 225 (946-995):

PT#R—FEF Inthe bamboo grove there are two gentlemen,
FHF)(M5 Al day long they are groaning in low voices.
FHEI4LHESE  Facing each other, they do not utter a word till the end,

FI% A0 Each has his own ambition of surpassing the other.*’

Chényin in L2 suggests a mode of deep and probably repetitive, and painful contemplation. Besides this,

the immediately following line shows that the yin is “wordless.”

335 “Dido Béi Juy\” 73 [ /& %) [Mourning Béi Jayi] (QTS [1] 4.49).
336 QTS (1) 8.76.

337 QTS (1) 8.76.
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3.2. YIN IN THE POEMS LABELED AS YUEFU SONGS IN THE QTS

Notably, yin does not occur at all in the section of ritual songs (“Jiaomiao yuézhang” X[ EF4EEE, Ch. 10—
16) in the QTS.** On the contrary, “traditional” S-terms gé, song, fit, yong and also chang do occur. In view
of this, I tend to infer that yin is simply not included in a kind of ‘refined speech’ (ydydn 5 ),** given
that (1) yin is excluded from the pre-Qin S-terms depicting poetic activities of the elites; (2) yin is often
related to regional/folk performances; (3) ritual music at the court often either derives from ancient
forms or imitates a more archaic style. Or, as we have observed in previous discussions, yin usually
depicts a lively, melodically complicated, and rhythmically rushing style of music, which is established
as the opposite of elegant ritual music. Is the absence of the term in this section, then, a piece of
evidence about its mode?

Yin does occur in the section of Music Bureau poems/songs (“Yuefl” 44if, Ch. 17—29). In the
titles, we find “Longtéu yin” [fEFHYS [Cantillation on Longtéu] belonging to the “Héngchuiqti cf” fk
HHEE [Lyrics of Pipe Tunes] category;*° “Baitéu yin’** “Liangfii yin” Z2F§5 [Cantillation on Mount
Liangfi] and “Dongwii yin"*** that belong to the “Xianghe géci” category; and “Youzi yin,”* “Zhuangshi
yin” f1-=-1% [Cantillation on Bold Men],** “Yézuo yin” 77 2% [Cantillation on Sitting at Night], “Yehan
yin” 1§ ZE5 [Cantillation on Chilling Was the Night]** and “Chiinyéu yin” 4% [Cantillation on

338 Nor does ydo or xico occur in this section. Note that the sdo-style songs (defined as ydogé # #\ ‘ballads’ by Wang Kianwt),

is prevailing as ceremonial songs composed by literati (Wang Kanwt 1996: 273—274, 347).

339 I am only borrowing the term metaphorical, as referring to possibly a kind of formal or prestige language. For the

intricacies and controversies of this problematic concept, however, see Onishi (2019); Behr (2023).
340 QTS (1) 18180-181.

341 QTS (1) 20.247—248.

342 QTS (1) 20.250.

343 QTS (1) 25.333-334-

344 QTS (1) 25.334.

345 QTS (1) 26.368. The “Yeéhén yin” appears as “Hanye yin” ZE 5 [Cantillation on the Chilling Night] in the YFS] 76.1074.
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Spring Excursion |**° that belong to the “Zaql géci” category. We have encountered many of these titles
in our previous discussions. Yin was used as a genre indicator in such titles, but when it comes to the
Tang, it became further uncertain how far this yin was reflective of the musical performance of the
contents. Tang poets very often borrowed ancient Music Bureau titles and topics and modeled their
creations on these poems. But their original musical performances may not be resurrective. For instance,
the “Liangfl yin xing” was reported as no longer singable in the record on banquet music of 459.** Thus,
for example, whether the lines like in Li Béi’s “Lidngfu yin,” Lidngfit yin, Lidngfil yin, shéng zhéng béi %%
L5 > 225 > B FE ‘cantillating on the Mount Lidngfti, cantillating on the Mount Lidngfli, the

sound of it is right now so melancholic**

refer to real singing is questionable. Nonetheless, these lines
by Li Bai demonstrate what seems quite common in poems titled with genre indicators like yin, namely
that these indicators are often directly or discursively referred back to within the poems, and that the
contexts usually suggest the musicality of yin.

Since these Music Bureau poems appear again in the following section of the QTS where poets

are chronologically listed, we will postpone our investigation into the use of yin within these poems to

the following discussion dissected according to the quadripartite division of TAng poetry.
3.3. YIN IN THE EARLY TANG POEMS

Seventy-five instances of yin are attested in the Early Ting poems (Ch. 30-106 in the QTS, till the poem
by Zhéng Yin E[}f% [?-710], plus an instance by Li Hudiyudn %% [?—706] in Ch. 882). Thirty-six
(48%) are [-human] yin, 37 (49.3%) are [+human] yin, and two yin appear in the poetic title (2.7%).
Among the cases of [+human] yin, however, around twenty (i.e., more than half) are either related to
ancient Music Bureau titles, or appear as Yue yin. We are not sure about the modes of these yin exactly

because of their allusiveness. To again take the instance of bditdu yin that ends the “Qitye duzuo” FK1&

346 QTS (1) 26.371.

347 YFS] 41.605. Of course, whether the “Liangfti yin” and the “Lidngfl yin xing” are identical or rather, the slight difference

in their titles indicate differences in their musical styles remains a moot point.

348 QTS (1) 20.250. The two fii 5L are written as fii /i in QTS (1) 162.1682.
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Y2l [Sitting Alone at an Autumn Night] by Yuan Ling 2B (n.d., active from the Chén dynasty to the

beginning of the reign of Emperor Taizong “K 5% of the Tang [r. 626-694]) as an example:

G520y  Tremulous strings break the traveler’s heart,
R % B3 A feigned shot drops the startled bird.
HFKEE)F  Innew Autumn, hundreds of anxieties clean,
TR JLRZE  Atlonely night, numerous worries deepen.
FHIEMEZRL  Withered fleabanes only follow the blowing wind,
REEREFAR  Falling leaves do not return to their grove.
W{aFEIE#E  How to express my sadness over this tune?

AAYEEHBES  1sit and initiate a cantillation on white hair.3*

The bditou yin (L8) may be purely allusive to the old Yuéfii topos, whereby it can express the poet’s
longing for company and appreciation. Meanwhile, it seems that this yin was a spontaneous action in
the present. It was evoked by the stringed music, and might well have been in the mode of a zither song.
There persists, however, a third, literal interpretation of the last line, as ‘I sat and cantillated for the
white hair/as a white-haired man.** Moreover, we should probably also keep in mind that it is always

1351

possible for yin to simply denote ‘groaning, humming.* This multi-layered understanding, possible

even for a single character in a poem, along with the frequent intertextuality, are parts of the charm of

349 QTS (1) 30.432-433.

350 Even in an allusive usage, the poet is also entitled to borrow only one aspect of the original story, so that e.g. in the
wii(/wit)rdn you chéng ldo | kong ér bditéu yin ME (/) SRE N | T VA startled, in worries I have come to old
age (/pointless to come to old age in worries) / futile is the sighing of the white-haired’ (QTS [1] 47.576; wiirdn J&& ‘no use’
as in the Zhang Jitiling ji [ 4.322]) the aspect of “aging” as symbolized by the word bditéu is emphasized, corresponding to the
first line. It is intriguing to find out when the literal meaning became dwelled on the bditdu yin with such an ancient origin.
We see, e.g., Liti Xiyi /5 5 (651-?) famous “Dai bei baitéu weng” {45 [ 5555 [Sadness of a White-haired Old Man] is also

titled as “Baitéu yin” (QTS [1] 82.885).

351 Of this period, we see, e.g., baoying yin zhongye | shui wén ci tanxt H52Wy | G HEUE, ‘hugging my shadow I
gasped in the midnight / who heard this sighing, where yin equals with tanxi (QTS [1] 47.572).
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this genre, for sure. But it poses a great problem for us in trying to pin down the meaning of our target
term.

The remaining instances of the [+human] yin may at first sight seem not to be so directly
allusive, but they are also intertextually embedded. The Tang readers, on balance, were prepared by the
pre-Tang repository of possible yin semantics, and were ready for calling up the multiplied connotations
of yin plainly or discursively embodied in TAng poetry. To take Song Zhiwen's £ fif] (ca. 656—ca. 712)
twenty-two-lined pentasyllabic poem “Xia Guijiang Xuanli bi” N T #4%2E¥ [Going Down the River

Gul (Passing by) the Cliff of Fine Jade] as an example:

TR ER AL

Floating in the torrents, I see the shore ahead,

#1457 FF  Linked hills massively soar up high.

JL|o|ZEEEHEE  The river bends, and clouded cliffs take turns,

K/NFEZ1%  The sky narrows, as fogged peaks cluster.

HLABkZE  Roaring foams jump on swift currents,

G IR Converging streams twist around forbidding rapids.

i H s Tilting, the boat rips through the vortexes,

ERGEREEAE  Curving to avoid the eddies.

FF7£FE7K  Boatmen fear the River Guj,

= ATEREE Al saying: this is the harshest road.

EAHE(E  Inmy life I harbor integrity and trustworthiness,

IS0 H %3]  Humming and whistling, [ am content and at ease.
HEIETF5% Since our farewell in the morning, thousands of years have passed,
RRRES & Sorrows at night, toiling myself with their zillion sources.

=T HAIXH Ontiptoe, I see the night moon,

F R RS Tortuously breaks through the woods and ridges.

VEHETTIESE  The pool stretches wide, smokes among the bamboo dispelling,
MWENEFEE Isles incense, dew on oranges globing.

