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PREFACE

W=

XAS KRR RKE—RHE, LT ULT TR
WHER, Kb AEAL, WHEX, FE 6 E—REAY
T A6, WREFNERAKR, WoFER. RE. THE
WFE, wH XBEEET . XFRUHA, FRAGTHERY
¥, WMEEACE, U8, ARA—FRmE, RXHFHR, T
ETRESE, TETHR AR HGE2—F 5 ILT—HHb
MFEAE ER—T, IRNMRFRH “RF”7, LLRE
£, FRAE, UERIIHK.

The Chinese literati are often inclined to discuss sAi(the Chinese
verse), ci(ci-poem), qu(qu- or sanqu-poem) and fu (a kind of quasi-
verse) as a whole. Actually, they can be dealt with separately. Ci is
also known as a variant of shi while sanqu is also known as a
variant of ci. In this light, shi, ci and qu are related by blood. In
addition, if we regard shi as the regular verse and pay attention to
Tang Shi (the regular verse of the Tang Dynasty), Song Ci (the ci of
the Song Dynasty) and Yuan Qu (the gu of the Yuan Dynasty), then
shi, ci and qu are kin to each other beyond any doubt. This analysis
proves again that shi, c¢i and qu can be discussed in contrast with fi
or as independent genres. Of course, readers with discerning eyes
may have been already aware that in so doing, I am not justifying
any personal belief, but to draw readers’ attention to the rare
composition of this anthology, the anthology of 300 cut verses, ci
and qu (100 each). By the way, in the present anthology, by shi is
meant the cut verse. I have to make it clear. Otherwise, the term
might be misleading.
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R o P R AR R, AR, TR RfE
RRENT =S, REAPENBERE, “A” K47 RM
NTRERT =S, EHAKTETER. TEETTERN
RAFFE. B@, EAMKRERHRER. ‘&7 LRER
TFERT =S, YK, EHRFLFATE, CFAEXRHE. B
Yo, “4. . FH ARFHEEHERS, EHERFA, &
Bk, WEERER, AHRERAMAR. WERTHE,
WRAE T ERAKFHEREE R, TERNRZLKRE, BN
A I

The shi(poetry) in shi, ci and qu refers to the poetry of modern
or present-day style. As a regular verse, poetry of present style is
termed in contrast with poetry of ancient style, and the term modern
or present day is coined with reference to the Tang Dynasty, in
which poetry of present style came into being. Poetry of ancient
style can be understood as the poems in The Book of Songs, The
Songs of Chu, the other ancient-styled poems and Yuefu poems.
The term ancient is also used in reference to the Tang Dynasty. Of
course, poetry of ancient style is also composed by following the
relevant composition rules. In other words, it is not a dustbin into
which any poem, if not of modern style, can be thrown. Therefore,
such terms as the present day, modern and ancient are not used
rigidly to refer to the corresponding chronological concepts, for
poets in the Tang Dynasty wrote poems of modern style as well as
those of ancient style, especially the ancient-styled poems and
Yuefu poems. Even in our times, if you write poems by obeying the
rules governing the composition of the regular verse, what you
produce will be poems of modern style. Otherwise, they may
possibly be regarded as poems of ancient style.

TN 4. BRfgf. FARN, BHTEFR
tHR, EFWARY, FERMARL. —fAN, HEER
W F—MAA, IFkREEHERR. E—HELMTLE
RELZR, #RA—RRN, FREREAE NN, TLd
AARET AN, THHEEK, TR —FK k. R
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BFEER, RELREFRIAK, BEAFXOERE, 44
RTEETRFTEE. LRER, LARIRTEREN.

The poem of modern style or the regular verse can be divided
into three categories: the cut verse, the regulated verse and the
extended regulated verse. Some believe that the cut verse is
produced when the regulated verse is cut into two equal parts.
When it comes to how to break it up, there are two opinions. One
believes that a cut verse is produced when a regulated verse is cut in
the middle. The other is convinced that a cut verse is produced
when the couplets in the middle are cut off. It seems that the second
way of cutting is more rational, for according to the first way of
cutting, the resultant may necessarily contain an antithetic couplet.
However, it is the case that a cut verse may or may not comprise the
antithesis. If it does, it may comprise one or two antithetic couplets.
I have not conducted a thorough investigation into the history of the
cut verse, and I am afraid that it will be hard to conduct such an
investigation. But from what I know of the relevant data, the
conclusion may be that the cut verse may have come into being
before the regulated verse. In other words, the cut verse is not really
produced by cutting anything at all.