SEBATE Do they surpass what I have always loved,

%} 7 BA{HEL  Facing them, we are all joyful.
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T EBEETY Thinking of you, I have to stop [playing the] zither and drinking,

ALILTZ 7878 1shed tears at this long night.®

Song Zhiwen was sent into exile to the far southwest corner of the country, and he made the poem on
his way. Yin appears in juxtaposition with xiao in the couplet (L11—12) which signifies a shift in the poem:
while the preceding part is primarily a scenic description of the extreme hardships on the river road;
the following part, on the one hand, involves more expression of the feeling, and on the other, unfolds
a description of milder and more pleasant scenery. The first part of the poem is symbolic of the
misfortune the poet was facing in his life, as well as his inner turbulence. The second part, then, seems
to be a momentary relief from his raging feelings. But it in the end turns out to be a failed attempt to
reconcile with himself. Hence, the yin and xiao at the turning point can be read as the poet’s own way
of contending with his unfair treatment, insisting as he did that he has held on to his belief and
discretion, and boasting that he was carefree and at ease. The collocation of yinxiao is immediately
reminiscent of the contexts it has so frequently been dwelled upon since the Han. It represents (1) a
spontaneous expression of feelings as in Chénggong Suf’s F/\4% (231-273) characterization of xido
“Xiao fu” I [Rhapsody on Whistling] with chuléi ganwu, yin ge sui yin fEF8 Y7 > RIKFES
‘moved by whatever he encounters, one responds in kind, sings and hums forth accordingly’;** and the
above-mentioned (2) yiyin yi xiao —¥—1 ‘to hum and to whistle’ which the Six dynasties monk, Shi
Sengche FEf47H (n.d.), deemed more natural than the more regulated and complicated forms of music
and dance, also belongs to its connotations.* While it is legitimate to read the yinxiao in its allusive
sense, it may well be descriptive of activities in the present, performed by the poetic self, or even by
Song Zhiwen, the poet. They were at first probably accompanied by zither and ale — zither being the old

match of yin, and ale becoming an intimate pair of yin in this period as well — but later soaked in tears.

352 QTS (1) 51.624. For interpretation of the title, see Song Zhiwén ji (3.568, n.1), and for a collation and a different

interpretation of the title see Jin Shishéng (1982).

353 Weén xudn (1) 18.867, translation from Knechtges (1996: 317), slightly amended. To digress a little, I suspect that the second
line might also suggest that yin follows and completes gé, and that they differ in modes, in the degree of musicality, or in the

complexity of their verbal contents.

354 Note the question whether the yin in juxtaposition with xido implies absence of words.

98



LIU, “THE RISE OF YIN”

While it is not easy to imagine how he had access to zither and ale under such circumstances, an
extemporaneous and perhaps slightly melancholic yin seems quite suitable. This is what keeps
bothering us before we even delve into the mode of yin, that the use of the word oftentimes swings
between allusive references and descriptions of actions on the scene.

Nonetheless, there are cases of yin that seem more straightforwardly related to present poetic
activities. For instance, the “Song ySurén wei Shtizhong” 7% & A %) [Sending My Friend to Take

Position in Sht1] by Xt Jing £#% (n.d.) opens with the following couplet:

A E RS My old friend is becoming the Guardian in Han,

iF BsP5&)"5  1beg to cantillate for Western Shit.*

The wéi £y ‘for’ points to the scene at the moment. Such an opening, which is further followed by a
description of the Shu culture, should remind us of the “Shtigué yin,” which covers the same topic and
was presumably musical.** Interestingly, the “Song ydurén wei Shtizhong” is also collected in the Gudxii
Jji Ei|35 £ [A Collection of the Ripened Talents of the State].* Poems collected in this Tang anthology
are supposedly all sung poems.*® That speaks for the existence of a corpus of singable stringed songs
on the state of Shii under Tang.** And it again connects yin with a mode of musical performance.
Similarly, if the phrase gafén xidyin fI\[E =5 ‘in my isolate rage, I cantillate remotely’ in Chén Z4ng'’s

P ¥ & (ca. 659-770/661-772) “Xi M4 canjiin xiangyu zuige” = & £ B fH %8 % X [Rejoicing

355 QTS (1) 75.818.

356 It is possible to read wéi in L2 as a verb ‘to make, to perform, and Xishu yin 75 %" — which might be an alternative title
of the “Shtigu6 yin” — as a proper noun is its object. In that way the Xishii yin parallels with its counterpart in L1, the nominal

Hanzhong wei .
357 Gudxit ji 2.268. See Kroll (2014: 179) for translation of the title of the anthology.

358 According to the k& béi gudnxidn zhé douwéi yiji W & 4% ¥ B — 4 ‘poems that can be put to [the music of] pipes

and strings make up a collection’ in the “Preface” of the Gudxit ji (217) , translation from Yu (1990: 191), slightly amended.

359 Yet the YFS] does not append X1 Jing’s poem to Xiao Gang’s “Shtigué xian” (30.440—441).
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Encountering Adjutant M4, Getting Drunk and Singing]** is self-referential, then the gé in the title

signifies the mode of performance of this sao t{ §##5 ‘sdo-style’ poem, and also, the mode of yin:

A B C D E F G TRANSLATION
1 [ TN BA = H 5 Alas, alone in gloomy silence
* duwk iw mok yiX sam ngjwot  hej for three months;
2 5K R 7 & Deep in the forest, I live in
* syim  lim dzjem  kjo seclusion.
3 ¥ 5% 2. =5 Alas, time passes swiftly;
* dzyi  sjwefH xwot  hej
4 = biE 11> In my solitary rage, I cantillate
* ku bjunX  hae ngim long.
5 i yol ER4 TN Who knows my heart?
* dzywij trje ngaX  sim
6 f& + Young man,
* nyuH  tsiX
7 1% ¥ Young man!
* nyuH  tsiX
8 H oJ 5 bl AN Alas, is it possible to put myself
* gi khaX  yo liX pjun/hej at ease!

The poem ends with fen 77 < *pjun (8E) in the Ming dynasty recension Chén Bdyi wénji [H{H £ 5

[An Anthology of Literary Works by Chén Béyu],** as well as in the QTS, while it ends with xi (8E) in

the Chén shiyiji F&5 7825 [An Anthology of Reminder Chén] preserved in the Qing imperial library.

360 QTS (1) 83.902—903.
361 Chén Zidng ji (2) 7.24.

362 Chén Zi'dng ji (1) 7.30.
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The two possible variations of the last syllable are directly related to the understanding of the line-end
rhyming and hence the subdivision of the poem. In the Chén Ziing ji i E55E [An Anthology of Chén
Zi4ng] of 1960 edited by Xt Péng #EfE (1926—2012), the poem, ending with xi, is trisected following the

rhyming pattern:

BHIERLI = A5 FREBE > B2 Y 5 - JUEESY > sEEL" - 1§
© 5 FEFO , HATEAIIOA |

In the first section, the ends of L1 (yué¢ H < *ngjwot ‘moon’ at 1F) and L3 (hii 7 < *xwot ‘transient’ at 3C)
rhyme in the oblique tone (*-ot), with that of L2 sharing the same main vowel as the rime (*-o-). The
two lines (L4 and L5) in the second section rhyme in the level tone (*-im). And the rest three lines again
rhyme in oblique tone (*-iX). Neatly, the rimes of the poem hence feature an alternation of oblique and
level tones. What's more, in this reading, the particle xi lies always at line-ends — and section two also
appears to be an “intermission” between two Chui ci-style sections.

What if we take fen as the last character of the poem? Unlike xi, it must take part in the rime
scheme, and in fact, it rhymes with shén /55 < *syim ‘deep’ (2A), lin ¥k < *lim ‘woods’ (2B), yin (4D) and

xin (5D). Should not we read the poem in the way:

TRER L= B 520 TBERR S » JVRENY » sEREL - & R
HouTEH 7y o

so that it becomes a mono-rime poem? The syntax, esp. of the first two lines, however, seems a little
“distorted” in comparison to those commonly seen in the Chu songs.
More important, nonetheless, is that in either version do we see a delicate thyming matrix in

the poem:

363 Chén Zi'ing ji (3) 2.52. This punctuation is followed by Wang Kanw (1996: 272) in his attempt at proving the poem to be
a zither song. A different punctuation is suggested in Chén Zi'ding ji (4): FSHAER L = H @5, FRRBE. R 2%,

PIEBISC), HEFRTFOO? fFFFHT©, HaJBPEO%S . (2.470) - giving little consideration to rhyming, it seems.
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1 *duwk *iw *mok *»iX | *sam | *ngjwot | *hej

2 *syim  *lim *dzjem = *kjo
3 *sjwejH *xwot *hej

4 *fu *bjunX *hae | *ngim

5 ‘ *trje *ngaX *sim

6 *nyuH *tsiX

7 *nyuH *tsiX

8 ”@ *khaX | yo | *liX *(hej) *(pjun)

In the table above, characters within the same boxes, or similarly marked (in bold-italic or with
character border), rhyme with one another, namely (a) 1D-6B-7B-8D; (b) 1F-3C; (c) 1G-3D-(8E, if xi)
(repetition); (d) 2AB-4D-5D-(8E, if fen);*** (e) 2D-8C; (f) 3A-5A-8A; (g) 5C-8B; (h) 6A-7A (repetition, also
6B-7B). The intricate matrix of rhyming words — not even to mention the abundance of alliteration and
consonances — is definitely a most prominent aural characteristic of the poem, which enables a
euphonic performance, but is at the same time demanding in such an oral performance.

The “Huditing yin” /i1 [Cantillation on the Pavilion Hu4i],**® composed by X Yanbé £r=

{H (?—714), also features in the sao-style:

LINE SYLLABLES MC TRANSLATION

(per line) (line end)

1 ERESVEL oo0 5 oo Fjiw My cares are pure and desolate; Mount

Huadi is secluded,

2 T SN ooc 5 goo  *tsyuw I pity the fragrant; gaze over the midstream
isles.
3 ARmZ HBOR efefofofofofe *ljuw Twirling torrents whimper, flowing day

364 Concerned here is the rhyming of shén & < *syim with zhén 3§ < *trin rime group, see e.g. Qi4o Quanshéng (2008: 208

211).

365 QTS (1) 76.823.
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LINE SYLLABLES MC TRANSLATION
(per line) (line end)
and night,
4 MEGLLER 000000T *dzrjuw The lonely guest sits up, his mind worried
on its own.
5 Fo|EENR S 000 5 oo *xewX More still, cranes screech; on this windy
morning,
6 EIRIESEERL ooc 5 oo “tshjuw On top of that, there are gibbons singing; in
the frosty autumn.
7 VERERS PR RS ooc 5 goo  *ngim Glowworms fly; crickets sing,
8 fEEoRERE: oo0 5 ooo  *gim Leaning on the clear psaltery; a cold zither
stretches.
9 WSS HRIEK ooc ‘5 goo  FsywiX Pick white flowers; mourn at the Ch {1
river,
10 FRIEMGT S HGEE S 000 5 goo  *dzrim Play with the jade tree; sing to the Yué hills.
n kS PR ooc 5 oo *khjowk Mountains are craggy; winding,
12 JKOEHEASEH goc 5 oo *kwot Rivers are rippling; running swiftly.
13 &N IEHE S EEE  gooo 5 goc  *mwot Golden lights span; promptly they rise and
34 fall,
14 HE = SEEEER ooo 5 goo  *xjot Blue-green moss wanes; green water-clover
withers.
15 4ESEEN S HREH ooc 5 goo  *ngaen Green water-clover withers; wrinkles form
on the ruddy cheeks,
16 E AR E S0 iF ooooc 5 oo *hean The beauty quietly ages; when will she
ES] have a rest?
17 EAN RO HfEFE  oooooococ  *dzyangX  Have you not seen, above the lovely
s paulownia and cypress,
18 B ERERI R 0000000 *srean Cassias flourish and flowers fill the

mountains.
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The rime scheme is aaaaxa bbxb xccc ddxd, which divides the poem into four sections. Connections
observable in each section include most of the unrhymed lines ending in the rising tone, and the
repetition of liipin xié %kAEEK ‘green water-clover withers’ (L14—15) straddling the last two sections.**®
The line lengths exhibit an uneven pattern: 7-7-7-7-6-6, 7-7-7-7, 6-6, 8-7, 7-8-8-7. With the irregular
insertion of the particle xi, and that of jun bujian F- H, ‘have you not seen’ — a deictic subjectivity
marker that is often used in Yuéfii poems and conveys an air of orality — the rhythm becomes rather
fluctuating. The sao-style, the unusual or rather free-styled prosodic pattern, as well as the use of the
anadiplosis and the colloquial/performative marker jiun bujian, all indicate that the yin-poem was
probably a song — most likely a zither song.**” Xt1 Yanbé was famous for his creation of the so-called sét!
WG ‘crabbed style! Typical examples include the cases that Yushan EI[l] Jade mountain’ became
qgiéngyué 8%, and fengnit JE 4f~‘storming ox’ became bidodi $H4E under his brush — that is, he
preferred to employ uncommon and extremely learnéd expressions in substitution for simple ones.** I
think we see that tendency in the phrasing of this poem as well. It is unknown whether such “unnatural,”
tongue-twisting language would have also affected the performance of the poem if it was sung.

In the Cui Taizht's %% (?-723) “Téng guanglii di dongri shuhuai” [E]5¢15k 55 44 H 7L [In
Response to the Grand Master My Younger Brother’s on a Winter Day|, we see the only instance of the

attributive usage of yin in the Early Tang section of the QTS:

TEfEE /KFH  Great virtue resembles that of Counsellor-in-chief Wéi,

#H{f5E T Exceptional talents rival those of Zhang Zifang.
M5 E B4 Cantillated drafts spread widely among men of office,
REEE=PH  Lingering rhymes match with musical notes.**

366 Connections observed based only on the information offered in the table.
367 See e.g. Wang Kanw (1996: 272).

368 Recorded in the Chdoyé gianzdi %' % #% [Draft Notes from the Court and the Field] by Zhang Zhué 5%7& (ca. 658

730) (see Zhao Shuyang 2021).

369 QTS (1) 91.990-991.
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Wéi Chéngxiang = Z&HH ‘Wéi Counsellor-in-chief’ alludes to the story of the Han dynasty’s Wéi Xian
B (143-62 BC) and his son Wéi Xudnchéng & 2 i (? —41? BC), as they both served in that position.
It resembles the case of the poet’s friend Wéi Sili i 17. (660—719) and his father Z &5 (61-689),
both of whom also assumed high official ranks. Zhang Zifang 5555 (667-731), the courtesy name of
the eminent minister of the founder of the Han, Zhang Liédng 5 i (250-186 BC), serves as a reference
to Zhang Yue 5555 (667—731). According to the Song dynasty Tdng shijishi 5455 [Records of TAng
Poetry and Background Stories] by Ji Yougong 51752/ (n.d.), the poem derives from one of the several
poem exchanges between Cul Taizhi, his younger brother is Cui Rizhi & H %1 (?—728), Wéi Sili and
Zhang Yue.*” Yincdo 5 &, lit. ‘cantillated draft’ is an unprecedented usage of yin in the received
literature. As mentioned before, the usage of yin as an attributive exhibits a special bond between the
word and poetry. Since Cul Rizhi lived well into the Kaiyudn 57T era (713—741),*" it may be helpful to

look into the following period.
3.4. YIN IN THE HIGH TANG POEMS

Among the 289 cases of yin found in the High TAng poems (Ch. 113-235 in the QTS, from Song Ding 7
UM [fl. 736—745] to Jid Zhi & 2 [718—772], plus an instance from Ch. 869): (1) 20 attestations of yin appear
in the titles (6.9%); (2) [-human] yin amounts to 63 instances (21.8%); while (3) [+human] yin amounts
to 206 cases (71.3%).”* The increase in the ratio of [+human] yin in comparison to the Early Tang is
observable.

During this period, yin is frequently analogized with ‘singing’ or ‘song.’ Below are some examples

from Li Bai's poems:

FITESR IS  Inidleness, I composed the “Cantillation on Mount Dongwi,”

HHFEfEAR4% The song came to an end [but] my emotion did not rest.

370 Tdng shi jishi 14.387.
371 Qudn Tdng wén 107.

372 There are cases where it is difficult to decide between a [+human] yin, but they are too scarce to make a difference to

the overall statistics.
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EEFHAIC Iwrote this to part with my true friends,
=
=

%4y 1 would go looking for virtuous hermits.”

5K » EZKF- How sad, how sad!
FAEBHEER] My host, hold your ale and do not pour it yet,

2

PR —HHFESKNS  Listen to me singing a song about sadness looming.
FEAARISIEARSE When sadness looms, [if] I neither sing nor laugh,
KN AFIF Ly No one under heaven knows my heart.
EHEA  Sir you have several gallons of ale,
A =RZ TIhave azither, three-feet long.
ZEHAERTFHTS:  The singing zither, the ale and music, both match together well,

—MAE 94 One cup worth no less than thousands of catties of gold.*”*

ZHEKEG 2 A guest from Guiyang arrives,

BEMSIMEES  Who is able to sing “Partridges in Mountains”.
JHEENESTT  The cool breeze shakes the bamboos in the window,
W EFCAHHME  Birds of Yue stir, calling on one another.

Frllb & /%% Holding that is enough to enjoy oneself,

o NEZE B AE Why bother to have reed-organ and pipes?*”

As also recorded in the YFS], the first example here derived from a Yuéfit poem titled “Dongwti yin”. In
the poem, the poet took the established theme under that title about a demoted meritorious statesman
as his model. His glorious old-day and desolate present-time form such a sharp contrast, but he still

longed for being put to use.*”® The background has been spelled out in the alternative and more

373 QTS (1) 20.250-251, 164.1704.
374 QTS (1) 166.1722.

375 QTS (1) 179.1828.

376 L{ Bdi ji 5.311-312.
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descriptive titles like “Chii jinmén hou shithudi liibié Hanlin zht gong” H <12 12 B AlEsAREE A
[After Leaving the Golden Gate, Writing My Feelings on Parting with the Various Gentlemen of the
Hanlin Academy] or “Hudn shan litbié Jinmén zhiji” 22 ([ B4 51| %1 . [Returning to the Mountains,
Parting with My True Friends of the Hanlin Academy], that is, the poem was composed when the poet
was dismissed from his post in the capital city (744).*”” Despite its allusive implications, the song (qit)
“Dongwti yin” seems to be self-referential of the poem, in which the poet “recorded” his compositional
process in detail: a presumably oral improvisation is followed by writing (shit £, 3A) down the text.

The “Béi gé xing” ZEEX{T [Ballad on Sadness] can be divided into four sections by the repetitive
usage of the duplicated trisyllabic phrase béi ldi hit ZE5KF- ‘how sad. The second example above is the
first section, which serves as an introduction to the occasion. It differs from the other sections in that it
is not followed by recounting cases that caused the sadness, but it describes the scene of composing
and performing the poem. The song (git) “Béi l4i yin” 275 [Cantillation on Sadness] (L3) is probably
a paraphrase of the title. Or we can also read this yin as a verb, followed by an instant repetition in the
succeeding line in the form of a negating conditional statement (L4), which also points to the direct
connection between the word and sadness. The song is, moreover, accompanied by zither music, and
ale. What we should also take into account is that yin appears in the rhyming position here.

The meaning of yin in the third example becomes clear with the help of the title “Qitpt qingxi
xuéye dui jiti, ke you chang ‘Shan zhegii' zhe” PR EZZRENE - ZAIE (LLUFELE) 2 [On the
Creek in Qitpt, at a Snowy Night Facing Ale, A Guest Singing the “Mountain Partridges”]. “Shan zhega”
[LIfEEE [Mountain Partridges] was a new song of that time, deriving from the south.*” Various Tang

poets had been engaged in contributing new lyrics to the tune,*”

including Li Bai, who wrote a “Shan
zhegi cf” LLIFEEEEE] [Lyric to the Mountain Partridges].** Here, yin is semantically identical to chang.
And it is notable that Li Bai did not choose gé, which would be prosodically suitable as well. The guest

was singing a cappella, echoed by the sound of the wind, the bamboo and the birds.

377 Li Bdi ji 35.1593.
378 See L{Bdi ji 8.454, 20.945.
379 YFS] 80.1131-1132.

380 Li Bdi ji 8.454.
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Apart from being analogous to ‘singing,’ one of the indications of the mode of yin appears in
Wéng Wéi's “Wén Péi xiticai Di yinshiyin xizéng” [ 2575 A4 1555 A gk [Hearing Flourishing Talent
Péi Di Cantillating a Poem, I Then Playfully Presented This to Him]. It is also one of the earliest

occurrences of the compound yinshi 555 ‘to cantillate, to compose a poem’:

J@5—{a[7  How wretched is the singing of the gibbons?
REEH{EFEA7  They grieve the morning and are again saddened by the night.
BE{ENMKEE  Don’t make these Wit Gorge sounds,

IGETRK T4 They break the heart of the autumn river travelers.*®

It is a xizéng [skHE ‘playfully presented’ poem, where the singing of the gibbons is presented as a parody
of the cantillating of poems by the poet’s close friend Péi Di 25781 (716—7). Down to this period, the call
of gibbons encountered in the Three Gorges (Wit Gorge [L3] being one of them), through which the
Yangtze River cruises pass, has long been firmly associated with sad emotions (ki 7 in L1, chéu FX and
béi FE in L2).** We have speculated that [-human] yin might share palpable similarities with [+human]
yin, when discussing examples from the pre-Tang period. This parody, hence, may offer insights into the
actual mode of Péi Di’s cantillation. Nonetheless, what is emphasized in the parody by Wang Wéi is still
the evocativeness of sadness through the use of yin.