PR A, B R A RANATE.
BERHRTENER, BETEXREH T ANER. ERRS
W, ARFLHER. Bigtd; KsTEWALE, %49
AT, BEN\AT, HETARTTULE, ELFIRE K
TRKENAEE, LRFANEEREE, —FRE—IMRF
R—AMEW. b, AR FFETEHL. L8 H; L8
W, EEHE eSS LEHE. ARREFMRTA—
Be, Hk, £HRK, 0K, $ELRXEHRU L. £iF
WA AFRAE. §. A, B, BEMHENTERTAET
RN

The poetry of present style is also known as the regular verse,
implying that the composition should be done in accordance with
the ge and /i rules. By ge is meant the formal formats while by /i is
meant the phonological formats. From the formal perspective, the
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regular verse falls into the cut verse, the regulated verse and the
extended regulated verse, defined by the number of lines.
Specifically, the cut verse comprises 4 lines; the regulated verse, 8
lines; the extended regulated verse, 10 or more than 10 lines, even
in number; in terms of line length, the regular verse falls into the
pentasyllabic and the heptasyllabic, with a Chinese yan being a
character or a syllable. Therefore, the Chinese regular verse can be
divided into the penta- and heptasyllabic cut verse, the penta- and
heptasyllabic regulated verse, and the penta- and heptasyllabic
extended regulated verse. In the regular verse, the lines are
organized into couplets, each of which comprises two lines.
Therefore, the cut verse comprises 2 couplets; the regulated verse, 4;
and the extended regulated verse, 5 or more than 5. And the 4
couplets of the regulated verse are called the head, the qin, the neck
and the tail respectively. For the cut and extended regulated verse,
the couplets are simply numbered.

ARG R AL, B TR TR — AR, B
FRBRE AT R BERERARS, FEEBRALR
XL A I AR SRRSO, xR, AL
W, HEEHMTREMBTARNER.

The Chinese regular verse is distinctive for its antithesis. For the
regulated verse, the qin and neck couplets should be antithetic,
while the head and tail couplets are antithetically optional. For the
extended regulated verse, all the couplets, except for the first and
the last, should be antithetic. However, for the cut verse, the two
couplets are antithetically optional. The antithesis sets rather rigid
requirements on the couplets in terms of part of speech, and phrasal,
sentential and rhythmic structures.

REFEFRH T LA HHER. AEF-BFFLF
¥, FRH, SUTHH, sTTABITFIANH. LERFFEH
HHERMLBREAR. KERFRES, —RLPWEE. EXEM
KEH, NERXEBRENARKE, EARXERGCESF
FRER. ERTENEEAF. L. = A, ARKEF,
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ANEBREHE, HEERXENTECSUNAFMEF. Hit
ARKEWEERHAF. BF. LEREE,

For the regular verse, the tone and rhyme are arranged according
to the relevant rules. When it comes to the rhyme, every even-
numbered line should bear an even-tone end-rhyme. However, the
first line is rhyme-optional. The tonal requirement for the regular
verse involves much complication. As is well-known, Chinese is a
tone language, usually comprising four tones. However, similar to
English, the language has evolved from Classic Chinese into
Modern Chinese, with tonal differences involved. The four tones
for Classic Chinese are even, falling-rising, falling and entering. In
the evolution into Modern Chinese, the entering tone disappeared
while the even tone was broken up into the yin-even (the even) and
the yang-even (the rising) tones. Therefore, Modern Chinese
comprises even, rising, falling-rising and falling tones.

IR o BE T DU & R POE T LA AR ERIME, EAL
FRHELAFARZA., ik, £ 5 IHHRREIHE
fo W—RAFPAFE, W—BARAKESR, sl —BAFRF
¥, EEfFwHEE, RTUAFHREY, AHFUTRITHE
#o

Composing shi, ci or qu, either in Classic or in Modern Chinese,
sets apparently different requirements on tone and rhyme.
Specifically speaking, different tonal systems and different
phonological guides are employed. The Pingshui Phonological
Guide, the Phonological Guide for Ci and the Phonological Guide
of the Central Plains are used for shi, ci and gu respectively.
However, the Modern Phonological Guide and the Universal
Phonological Guide, the two recently popular guides, can also be
used.

RENTE, EREEFEFATAR: FHR. AER
KB LARE, HEFEREERXENTE, REKFE
ERXEW LA, TERANEME. ARARITECELER,
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WP A REARRENH PR, RHXENEEARK
EHEERERE,

Used in poetry composition, the four Chinese tones will be
organized into two poetic tone groups: the even and the oblique
tone. When Classic Chinese is used in poetry composition, the even
poetic tone will comprise the even tone of the language while the
oblique poetic tone will comprise the falling-rising, falling and
entering tones of the language. If the verse is written in Modern
Chinese, the even poetic tone will comprise the even and rising
tones of the language while the oblique poetic tone will comprise
the falling-rising and falling tones of the language.

TR H PR RGN, AFRERR. TEFFRHE
WA AR R R : 1) A3 fu A oy 7 3 A2 4 4 B K
BEER EME; 2) LE RN PREELIERHEMR LN
B 3) WREANFREFHHTFE, WARTFURE, &
BT REHREE RN R, BORTE =T, THETH
BERAE: D AAEFTHR—AFRET, FU L, FRH
B 2) &, LERAHABEETERETER; 3) AT
2wy 4K 7= P B T KR U AR R

The regular verse is composed and tested in accordance with the
tone patterns, whose formation is governed by the following
principles: first, the tone patterns for the regulated and extended
regulated verses are based on those for the cut verses; second, the
tone patterns of the heptasyllabic verses are based on those for the
pentasyllabic verses; third, if the tone pattern so formed is in tonal
contradiction with the rhyme pattern, readjustment should be made.
The specific tone pattern of a regular verse is determined by the
first line, whose tone pattern is formed by following the principles
below: first, a tone unit comprises two syllables, bearing in
principle the same tone; second, either a pentasyllabic or
heptasyllabic line ends in a single-syllable tone unit; third, the
adjacent two units of a poetic line bear in principle different tones.



XX Preface

TR FE—RTHFRLHZERRT “B” (OFX) H
“h” (HER), MIREFFRETHPIREIEEFF AT
o Bk, ARRE—FTRTUF PR, FRERK. K
YN €LY/ S e o

The specific tone patterns of the first line are mainly determined
by the starting and the ending tone and the tone of the disyllabic
unit is mainly defined by the tone of the second syllable. And the
first line of the regular verse can be of even-starting even-ending;
even-starting oblique-ending; oblique-starting oblique-ending and
oblique-starting even-ending, four categories in all.

ER AT R, HETHRM: 4) FRAFT
A—Hk, BAFHK, BRNK. FEIRRES; 5) HAR
WATA R # = H TR L RAER, B “xb” ; di4kivsk
WL 48 3 AT B AR AL B A R TR KA R, B2 R
6) WM REATE, WHTHRE—NFFTHTRARKEHF
BWER, WHABIARTHRIT; 7 LR FRAEEL
FHRATRERMTR, RLTWUPELER, TREFHE
X, WEA—ANAB—WFPEET, THEBENTE; WHAR
MPEEN, BARRAARFEFNTX, TRE-NKFE
FEVREIMTK; 8) tE8W. tsLAN T RETELE
B, LT A FATRRESE i E— AN PR R T
) AR