Gao Shi (57 (ca. 704—765) had a line gdnxing pingyin cdizi shi [E{EL-05 4 F55F ‘stirred and
cantillated the poems by talents smoothly, where the ping - < *bjaeng ‘level, smooth, calm’ seems
descriptive of the mode of yin.** This reading remains doubtful, however, since there is an alternative
version with pin § < *bjin ‘frequently.*** While pin matches well with the repetitive manner suggested
by yin, a “smooth” yin seems to be an innovative combination. Questions remain: (1) when one is stirred

to a state of outer expression, whether the more “uncontrollable” pin is more imaginable than the ‘calm,

381 QTS (1) 128.1303, translation from Rouzer (2020: 97), slightly amended.
382 More on this topic see Gulik (1967).
383 QTS (1) 213.2220.

384 Gao Shiji53,n. 4.
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unfluctuating’ way of cantillating; and of (2) whether there was indeed a specific mode of yin
identifiable as ping, which represented the easy-going nature of the protagonist in this “Jisu tidnjia” &f
fE %7 [Lodging in a Farming Home], the tidnjia ldoweng FHZZ 45 ‘old farmer” Meanwhile, pingyin
also occurs in the Dinhuang collection, where it probably belongs to notes on the methods of Buddhist
chanting.*® But the precise definition of the practical notes is still disputed, as is its relation to the
instance in literary poetry discussed here.

There are two dudnchdng yin 5515, lit. ‘short and long cantillation’ by Du Fui, which seem to

be descriptive:

BSIRTIHE At the journey’s end, thoughts on the decline,

TGS My short and long cantillations are in a bitter mode.***

REIZEFREL  Not knowing the clouds and rain had dispersed,

BEEHG 15 1spent myself in short and long cantillations for naught.®*

Chdngyin is a frequently used compound, while dudnyin 5515, lit. ‘short cantillation’ and dudnchdng

yin are rarely seen. In the Dt shixidngzhi H:555F,F [Du Fi's Poetry with Comprehensive Annotations],

the Yuéfii titles “Chénggé xing” and “Dudngé xing” are introduced as relevant to the dudnchdng yin.**

The commentary on the dudnchdng yin in the second example here even suggests that giishi you

7389

“‘chdngdudn yin” t55H (59" ) ‘in ancient poems there was a “Long and Short Cantillation.

385 See Wang Kunw (1996: 390—412).

386 From “Song Yan shilang dao Mianzhou téng deng Du shijin jiangléu (dé xin zi)” 125 ffi 7 RIS 2145 M [7) B AL VA%
(f30>F) [Seeing Off Vice-Director Yan as Far as Mianzhou, Together Climbing to the Upper Storey of Prefect Dirs River

Mansion (I Received Xin as the Rhyme)] (QTS [1] 227.2457, translation from Owen [2015: 3.129], slightly amended).

387 From “Ytizhou hou Yan litt shiyti bu dao xian xia xiad” ¥ M & 7S FFAEAS 2156 T 88 [At Yazhou I Awaited Censor Yan
(6), He Didn’t Come so I Went Ahead Down the Gorges] (QTS [1] 229.2488, translation from Owen [2015: 4.71], slightly

amended).
388 Du Fui ji (1) 11.916, n. 2.

389 Du Fii ji (1) 14.1223, n. 2.
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Though I have not yet found the relevant sous-texte, it seems that the Du shi xidngzhu reads the
dudnchdng yin as referential to poems, with musical implications. In the Du Du xinjié 38/ fi#
[Reading Du Fu: An Interpretation from Heart], however, the dudnchdng yin is glossed as chdng yin fu
dudnyin, chényin zhiwéiyé RVSIERINS - 75 2 5517, ‘sighing long and again sighing short, it means
to ponder and to grieve.*” In fact, in analyzing the couplet in the second example, the Southern Song
commentator Fan Xiwén 3%~ (n.d.) has spilled considerable ink on the juxtaposition between yiinyu
ZETR ‘clouds and rain’ and dudnchdng %5 % ‘short and long’ The two are not precise semantic or
syntactic correspondences — nonetheless, jityi shirdn, bujué qi wéi piankii TR » NG E B fmfb
‘the meaning of the lines is coherent, rather than one-sided or worn.*”" Here, dudnchdng yin is regarded
as a literary device, innovated to complete the parallelism. Since no other cases for comparison are
available, a ready interpretation of the phrase is pending. Du Fu does seem to have spared some
thoughts on the formal suitability, as (1) yin is in the rhyming position in both cases; (2) dudnchdng <
*twanX-drjang is always in an exact pingzé-contrast with its counterparts in the corresponding line of
the couplet, shuaixié T4t < *srwij-zjaeH ‘declining and withering’ and yinyii < *hjun-hjuX, which also
fit into the prosody pattern of the couplets; (3) even the kiidido T5 5 ‘bitter mode’ in the first example
that also seems indicative of the characteristics of yin, is a perfect syntactic correspondence to gidngtu
£S5 ‘dead-end route, featuring an adjective (with negative implication)+noun structure. On balance,
since Du Fu employed the contextually fitting phrase twice, the possibility remains that it referred to a
specific mode of expression.*”

Although we can find few further examples from this part of the QTS that seem to be indicative
of the mode of yin, it is apparent that the term was, by that time, widely applicable in poetry-related

contexts, including, for example, the ‘cantillation’ of a poem by a friend:

390 Du Fii ji (3) 3.487, n. 3.
391 Duichudng yéyu 2.420.

392 For comparison, DU Fli has a chdngge ducdnydng(ge) 487Kk (#K) in his “Kuang(Duén) gé xing zéng si xiong” JE (1)
FRATHE Y Y [A Wild (Short) Song to My Older Brother] (QTS [1] 234.2583).
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EEFHEA] 1loved your refined lines,
—HI54475  Each day, how many times would I cantillate them!**

fE Since I received in Shiizhou that composition on the Day of Mankind,

\—-

il

N

7% 1had not thought that this pure poem would have slipped from attention

A
FA

rlﬂH é%{
Ulll’

M

EES

R
so long.

SRR Z 5]  This morning I spread my manuscript covers and my eyes were suddenly

opened,

394

PERMAMS FAINE  Shedding tears and quietly cantillating as if it were just yesterday.

The two examples come from well-known Tang poets Cén Shén and Du Fi's oeuvre respectively. They
offer a quick glimpse of the increasingly important role poetry was playing in the social life of Tang
poets. Besides, yin has actively participated in the poets’ compositional process as well. We may reflect
briefly on how Li Bai has probably practiced yin to the song on Mount Dongwli, and thereafter wrote
the words down in the “Dongwti yin.” But, a freshly composed poem would frequently be performed in

the mode of yin too:

HrEF5 K E  The new poem, I have not cantillated it enough,

[

WEIRZBH%E Last night, I dreamt of returning to the East.**

A FEFMES  Whenever I have new poems, where will I cantillate them?

393 From Cén Shén’s 4 £ (715-770) “Lidngzhou duiyt huai Qa ér xiticai, bian chéng Qu da panguan, shi ji, zéng yt xinshi”
PRI B TR 5 A E B OK A B R B AR BT 5F [In the Lidng Prefecture, Facing the Rain, Thinking of the
Flourishing Talent Qu the Second, Hence Presenting to the Administrative Assistant Qu the Eldest, Who Was at the Time

Unwell, Gifting Me a New Poem] (QTS [1] 198.2026).

394 From “Zhuichéu git Gao Shiizhou rénri jian ji” 16 M ¥ = % M A H 3T [A Retrospective Answer to the Late Gao of
Shtizhou’s Poem Sent on the Day of Mankind] (QTS [1] 223.2382), translation from Owen (2015: 6.165-166), slightly amended.

395 From Cén Shén’s “Jingchéu Li panguan shiyuan jishi jianchéng” 5 4= 3 & {4 B2 I 5 7 &2 [A Respective Answer to

the Poem Presented by the Administrative Assistant Li, an Impromptu in the Police Office] (QTS [1] 200.2066).
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EE H ILEEAT  From this point on my thatched cottage lacks all attraction.®®

fREFEA)f2  Composing a poem, its lyrical lines are steady,

A ERY  1cannot keep from cantillating it long.*”

The first example is again by Cén Shén and the other two by Du Fu. In particular, Du Fit has mentioned

398 on several occasions. This “habit”

his shi chéng yinydng 55 "5 5k ‘when a poem is done, I cantillate it
of revisiting and revising one’s own composition through oral performance — telling evidence of poetry
being an au/oral art — is often read as a reflection of the great poet’s meticulous attitude toward poetry.
For instance, regarding the last couplet above, ancient commentators have expressed their profound
admiration for the fact that the poet would vigorously cantillate his poem even when the lines are
already (prosodically) fitting (wén 12 ‘steady’). Besides, the expression géjuu 5% ), lit. ‘singing lines’
seems indicative of the mode of yin, but there is the variant xinju 7] ‘new lines.

In the rich cases of yin the work by Du Fui offers, an interesting shift in the mood attached to the

term comes to light:

FEZEHEEA 1 plant medicinal herbs to nurse me in age and illness,

WSEFHEERE 1 cantillate poems to relieve my sighs.®

EEEZIEA1EEE  In the height of joy I will take your hand and dance as suits my mood,
EX(TAHBEY  So much happiness that a white-haired old man cantillates, standing or

400

sitting.

396 From “Nanshii wéi fengyti sud ba tan” fifl 4 %4 JE FY BT #& X [A Lament for My Nanmu Tree Uprooted by Storm] (QTS [1]

219.2309), translation from Owen (2015: 3.41), slightly amended.