According to the following principles, the tone patterns of the
other three lines can be formed: fourth, every two lines form a
couplet. In this sense, a cut verse comprises two couplets; a
regulated verse, four couplets; an extended regulated verse, five
couplets or more; fifth, in a couplet, the corresponding tone units of
the two lines should bear, in principle, opposite tones, hence the
tone antithesis or tone dissimilarity; the corresponding tone units in
the adjacent lines of the adjacent couplets should bear, in principle,
similar tones, hence the tone cohesion or similarity; sixth, in the
four lines so formed, if the last syllable of the line is not up to the
rhyme requirement, move the syllable to the very beginning of the
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line; seventh, the tone pattern of a pentasyllabic regulated verse is
formed by doubling the tone pattern of a pentasyllabic cut verse. In
case that if the last syllable of the fifth line of the resultant is not up
to the rhyme requirement, and if it ends in a single even-tone
syllable, move it to the beginning of the line; or if the line ends in
two even-tone syllables, it must begin with three successive
oblique-tone syllables. In that case, move the first syllable to the
very end of the line; eighth, to form the tone patterns of the
heptasyllabic regulated or cut verse, just add a unit to the first tone
unit of each line of a pentasyllabic regulated or cut verse, but the
addition should be opposite in tone to the first tone unit of the
original !,

WREABITHWEMN X EREXSN, REATERENE
He &2, ¥, I (L) . (E#H) EREAREHH
W, RNEH, REERRIBY, dTEHHE, AR
B KT, REART AR BATHE, FEwkrT,
ER XA AL AT L R HAREEE, EhTiRTukas
FAE, WEFE, EAREMATRANNT. BEkX, &
ARXMHFIATRXHHHFTRR. REH, —HaKE
AR XFHEREHRT , HBER T

Based on the regulated verse, ci developed and the advent of ci
can be regarded as the back-development of the silent sAi to the
singing shi (poetry). The reason lies in that poems such as those in
The Book of Songs and The Songs of Chu could be sung, for they
were the combinations of music scores and words for singing.
However, in the course of evolution, the music scores and the
words for singing were gradually separated. Then the words for
singing became independent and gradually developed into the
regular verse. Now without poetry, the music scores also became
independent. Later, people tried to regard the regular verse as words
for singing and to be matched with the music scores. In so doing,
they came to realize that some readjustment had to be made, for the
poem was too regular for singing purpose. Then fillers or meaning-
void words were added to poetic lines. Still later, the fillers were
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replaced by meaningful singing words. In this way, a new literary
genre came into being, known as ¢i or a singing poem.

AR FFERAWTILEARE. 1) —ERHH K#E,
BHgARH T W AR, REBFR g fsEEE; B,
HATRANAERFRN “ERH” ; 2) AR FREIRRTFEEL
ThA. AtefF. LS #APR, TRNMHER
miARER, FEIOEERF L DML 3 ThF, K
RRTLEY, REBRKOIELN, — K%K, FHARK
EHENKF, b—HIAK; B—8H, AHFEHN. AHF
KE#HW; A—HIRKW, FFF—HA RN, WFRXE—#
R A—EW, F—HFEHWTE# 5 — 488533
WKEBH; TAERAFRTEY. 7RARKEHN, WHHA
FHEE—A, BARIAHH; 4) ZAXBRIEKE, HT
WKEREZH, £, SANEATFREERYE,; ANFTHE
KEE, RFELRRENERE, BRFELNE (58 AFMU
KD . iR (5990 AF) ek (90 AFUE) , M F
WhREBETLLETH (B) , WETHEAMNSY. Y&, &
. KR AREENbTE, REEAHFS XA,

Ci is different from the regular verse mainly in the following
aspects. First, each c¢i has its music score with the name and the
tune marked, then a singing poem or words for singing are filled in
for the singing purpose; for this reason, c¢i composition is known as
word-filling; second, the regular verse can fall into the limited
categories of the penta- and heptasyllabic cut verse, regulated verse
and extended regulated verse. However, the categories of ci are
determined by the music scores. In other words, ci are as many as
their music scores; third, in a regular verse, only the even-tone
rhyme is used, and one rhyme only for the whole poem, and this is
true even with the poem in which the oblique-tone rhyme is
employed; for ci, either the even-tone or the oblique-tone rhyme
can be used and in some cases, one rhyme, even or oblique in tone,
is used throughout; but in other cases, two groups of rhymes are
used, one even in tone and the other oblique in tone, with the rhyme
words from one or two rhyme sections; and in still others, four
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groups of rhymes are used, of which two are even in tone while the
other two are oblique in tone, with the rhyme words from one, two
or even four different rhyme sections; forth, for various categories
of the regular verse, the line length is fixed; for the cut verse or the
regulated verse, the number of total words it comprises is fixed; for
ci, however, some lines are long while others are quite short; and in
terms of the total words, ci can fall into the short, the medium-sized
and the long ones, comprising 58 words or fewer, 59-90 words and
91 words or more. And the three categories may each be composed
of two stanzas. And the differences between the regular verse and ci
can be discussed in terms of language, style, subject matter and so
on.