397 From “Chéngyin” & [A Long Cantillation] (QTS [1] 234.2581).

398 From “Zhi hou” 1% [After the Solstice] (QTS [1] 228.2485), translation from Owen (2015: 4.41), slightly amended.
399 From “Yudnyéu” 1 3# [Traveling Far] (QTS [1] 227.2454), translation from Owen (2015: 3.189), slightly amended.

400 From the second “Shedi Guan fu Lantidn qu qizi dao Jiangling, xi ji san shou” %5 23 B B FHINE T RVL IR S —
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Yin, or yinshi, becomes the cure for tanjie E(7 ‘to sigh’ in the first example, which formerly was its
“synonym.” In the second example, bditéu yin, which could hardly be free from its negative associations,
is connected with the exact opposite emotion — xi =- ‘happiness. It seems this positive effect was what

Du Fu expected from poetry, and in particular, from orally performed poetry. And that did not have to

B ik RK %€ ‘1 look forward to cantillating them frequently / ever more breaking my obsession with

401

travel’s sorrows,*” which describes what cantillating a friend’s poem meant to him.
A comparable case is encountered in the lines by Li Qi Z2fi (ca. 6go—ca. 754) in praise of Péi

Df’s cantillation/poem:

JEUSHEIATEE  Your pure cantillation can cure sickness,

fETE[EE  Holding hands, let us enjoy ourselves for a while.**

This is quite different from Wang Wéi’s teasing of Péi Di, playfully parodying the latter’s cantillation with
the singing of the gibbons. More importantly, it can be situated in a tradition of the curative function of
literary works, and notably, the oral performance of literary works. The epideictic Han rhapsodist Wang
Bao T £% (9o-51 BC) was among those assigned to zhdoxi songdii giwén ji sud zi zaozuo FR-5 ZHaE a1 5L
J T E #E1E ‘chant and read-aloud novel texts as well as their own compositions day and night’ in order
to cure the crown prince’s illness.*” Also, C4o Cao 4 (155-220), suffering from the tdufeng GH J&|
‘head-wind’ syndrome, rose from his illness after reading (dit) the works by Chén Lin B3k (?-217),

claiming ci yi wé bing [ FIFK I ‘these have cured my illness.** Examples like these embody the

[My Brother Guan, Who Went to Lantidn to Retrieve His Bride, Has Reached Jiangling; Happy, I Send These Three Poems]

(QTS [1] 231.2541), translation from Owen (2015: 5.367), slightly amended.

401 From “Ji Liti Xidzhou Béhud shijan sishi yun” 27 S0 2 471 3487 5 DU [Sent to Lit Béhua, Prefect of Xia Prefecture:

Forty Couplets] (QTS [1] 230.2515-2516), translation from Owen (2015: 5.213), slightly amended.

402 From “Shéngshan gé song Péi Di rui jing” 2 35 [&] 16351 A\ 17 [Seeing Off Péi Di to the Capital in the Pavilion of the
Sagely-good Temple] (QTS [1] 134.1364).

403 Han shii 64b.2829.

404 Sanguo zhi 21.601, . 2.
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connection between xiiishen & 5 ‘self-cultivation’ and zhigud ;5[E ‘governing a state, and at the same
time, exemplify the aesthetic effects of (the oral performance of) literary works (especially in the case
of Wang Bao).*”

The yin employed in this context signifies a bond with poetry. Works in this specific genre,
performed in this specific mode have this specific “positive” function, so that the negative implications,
or even the ancient usage as the designation of a kind of illness, were no longer in effect. Based on the
received QTS, Du Fu surely contributed greatly to tying up yin and poetry, while loosening it from its
negative associations. It is in his poems that we see how his positive view toward poetry has been

attached to yin. This applies even to the following examples, where his expectation seems to have failed:

R ZEFFEBHEL At sorrow’s height I always rely on poems to vent my mood,

SRS EKEEFE. When a poem is done and I cantillate it, I get even more gloomy.*”*

HEFRZBHZ0% It shines upon my wasted face, then sinks into the earth,
C1HEEIS HK0 M ZE Though I'm cantillating poems with my mouth, 'm mournful in my

heart.*”

Judging from zhudn ¥ ‘to shift to, to turn out to be’ and the concessive conjunction sui i ‘though’ in
the two examples respectively, his expectation of poetry, as well as of cantillating poetry, to be a form
of self-expression and hence a relief from sufferings, clearly surfaces.

In Du Fu’'s poems, we see S-terms used in poetry-related contexts as well, like the yong in
compounds with yin here, for syntactic and prosodic considerations. Using song in the preface of the
“Stt da shiyu fing jiangpu fu ba yun ji yi” &R A RFEER TRIR /\BHEC 22 [Attendant Censor Sa Visited

the River’s Shore, Composing Eight Couplets to Record the Wonder], Du Fu1 recorded the background

405 See e.g. Zheng Yuyu (2007).
406 From “Zhi hou.”

407 From “Winqing” Mi [Clear Skies Late in the Day] (QTS [1] 222.2365), translation from Owen (2015: 5.373), slightly

amended.
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story recounting that yi ging song jin shi, kén yin shit shéu 5507155 © BHSEE 1 asked him*® to
recite his recently [composed] poems, and he was willing to cantillate several pieces. In this poem, Du
Fl referred back to the action as zai wén song xinzuo F¥E]ZHHT{E ‘1 then listened to him chanting his
new compositions.*”* I use two different renderings of the song here, since its meaning ‘to recite’ fits
well into the context, while it seems to be interchangeable with yin as well, both of which probably refer
to the mode of this poetic recitation. Dut Fli also had examples like the following:

Al

SE&iba  The officers of music surely must chant your poems,

410

S

“EHPEFE  And you still investigate the canon of Kui’s music.
In this appraisal of Zhang Ji 5E3H (fl. 738-745), who served as the Chamberlain for Ceremonials, his
poems must have been performed musically by the lingguan {5'E ‘officers of music. The oblique-tone
song has been chosen here also for prosodic reasons. In this example, we nonetheless caught a glimpse
of the position of yin in relation to the S-terms in this period.

% % ¥

In High-Tang poetry, there is again a single case where yin appears to be an attribute, namely the
expression yinchuang "5%5 in Cén Shen’s “Song Yang lushi chong Téngguan panguan (dé jiang zi)” 2%
ek E R ERBHE (515 ) [Seeing off the Administrative Supervisor Yang to Serve as

411

Administrative Assistant at Téong Pass (I Received Jiang as the Rhyme)].*" At first sight, it seems to be a
succinct and vivid description of a scene where a window framed a poet — or, probably, the shadow of
the poet — who very often cantillated there. But there are two variants, shiichuang %5, lit. ‘book

window’ and gdochuang 5 %5 ‘high window, making us doubt that this was the original of the

expression.

408 St Huan #£¥2 (1. 766).
409 QTS (1) 223.2383.

410 From “Féngzéng taichdng Zhang qing érshi yun” Z= [ K % 5R M —1-#3 [Respectfully Presented to Chamberlain for

Ceremonials Zhang: Twenty Couplets] (QTS [1] 224.2389), translation from Owen (2015: 1.169), slightly amended.

411 QTS (1) 200.2069.
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3.5. YIN IN THE MID-TANG POEMS

The proportion of [-human] yin, counting only sixty-four instances, decreases markedly against the
overall usage of the character in the QTS chapter 235 to 473 (from Qian Qi FE#E [ca. 713-?] to Méng Jidn
21l [?-823/824], plus instances from Ch. 788, 790, 791, 794), which we categorize under the Mid-Tang
poetry (811 instances of yin in total), that is, 7.9%; while 132 instances of yin appear in the titles (16.3%)
and [+human] yin amounts to 615 (75.8%). On top of that, [-human] usages begin to accompany poetic
yin by human beings, as in lines like luym hudnyou ban | shaliit shizhi chan JRYSIEHFFE | /DHIEE:

1412

& ‘cantillating on the trip, I do have company / the cicadas on several branches of the willows,** or ké
zul hua néng xiao | shi chéng hua ban yin ZWEALEESE | 55 EAEEEYS ‘the guests drunk, the flowers can
laugh / the poems completed, the flowers accompany [us] cantillating.*® For one of the most renowned

poets of this period, Bai Juyi, the picture is still different:

S SEE]  When the ale is ripe, I let the flowers urge me [to drink],

UGBS As my poem is completed, beautiful birds cantillate it.**

HIHHZFEEREE  When talking about the parrots in Béi’s house,

SEHFESMAENSESF  In the cage, the two of them know how to cantillate poems.*

412 From the “Jiangxing wti yibai shou” YL.1T & — 1 & [Strolling along the River, a Hundred Pieces] (XLI) (QTS [1]
239.2679). It is attributed to Qidn Xt $XF}] (jinshi 879) as well, which would bring this instance into the Late Tang category

(QTS [1] 712.8193).

413 From the “Huaxia yan song Zhéng lianshi” {& ~ 21558 Fifi [Banquet under the Flowers to See the Alchemist Zhéng
off] by Réng Yu X 5 (7447-800?) (QTS [1] 270.3020). In an alternative version, jiit ‘wine’ is used in replace of hua ‘flower;
which would result in a semantic repetition with the zui ‘drunk’ in the preceding line. It seems not as appealing as the
repetition of Aua in the same position of the two lines in the couplet. Besides, there is a third Aua two lines ahead of this

couplet, and this heavy repetition of the character is probably a strategic emphasis on the topic, as shown in the title.
414 “Ti dong Wiiqia si litt yan” 78 5 5 =55 7S B7 [On the East Wiiqia Temple, Six Couplets] (QTS [1] 447.5031).

415 “Shuang yingwt” # 5l [A Pair of Parrots] (QTS [1] 449.5058).
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The birds in the first example are personified. The parrots in the second one are juxtaposed with the
“literate” ox of the renowned Confucian scholar Zheng Xuan — a story we wouldn’t have known if it were
not for the poet’s own annotation*® — and a legendary crane that could sing. That the parrots could
cantillate poetry could be merely descriptive, but what Bai Juyi intended to show here was probably
how his own hobbies and habits have influenced even his pets. What we see, then, is that the [-human]
yin was becoming “centripetal,” that is, instead of being a phenomenon that may be discursively related
to poetic activities (e.g., evocative and initiating a composition), the [-human] yin has become affiliated
to the [+human] yin, and, in particular, to poetry.