YR, GRF—H, EXRIBE®, 7 MFQ MR b
HHHAT, BRRACIHFRET RN, 4R, AELETURE
AAMERREESME “AF (FFR) 7 XXFH, X
“BPR” RABTERE. B “BLR” HREREER,
AR LR FaRARATRET, — Mk, —MEX,
BAEE, AFKE. FEBA. AFPRAEFHAZ. U
“HEPR” A

FFF(R). TKFFR)e KKFFFROK)e FRFFF (R,
R SRFEE). KFFREE) TRFFIR, FEFRFE).

Ay, ReERATFIR, REWRET, WARAFZE
F; wRER, WREARKEY; BESRAFH;, LAFX
¥, THHEPEH, FPREWHUREREEk. “FR&
#”, RRRW, FHHAMRKETRE -8, FTANT
EFNEEFI—AFH. BLFEEFREHTELT&E
o

Of course, similar to poetry, in its development, ci gradually
loses its music scores and the singing lines become independent. In
this case, the tune gradually loses its significance. Of course, now
we can still see that in composing a ci, the poet always adds such
wording as “by the tune of Plain Music.” However, the Plain Music
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now is not the tune but the brand or name of the ci or the category
marker. The greatest difference between the regular verse and ci
may lie in that each ci has its own peculiar pattern, in which the line
length, the tone and rhyme arrangements are fixed rather rigidly.
Take the Plain Music for example:

oee(0). ooee(0). ooceeo(0). cocee(o)
oeooe(e). oecoe(e). ooceoo, cecoe(e).

Where e stands for the even while o stands for the oblique tone;
the shallow-colored slots are tone optional, though an even or
oblique tone is preferrable; the dark-colored slots are tone
compulsory; and the rhyme slots are marked by a bracket together
with the required tone. From the pattern, it is clear that in the first
stanza, the oblique thyme is used while in the second stanza, the
even rhyme is used. And the Plain Music is an even and oblique
rhymes alternating ci. In addition, for the Plain Music, the even-
tone and oblique-tone thyme words should be selected from two
different rhyme sections. But some people may write the c¢i by
imposing oblique rthymes throughout without alternation.

Wk, fEdfedi. HHRETER, LW RET
&. . Emefltd HRAERRAS (KBHELR) . AN
RE A A £ ER BRI, HTFR G EZ o,
?giﬁ]%ﬁ%Z%ﬂ%, R HERRMAAFHELR, wer

Qu or sanqu falls into nanqu and beiqu (southern and northern
varieties). Nangu originated in the Southern Song Dynasty while
beiqu originated in the Jin and Yuan Dynasties. However, they both
developed from daqu (a grand singing dance music) of the Song
Dynasty, ci and folk lyrics and tunes. Qu can also be divided into
the dramatic and the non-dramatic. And there are such interludes as
performances and speeches (dialogues or monologues) in the
former.
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BHHALEEY, FRRER, XFHBAK, DL
—WHEE AR, 4P, £ FANTE, UK. §FREH
Z; LWAEEFR, FRERNZRA, XFRBEFLAN
%, URREHNE, 4F. L. =25, BRANE, UM
B, ZBRFREME. KKK 100 FHdH Al

The pentatonic scale is applied to nanqgu, which is then endowed
with being soft in tone and indirect in wording. The Jiangsu and
Zhejiang pronunciation is used as the standard phonology for nanqu,
comprising even, falling-rising, falling and entering tones and it is
sung to the accompaniment of such wind instruments as the vertical
and horizontal flutes. The heptatonic scale is applied to beigu,
which is then endowed with being simple and vigorous in tone and
unrestrained and agile in wording. The pronunciation of the central
plains is used as the standard phonology for beigu, comprising even,
falling-rising and falling tones with the entering tone discarded, and
it is sung to the accompaniment of such string instruments as pipa
and sanxian (the three-string). And all the sangu included in the
present anthology belongs to beigu without exception.