That is one aspect of the clear difference this corpus of yin demonstrates from its usage in the
previous periods, i.e, yin has become more and more frequently dedicated to referring to poems and
poetic activities at present. It is in this period that we attain rich cases of yin used in detailed
descriptions of the compositional process of poetry. That process is usually fashioned as an enduring
hardship, and yet, an obsession. There are ample examples of how Mid-Tang poets fought against hunger,

cold and sleep, for the sake of yin:

S = In this bitter tone what more could I say?

HISECIEEE  Cantillating in the cold, I created this piece.*”

JREXIRIZE Y Drinking myself sick, I stay drowsy night after night,
FESE484  Cantillating sadly,  am hungry over the noon.**
Méng Jiao may have chosen the “Xianghe géci” title/topic “Klihan yin” T FE; [ Cantillation on the Bitter

Coldness] for a reason, namely that he was likely to suffer from the cold (dong J# ‘freeze’ in the first

416 Bdi Juyi ji (2) 26.2046.
417 QTS (1) 372.4180.

418 From the “Heé Weizhi shi érshisan shou: he zhtt Canghua” A2 5% -+ =& : FIPLE ¥ [Harmonizing with Weizht's
Poems, Twenty-three Pieces: Harmonizing with the Invocation on the God of Hair Canghud] by Bai Juyi (QTS [1] 445.4982—

4983).
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example) in reality, when he composed the poem, orally. However, Bai Juyi’s suffering as in the second
case largely results from what he called shipi 55 ‘a fetish about poetry’ or shimd F/EL ‘the poetry
demon.*? Bai Juyl named himself zulyin xiansheng 15 54 ‘Boozed Mr. Cantillate,**° and indeed, ale
and yin seem to be two major elements in his poems as well as in his life. At the same time, Méng Jiao
has traditionally been categorized under the rubric of kityin poets, who are excessively meticulous in
the individual characters they choose in their poems.

Shifts in aesthetic and social values are visible in these examples. Poetry was then worth
devotion and striving, while spontaneity seems not to have been appreciated in the same way as during
the times of, for example, Li Bai. Yin, as connected with negative emotions, and with its repetitive
actions/efforts, matched the aesthetic values of the poets of this period.

Along the same line, the Mid-Tang poets’ awareness of the process of composing poems is
reflected in the detailed description of the procedure of composition unfolded in their poems. Yin
frequently appears in the first stage. In other words, the process of composing a poem began orally. And
then, the judgment would be made about whether the cantillation forms a self-sufficient piece, as
described by the phrase yindng ru pianzhang "5 5k A& . ‘cantillation entered literary/poetic works,**
and the many cases of yin that ‘by chance’ (du ) ‘created a poem’ (chéng shi i), as seen in narrative

titles. In a manuscript culture that deemed literary achievements a way to attain immortality (buxit -~

419 See e.g. “Shi nian san yue sanshi i, bié Weizhi yt Feng shang; Shisi nidn san yue shiyl ri ye, yi Weizhi ya xia zhong, ting

zhou Yiling, san xiti ér bié, yan bu jin zhé, yi shi zhong zhi, yin fu g yan shiqi yun yi zéng, gié yu ji suo yu zhi di yu xiangjian

zhi shi, wei tanidn huihua zhangbén y&’ HE=H=-1H, plIfg i b, HUE=1-F— 0%, @ ks,
AR, =mmmal, SAFEE, sk, IS TR, HAGCHT@ i R K, Rl

7 A1 [On the Thirtieth Day of the Third Month in the Tenth Year, I Parted with Weizhi above Féng; at the Night of

the Eleventh Day of the Third Month in the Fourteenth Year, I Came Across Weizhi in the Gorge, We Anchored Our Boats in

Yiling, and Spent Three Nights Together before We Parted, What We Didn't Finish in Words, We Completed with Poetry,

Hence I Composed Seventeen Heptasyllabic Couplets to Present to Him, Also to Record the Place We Met and the Time We

Enjoyed Together, Which Will Be the Basis of Our Chats in Another Time] (QTS [1] 440.4914) and “Zui yin ér shou” [ —

T [Cantillating When Drunk, Two Pieces] (II) (QTS [1] 440.4906).

420 See “Zuiyin xianshéng zhuan” 1% 4 4 {3 [Boozed Mr. Cantillate] (Bdi Jiryi ji [1]70.1485-1486).

421 From Béi Jiy\'s “Xiari du zhi ji Xido shiyw’ & [ & H.%5 iff f7 %2 [Alone on Night Duty on a Summer’s Day Sent to

Attendant Censor Xiao] (QTS [1] 428.4716).
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5), the Mid-T4ng poets also show in their poems how they made a fuss over the transmission of their
works. “Boozed Mr. Cantillate” cantillated/composed his poem with the necessary supplies at hand,

including brush, inkstone and notepaper.** And the bitterly cantillating Méng Jiao sighed over:

77D Thave no son to copy my words down,

423

HI52WHZE Most of my cantillations in my old age came adrift.

This is probably also a crucial step in how yin became identical to poetry: Yin, denoting a phase and the
mode of the process of composing, hence also became a synecdoche of poetry, just as how ldo yin =15
‘old-age cantillation’ here refers to both Meng Jiao’s poems as well as to the mode in which he composed
these poems.

Still, the mode of yin as unfolded in the poems of this period refuses a coherent interpretation.
There are instances of yin that were songs or meant to be songs. Zhang Ji 7E£& (ca. 767—ca. 830), for
example, opened the fourteen-lined heptasyllabic Yuéfii poem “Baitéu yin” with the following

pentasyllabic couplet:

SAERE EZES 1begyou, Sir, [to strum] the zither on your knees,

s EHTEYS  And play my “Cantillation on White Hair**

Tdn 5 ‘to play (the zither music)’ in L1 seems to suggest that this “Baitou yin” has a settled tune. Similarly,

Sikong Shii &]ZEHE (ca. 720—ca. 790) had xii yin “Bdixué ge” KI5 [ Z5EK ‘do not cantillate the “Song

422 See e.g. his “Chéngxiii Xiangshan si bi ti érshier yun yi ji zhi” EAZF 1L SF HRH 1 “#E LAAL 2 [After the Renovation
of the Xiangshan Temple Completed, Composing Twenty-Two Couplets in Memory of It] (QTS [1] 454.5138-5139) and
“Xinchang xinja shashi sishi yun yin ji Yuan lingzhong Zhang béshy” #1 & #r J& 2 = VU 1 #8 K 25 oo B A sk 18 &
[Sketching What Happened in My New Residence in Xinchang into Forty Couplets, Hence Sent to Director Yudn and
Academician Zhang] (QTS [1] 442.4940).

423 From his “Lio hén” % 1R [Regrets in Old Age] (QTS [1] 374.4202).

424 QTS (1) 20.248-249, 382.4286.
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on the White Snow,”**> where, as we have encountered before, a gé can be performed in the mode of yin.
Géng Wéi X & (jinshi 763), in response to the poem sent by a friend, humbly confessed xidnyin gud hé

1426

qut IS BRI ‘my casual cantillation hardly harmonizes with a tune.*° Qi in this context may refer
to the sung poem by his friend. Moreover, we see that Litt Yuxi 2| $5 (772-842) referred to his
reception of the poem presented by his friend as yi yin xiangsi qit —"5FH ELH ‘once I cantillate your
song on longing, in which the xiangsi qit fH FEL {fH{ ‘song on longing’ was also a Yuéfii song in the Wii shéng
USEZ ‘W tone, originally called “Aonéng g&” [E{EEHX [Song on My Remorse].*” And Yuan Zhén JTFE
(779-831) described the occasion presented in the title “La shijitt Ziméng yin Lu qi yudnwai Luochuan
huaigti lityin ming ya h¢” & + L+ ZE5 E t E/MNE )R L RNE = A [La (19) Ziméng
Cantillated Supernumerary Lu (7)’s Six Couplets on Thinking of the Past, Asking Me to Compose a Poem

in Response] as follows:

TZEIbHE Ziméng took this song,
5L J&EHR A And cantillated it to the one who sleeps alone.*®

Once again, a poem is referred to as gui. There may be prosodic considerations in effect, so that, at the
end of odd-numbered lines, the oblique-tone gii has been chosen in substitution for the level-tone shi
‘poem, in order to create a tonal contrast with the level-tone rime at the end of even-numbered lines.
Still, there also must have been substantial similarities between gt and shi so that they could be used
interchangeably, which is suggestive of the mode of yin.

Yuén Zhén, when harmonizing with the “G&n he” J§{#8 [Stirred by the Cranes] by Bai Jayi,

425 See the “Xianja ji Mido Fa” [ J& &F 1 9§ [Living in Idleness, Sent to Mido Fa] (QTS [1] 292.3316).

426 “Chéu Zhang shioyin qitri Féngxidng xijiao jianji” R/ FHEK H JELAI PG AT 5L 27 [Answering What Was Sent by Vice
Governor Zhang on an Autumn Day in the West Meadow of Féngxiang] (QTS [1] 269.2994).

427 “Chéu Linghti xianggong qinrén Guojia huaxia jishi jianji” B2 JAH A A ZEXKAE R RIS FLZF [Answering to the
Poem Presented by Minister Linghd, an Impromptu under the Flowers in the House of the Guo Family in the Ward of

Cultivating-Friendship-of-the-Good] (QTS [1] 358.4033). See YFS] (46.667).

428 QTS (1) 422.4640.
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referred to his reception of the original piece as yin jiin “Gdn hé” cao V57 gl #512 1 cantillate your zither
song “Stirred by the Cranes.””* In harmonizing with Bai Jiyi's “Bié shédi hou yueye” Fl<&z51% H X

[The Moonlit Night after Parting with My Younger Brother], moreover, Yudn Zhén had:

EERIES
UEPNISSES
2
e i )55
RERIEE
N2
05 By I 17
el Ry r iR
DRSS
—He R
LR dre

I heard that you parted with your dear younger brother,

When the moon lit up the sky and shone on the chilling night.

Shadows of autumn geese brush the eaves,

I play the zither on the stairs at dawn.

Gazing sadly into the gloomy sky,

I, therefore, think of the road, far and wide.

Cantillating [your poem] into a zither song on parting with the younger brother,
Whoever hears it, gets pained by it.