B ER, ARBRURESR, EEEAEFHAREN (PR
i%»*ﬁﬁﬁyﬂ + ﬁ SRR MBEE, BEE.
HEE. BH4E. " . B KEHE. ANER. BPE. &
BHE. R, WAE. JOA. BA. AE. THE. BA.

In terms of tune, sanqu falls into gong and diao, which can be
traced to the complicated sources. However, in The Phonological
Guide of the Central Plains complied by Mr. Zhou Deqing, 6 gongs
and 11 diaos are included: Xianliigong, Nanliigong, Zhongliigong,
Huangzhonggong,  Zhenggong and  Daogong;  Dashidiao,
Xiaoshidiao, Gaopingdiao, Banshediao, Xiezhidiao, Shangjuediao,
Shuangdiao, Shangdiao, Juediao, Gongdiao and Yuediao.

X+ENMER, HAECTHEE. Fln, ZHTL2HR
FoEHBR, FHE. BRSR. LK. B2, AAE%E
M BWRAeRHIL. BFeR. EBT. BER. BH#A.
FHEE, HEL, KER. EREFEHRE.
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Each of the seventeen gong and diao tunes has its own qu brands
(categories). For example, Huangzhonggong comprises such qu
brands as chuduizi, guadifeng, jiejiegao, zhouyele, hongna’ao,
heshengchao, renyueyuan and so on; Shangdiao includes wuye er,
baizizhiqiu, wangyuanxing, liangtingle, qinlouyue, yubaodu,
mantanghong, taohualang, bajiaoyanshou, etc.

i NA T E, NERER-T BT, TH
E, 4MEEK, —RERT, AR—ERA U, #R
—RWANERRK, RBAR—ANEE, #HRE—N =4, 4
BRE—AEF, dREATH, EAHEHF.

Sangu can fall into xiaoling and santao. Xiaoling basically is a
single or independent sanqu-poem. Also known as taoshu, santao is
a set of single sanqu-poems usually from the same gong or diao
(possibly understood as “music set”), which are put together and
ordered in sequence to express a single theme or to describe a
single event, or constitute a single situation. Although the single
ones are of different brands, the whole set employs a single rhyme
throughout.

RN, TRTEANNS. WHASEXN TR, KR
MEW, BHFENSORRN. KAWL EARETE
We. ez, —MHEEERE, BAN. whE—ERA
LA ARk, BRRE.

Xiaoling of sanqu is different from xiaoling of ci. Xiaoling of ci
is termed in contrast with the medium-sized ci and the long-sized ci,
depending on how many characters a ci contains. Xiaoling of sanqu
is termed in contrast with santao. Briefly speaking, if a sanqu alone
constitutes a single text, it will be a xiaoling. If several single sanqu
brands from the same gong or diao are organized into one text, it
will be a santao.

ML RE, REHPNSREAR, BUHEFURELH
HRREM, ENFEY B MY BE¥FLT-EFE,
MR, RREL. BRAWRWE.
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Possibly taking into account that a xiaoling is not long enough to
describe a complicated feeling or event, the extension is necessary,
by adding to the end such texts as yaopian, chongtou or daiguoqu.

ARBRRERBWEMEFN—EXTF, ETHENLT
mAR, WELTm, HRAe2ERX M, FEFRBERT
F. EXRUREBENARH, ez, Wb, 85D
¥, FHTREH, FHEHTHTREHE, HEAALH,
L, ARFMARHERXERF A28, £F5E2T AN
W, A#, AEMLE—#HI K.

For a xiaoling, to the text proper, another text can be added and
such addition is known as yaopian (“another text”). When it comes
to such questions as to which xiaoling a yaopian can be added, what
the format for yaopian is and so on, quite a few works have not
clarified them. However, yaopian is also metrically rule-governed.
In other words, how many sentences a yaopian comprises, how
many characters for each of the sentences, how the tones are
patterned, how the rhyme and the tone for the rhymes are arranged,
all these are pattern-defined. Of course, sharing the same theme,
yaopian and the text proper should describe the different aspects of
the theme. However, yaopian and the text proper describe the same
event or expound the same viewpoint, share the same rhyme.