What's more, my brothers are far away,

I myself being all alone.

River waves are vast and endless,

{H B HF#5EH 1 only see the passing of time.*°
Bai Jayl’s composition happened at night, while the xido [ ‘dawn’ signifies that the yin-performance of
the poem to a zither was Yuan Zhén’s (re-)formulation. Yin in these two cases refers to performances of
cao 15 ‘zither songs.

There are, however, examples where yin seems “incompatible” with songs or instrumental music.
Bai Jiyi offered many such examples. He had phrases like tdnxico ouyin jian gudnxidn 585 &5 81
57, ‘chatting and laughing, singing and cantillating alternate with the [music of] pipes and stringed

instruments,*" ting yin ge zan chuo =15 ETEY listen to the cantillation, and drop the singing for a

429 “Hé Létian ‘Gan he” Fl14% K &4 [Harmonizing with Létian's Stirred by the Cranes] (QTS [1] 397.4459-4460).

430 “Hé Létian biédi hou yueye zuo” F144K 1|56 1% H A {E [Harmonizing with Létian’s Composition on a Moonlit Night

after Parting with His Younger Brother] (QTS [1] 401.4488).

431 “Huichang yuannian chin wii juéji: Zéng Juizhi payl” & £ JCiFER FLAE ) « B 2 5} [In the Spring of the First
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moment,** or jitl han hou, gé xié shi | ging jin tian yi zhud | ting wo yin si sui ;1% - HERHF | 55
NN | BEFRNS DU g ‘after getting tipsy with ale, and when the singing stops / I urge you, Sir, to add
another draught / and listen to me cantillating the four “although.”*® The occasion was usually a
banquet at which yin and other musical performances must proceed alternatively. In his “Qingming ri
guan ji wii ting ke sht” & HH H ¥ {5 #% 752 %% [On the Clear and Bright Festival Watching Musical Girls
Dancing and Listening to the Poem by the Guests], Bai Juyi held that xidngudn bifing yin 72°& {5
‘stringed and pipe-music do not conflict with the cantillation,*** and in the piece “Stt htizhong” {5
[Staying Overnight on the Lake], we read zongydu shénggé buféi yin 45 251§ ‘although there
are reed organ songs, I do not give up cantillating’ ** The overtones, however, remain that the
performances by musicians and the yin by the literati at banquets, as described in these examples, did
not quite harmonize with one another. I suppose that these examples also suggest the musicality of yin,
due to which yin and a musical performance would “compete” with one another, potentially resulting
in a disturbance.

In light of this, the comparison implied by zuiting gingyin shéng gudnxidn BFT= 55 52
‘while drunk I listen to pure cantillation, which is more appealing than the sound of pipes and strings’
becomes more imaginable.** Similarly, we should read diibao suiyan hén | styin bichéng ydo Jei % 2

TR /ISR EE# ‘alone harboring the grief of the end of the year / my cantillation in tears does not

Year of the Huichang Era, Five Quatrains: Gifted to the Administrative Assistant of the Vice-Director Juizhi] (QTS [1] 458.5210).

432 “Litinian Hanshi Luoxia yany6u zéng Féng Li ér shdoyin” 7N FE R & N B4 #5245 — /b FF [On a Banquet in Ludyéng
on the Cold Food Festival of the Sixth Year, Gifted to the Two Assistant Magistrates Féng and Li] (QTS [1] 445.4997).

433 “Yin si sui” ¥ PUHfE [Cantillating the Four Although] (QTS [1] 452.5115). These uneven lines offering an overview of the
poem whose main part features four concessive constructions, are reminiscent of the openings in Yin-poems on regional
culture and landscape. This colloquial introduction to (the performance of) a piece must have served to catch the audience’s

attention.
434 QTS (1) 443.4958.
435 QTS (1) 447.5024

436 “Yli Méngdé gjiti xidnyin qié yue houqi” 243 7 1% B &) H £94%  [Buy Ale and Have a Casual Drink with Méngdé,
And We Made a New Appointment] (QTS [1] 457.5191).
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form a lay™¥ or chduzui feiyin jiit, béiyin bushi gé FAEFIERIE | 455N EHK ‘sorrowful drunkenness

does not come from ale / sad cantillations are not songs’438

in the sense that yin was “by nature” (similar
to) ydo and gé, but under certain circumstances, for example, when grief was overwhelming, it failed to
take such forms.

) «

There is, however, a further explanation possible. The preface to Bai Juyi’s “Quanjit shisi shou”

ElP-VUH [Urging to Drink, Fourteen Pieces] goes:

In idleness, I always drank [ale], and when I got drunk I always cantillated. I regretted
the fact that there were no lyrics, and thus [my cantillations] did not form songs. Each
time an idea struck me, I completed a piece. There are fourteen pieces altogether, and
they all have ale as the topic: so I urge myself [to drink].

THIZCHELER > FRTREINS - Srfgaa s - AaEek © B3 Alp—R - L+
o BB - WILLE#E) -

The yin did not produce self-sufficient songs for lack of cizhang 5| Z2. ‘lyrics. This is, as discussed above,
one of the innate connotations of yin. But this connotation is not expected in this context — or else we
should probably reinterpret Bai Juyi’s famous pseudonym Zuiyin xianshéng as ‘Boozed Mr. Humming,
There is an alternative version of kuwii T4 ‘I regretted it bitterly that there were no’ as ruowi 54 ‘if
there were no,’ which seems to suggest that a yin became a song only when words were added. In a 238-

word long kudngge 115X ‘wild song, Bai Jayi also posed the dichotomy between yin and ydn:

437 “Showan xidu féngbié Zhéng xianggong” 35 % VU 7% | B AH 2 [Respectfully Seeing Off Minister Zhéng Crossing to
the West from Shou'an] (II) (QTS [1] 379.4256—4257).

438 “Wénchiin déng Daytn si nanléu zéng Chang chanshi” Wi & K 22 =5 p ARG & #8AT [In Late Spring Climbing the
South Tower in Daytin Temple, Gifted to the Chan Master Chang] (QTS [1] 439.4881).

439 Bdi Juyiji (2) 27.2143.
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HTEPGERS 5K Stop the cups and halt cantillating for a while,
AT SEZTE Ihave wild words, Sir, please try to listen.*°

It is an intriguing question whether the relationship between gé, yinydng and ydn is based on substantial
differences in oral performances on the scene, or to what extent they are figurative expressions.

There are also expressions like yinyin xué Chil yin WHIHEEZE IS ‘sobbingly and chokingly I
learned the cantillation of Chit,** Wityin yin 525515 ‘to cantillate in the Wi accent,** Wiidiao yin =3

1A «

I ‘to cantillate in the Wi mode,** ging yin ;5" ‘pure cantillation,***

gingdiao yin j& F4% ‘to cantillate
in the pure mode,** xiyin 4l|"5 ‘to cantillate meticulously, ** and dingyin "5 ‘to cantillate in
meditation, etc. All of these seem to be referring to a related mode, but it is hard to dispel the ambiguity.
For instance, in the traditional annotated version of Li H&’s 2215 (790-816) anthology, Chil yin is glossed
as xué Chit ci aiyuan zhi yin 22 (2E5E) AL 715 ‘to imitate the mournful rancor of the Songs of
Ch,* but it is uncertain whether the object the poet was practicing is this specific anthology, or a

genre, or a style or mode of oral performing. Yudn Zhén noted that his “Bingzui” J [ [Sick from

440 “Qitri yti Zhang binke Sha zhtizud téngyéu Léngmén zuizhong kuangge fan erbaisanshiba zi” Kk H Bl5R 2 & &7 & 1E
[ HE P £ O — F =1 /\ % [On an Autumn Day, Roaming Léngmén Together with Adviser to Heir Apparent
Zhang Shu, the Editorial Director, A Wild Song in Tipsiness of 238 Characters Altogether] (QTS [1] 452.5111).

441 From Li H&’s “Shangxin xing” {5 01T [Ballad on the Broken Heart] (QTS [1] 391.4406).

442 From Béi JayY's “Guo Li sheng” #8254 [Dropping by Youth Li] (QTS [1] 430.4744—4745).

443 From Bai Jayi's “Chéngd4 Rlizhou Li lit shijin Jian hé yi Wizhong jittyéu wit shou” B 2574 2= 75 A8 RAME S 8
1% F.H [Again in Reply to Governor of Riizhou Li (6) Jian's Harmonizing with the Recalling Past Travels in Wi, Five Pieces]

(QTS [1] 449.5059).

444 See e.g. Lang Shiyuan’s H 17T (?-7807?) “Song Péi bliqueé rit Héndn mu” 1% 34l B A\ 0 7 %% [Seeing off Rectifiers of

Omissions Péi to the Héndn Headquarters] (QTS [1] 248.2782).
445 From Béi JayY's “Qingdiao yin” J5 #41% [Cantillation in the Pure Mode] (QTS [1] 431.4758-4759)-
446 From Bai Jiyi's “Ouzuo ji Langzht” f{E %7 B 2 [Offhand Composition Sent to Lingzhi] (QTS [1] 460.5237).

447 LI Hé ji 2116, n. 1.
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Drinking] was xizuo Wi yin [§%{F 5215 ‘playfully creating a W cantillation.**® While the heptasyllabic
truncated verse clearly borrows such Wi vocabulary as the first person pronoun ndng {f ‘I, me, and
exhibits a strong colloquial flavor, it is unknown whether Yudn Zhén composed the poem while playfully
cantillating in the Wi accent or style. If so, it would be comparable to Bai Jayl's héyi xing wd jii | wiyin
yinyisheng (o] DABEFE | 52515 —E¥ ‘with what to sober me up / a single sound of cantillation in the
W accent.** Qing in ging yin can refer to the pleasing quality of a cantillation,*” though, when Bai Juyi
compares it with gudnxidn, it probably suggests a form of oral performance without musical
accompaniment. Still, ging may refer to a specific diao ‘mode’ as in the gingdiao yin, also referred to as
gingshang dico J5 755 ‘pure shang mode. This would be comparable to the phrase wén jiin dang shi xi
| yisé yin shangshéng [ & &~ | {5515 P5EE 1 heard that you, Sir, at this twilight / cantillated the
shang sound to the psaltery, as seen in Lia Yuxi.*'

There are also several cases of yin produced after entering into the state of ding &, lit. ‘being
settled, composed.’ This concept could be seen as being related to the Confucian zAi zhi ér hou you ding
FI1ET{& 7 %E ‘only when one knows where to rest, there arises inner security,*> but it is more likely
referring to a Buddhist state of mind. Translating Sanskrit samadhi ‘the contemplative state of the
consciousness being perfectly absorbed into the object of meditation, it gestures to the tranquility of
mind often attributed to Buddhist masters or monks. It must, however, have been a substantial
difference from the mode of kudngyin, which also refers to the great length of the poem composed. For

comparison:

448 QTS (1) 411.4562.
449 From Bdi Juyi's “Guo Li sheng”.
450 See L{ Qi ji 3.708, n. 6.

451 “Chéu Letian qiyue yiri ye jishi jianji” B 4% K-t H — H & B 74 ZF [ Answering to Immediate Experience on the Night
of the First Day of the Seventh Month Sent by Létian] (QTS [1] 355.3985). Shangshéng T & is alternatively glossed as
qiushéng T ‘sounds of the Autumn.

452 Liji 60.1859.
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HSER E Reaching the calm state, nothing else remains except for cantillating
casually,

i _ERARE AR The pine twigs, above the stones, oftentimes swinging in the wind.*?

JFIEEERRBL My wild cantillating shocked the woods and the ravines,

Y= Alps and birds all snuck a peek at me.**

Yin duan W5, lit. ‘to cantillate, and to cease’ came into use also in this period, as we see in Dou Xidng
£ (ca. 766—ca. 828) “Dongye yuhuai ji WAng hanlin” 41% B[ 2F - #5/K [On a Winter Night, Sent
to the Hanlin Academician Wang What Dwells on My Mind]:

T R EE A Frosts and weeds filling the earth, leaves fell off the branches,
2 (oS e VURRE How many times have I cantillated the poem on the four sorrows yet

choked off!**

Yin duan like pingyin, was also used to indicate a mode of Buddhist chanting. Again, we are not sure
about its relationship to what appears in the poems. These expressions seem to resemble the previous

cases where we saw yin as impeded by the surge of negative emotions, but in a more abrupt fashion.
3.6. YIN IN THE LATE TANG POEMS

We have seen a brief overview of the Late Tang usages of yin at the beginning of this paper, taking Du
Xunhe as an archetype. Here, no further detailed exploration of the yin in the Late TAng poems is
intended. Yin well preserved the features it has been equipped with throughout the literary tradition.

Especially in some of its innovative usages (e.g. as an attribute), it has demonstrated an increasing

453 From Quén Déyt's R 1 (759-818) “Qixid si yanju shi” BEFERE [Yanja Room in the Qixid Temple] (QTS [1]
329.3682—3683).
454 From Béi JayY's “Shanzhong duayin” (1 181 [Cantillating Alone in the Mountains] (QTS [1] 430.4752).

455 QTS (1) 271.3047. It may refer to the “Si chéu shi” PU&SEF [Four Sorrows] by Zhang Héng (Zhang Héng ji14).
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intimacy with poetry as well as with the activities of the poet. The proportion we charted in this section
is illuminating, because, during this period, the percentage of the [-human] yin is shown to have
decreased to a mere 6.1% (103 against 1690). Not many traces of the mode of yin can be pinpointed in
the Late Tang section of the corpus. In general, negative feelings have again spread across yin in this
period: “coldness/chilling” along with “bitterness/melancholy” has become frequently described as a
quality of yin. In the phrase yin hdn ying chiluo V5ZEEEE % ‘your cantillation is chilly, your teeth must
have fallen,* we see both chl yin yin hou léng B[RS 1%% ‘my teeth feel chilled after I cantillated,*”
where symbolism and reality collapse; and nidnchi yin jiangldo “F-E5"5 3 ‘1 am getting old as I
cantillate, which reflects how composing and cantillating poems have become a life-long devotion of
men of letters.®® And private yin has become interfering for those under the same roof or even for
neighbors, which might suggest the sonority of the yin. There is a zudjiti yin yidiao 42 X W52 ‘sitting
for along time, the mode of my cantillation is transgressed.*® The multiple diao of yin is certainly worth

further exploration.

456 From YAo Hé's “Ji Jii Dio, shi rén Piizhou sicang” &f 5 5 RT3 /1 7] & [Send to Jid Do, Who Is at the Time Director
of Granaries of the Pt Prefecture] (QTS [1] 497.5640).
457 From Li Dong 2= (?-897?) “Song Yuin shangrén” %1% [ A [Seeing Reverend Yuan off] (QTS [1] 721.8274)

458 From Du Xtnhe’s “Zéng Xuanchéng Mi mingfu” # 5 I BE B /T [Gifting to Magistrate Mi of Xuanchéng] (QTS [1]
691.7936). See also Du Fil's zi yin shi song ldo W5 551% % ‘1 myself cantillate poems to go along with me through old age’
(“Yan Wéng shijan zhdi ti ér shou” 2 T 7 8 & [Written on a Feast at Governor Wang’s Residence, Two Pieces] (II)

(QTS [1] 232.2565), translation from Owen 2015: 6.26, slightly amended.

459 From Fang Gan’s J7 T (d. 885?) “Chéu gurén Chén Aida” B i A\ B X # [In Reply to My Old Friend Chén Aida] (QTS

[1] 649.7453).
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4. BUT A GLIMPSE OF YIN

I have tried to disentangle a multi-faceted linguistic phenomenon determined by a wide spectrum of
idiosyncratic, linguistic, cultural factors, etc., which is only to be pieced together from materials
ambivalent, sporadic and discursive by nature. At the end of this long-winding tour d’horizon,
unsurprisingly, I have not arrived at a linear semantic development of yin or a clear demarcation of the
semantic range of the word. This diachronic sketch of the usages of yin from the pre-Qin to the Tang
period, nonetheless, presents telling minutiae pertinent to the research questions.

The first question I set out to explore at the beginning of this study is: what has brought about
the exclusive correlation between yin and poetry during the Late TAng period in particular? It is against
the light of the pre-Qin usages of the word that a development in its semantic range with regard to its
relationship to poetry unfolds. Paleographic and morphological features of the archaic form of yin have
been shown to have a profound impact on this process. Its embryonic connotations of ‘mouth-closed’
and ‘without words’ and its early implications of negative emotions and moral standards have played
significant roles in its “rise.” What can also be seen in this process is the rise of poetry — that a unique
reference has become necessary because of the prominence and prevalence of the genre. At the same
time, the fact that yin departed from its negative associations and began to have positive implications
is revealing of the awareness of as well as the attitude toward poetic activities. By referring to themselves,
their belongings and their surroundings using yin, a word denoting the mode of poetic composition and
performance, Tang poets demonstrated their self-recognition and self-identification.

What is probably easy to underestimate is the influence of individual poets on the development
of yin. As we have seen, many innovative usages of yin stem from influential poets like Du Fui and Bai
Jayi, such that we could expect someone like D Xtinhe to follow along.

The second question this study ventures to resolve is the nature of yin under the Tang. In answer,
I have presented my observations that even the remote etymological details of yin are suggestive of its
practical mode(s) in later periods. Moreover, the panoramic messiness of its semantic development,
which I have strived to pin down, is explanatory of the rich cultural associations and semantic potentials
it has been imbued with.

The correlation between yin and poetry as well as music has probably been anticipated by the
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classical schema: the outer world stirs the inner world that gives rise to feeling, which in turn brings
about outer expressions (music/poetry). Tang dynasty yin tended to be musical. Still, whether the
musicality was intrinsic to yin, and whether it bore a special relationship with southern regions (W,
Yue, Chtl) remain open questions; the degree of the musicality is also pending. We often see yin
performed “on the move,” and in collocation with b1 2 ‘step, probably because the poet was compelled
to act creatively in deep interiority while performing an oral mode that invited beat-measuring. When
we read xing yin in a Tang poem, it readily projects the mind image of Qu Yuan, while, at the same time,
it is more and more about the poet/poetic image on the scene, who trod back and forth as s/he was
composing and cantillating a poem. Yin is hence not just intertextual, but also is oriented toward the
poet’s presence.

Based on what has been observed and presented here, I am not yet able to decide whether yin
under the Tang referred to a specific technique or mode of vocalization/of performing poems orally.
Nor can I support a hypothesis such as the idea that the rise of yin approximately accompanied the rise
of recent-style poetry, because it was the preferred mode of presenting recent-style prosody — yet. An
interesting comparison can be drawn between yin and xico i < *sewH < *s%iw(k)-s, which bear a rather
close relationship: apart from the frequent paralleling of the two, there is a questionable gloss of xiao
in its large seal script (dazhuan K2z or zhouwén $&3) variant form of #{ as yin in the SW;** and,

461

further, xiao was also related to negative emotions in pre-Qin literature.” If yin had a distinguishing

nature, as in the case of xiao, one would expect there to exist at least one or two ancient treatises taking

460 In the Xt Kii /& 5#'s (920-974) recension of the SW, however, i is glossed as chui "X ‘to blow’ (SW [2] 8b.3879), of which
the Yi pian offers more detail interpretation as ctkdu ér chiishéng & 111 Hi % ‘to pucker the lips and make a sound’ (Ya
pian 91928, probably following Zhéng Xuan’s commentary on the Shijing [2] 1.116). One other opinion on distinguishing the
two variants is based on their length: that which lasts shortly is referred to with the ‘mouth’-xido while that which lasts for a

longer time is referred to with the ‘yawn’-xido (Lit Zhiji et al.2008: 279).

461 See the gi xico yé gé F K 7 ‘she blew that feeling away, and sang’ in the “Jiang you si” Y. 45 JE The Jiang Has Branches]
in the “Shaonan” 7 F4 [Airs of Shao and the South] section (Shijing no. 22, translation from Legge [1991: 33]) and the xidogé
shanghudi Wi 5 1% ‘1 whistle and sing with wounded heart’ in the “Baihud” 13 [White Flowered Rush] in the “Xio y&”

/INHE [Lesser Elegantiae] section (Shijing no. 229, translation from Legge [1991: 417]).
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the technique of yin as the topic, like the “Xiao fu” of the Jin or the Xidao zhi i § [Whistling Pointers] by

Siin Gudng 14/ (fl. 765-780) of the Tang.
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