BT AR, BAUENWERAHFFIE. FiE
WRERERE —ERAEHEE, FEEIRENHIE T
PRk, EHA—HHEA, I (RE-EEHRFRTH) . &
AR A FHEREN, o (FEAFHRRFLEE) . #
—BELORFRXE T, RANAF=XHXH. ETHL
ANAT R, WA, wAm, 5 Hd SR AT
BAE, ERINWEKERZE, XURTREESN. L4, &
FHHHHERNA, RATFSE. ATFKE. ATFTR. #FE
URBFHFREFHNEHANRL, B dfidHTRER
A—AEE, #E—1#.
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Besides yaopian, daiguoqu (“a taken-along xiaoling”) can also
be added to the end of a xiaoling proper. The so-called daiguoqu is
actually one or two other xiaolings from the same gong or diao,
which are often sung together and cohesive in temperament but are
now put together to form a unified whole. Take for example,
[YuediaoeThe Yellow Rose dai Qingyuanzhen]. And this is the one
+ one model. And there is the one + two model, for example,
[Nezhaling dai The Perching Magpie dai The Parasitic Grass].
However, probably at most only two other xiaolings can be added,
for no more additions have been witnessed. Which xiaoling can
take one or two daiguoqus, which xiaoling can be a daiguoqu, no
relevant literature has made it clear. But they leave us the
impression that we cannot add a daiguoqu at our will. Of course,
how many sentences a daiguoqu comprises, the length of each of
the sentences, the tone for each of the characters, the rhyme and the
tone for the rhyme and so on are clearly specified by the pattern.
And of course, the daiguogqu and the xiaoling proper should
describe the same event or expound the same viewpoint, share the
same rhyme.

EXARGAE. —BH, " ETHZEL2MME, BXE
ks MEE, aEkEfRd, EXHEZ-—RANZE,
BERBE—RRENS, A—PMATEESFLRE. JLTREE
—BR. EFNTHARAERTERES, REWEL, FEH
RESLWANS, —RAWLE, A wTd., ELXAEA
BEN—K, WE—NMKE, REKFHENMNSEKELE
W—AMEW, ERARNHR - ENRE, AR —F
B O (BREL) kRokE (TR HFE.

As a term, chongtou (“the repetition™) is used in both ¢i and
sanqu. If a ci consists of two parts and the second part is completely
similar in format to the first, it can be called chongtou. In the case
of a gqu, dramatic or non-dramatic, when a xiaoling is completed, it
can be rewritten once, several times, several dozen times or even a
hundred times, and such rewriting is called chongtou. Through
reading, I understand that what is repeated is the xiaoling proper
without yaopian, without daiguoqu. The repetition and the xiaoling
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proper should be regarded as an organic entity, about a grand matter,
though each independent xiaoling can deal with one aspect of that
organic whole. For example, a sanqu work comprising one hundred
xiaolings was once used to tell The Story in the West Wing.

HFE, KWK, RRATFE, ZIARAKE, &
FRXBER. HE—E%d, AA-AFHFERAHF. 5H
ARWE, AR, TA—4E. RAEEEA; Aw—4—4
¥, ANFLA—NMHRFEANE, FOE -4, ARAERE
AN, Bl BRSO &

When it comes to rhyming, generally one rhyme is used
throughout. For some, only even rhymes are used; for some, only
oblique rhymes are used; for others, even and oblique rhymes are
used alternatively. However, for a single sanqu, the rhyme words
are only selected from one section of the phonological guide. In this
aspect, sanqu is different from ci in that a c¢i can take two or four
groups of rhymes either from the same or from the different rhyme
sections. For some, one group of rhymes from the same rhyme
section is used; for some, two groups of even or oblique, or half-
even half-oblique rhymes from one or two rhyme sections are used;
for others, four groups of even, or oblique or half-even half-oblique
rhymes from one, two or even four rhyme sections are used. But
this is not true with sanqu.

iR —#, WHERHE, R4, AFERY, FHRE. %
X, B ¥4%, #5068 F, wmAHH, #MFEEL
NF, BAFHTRURR L7 HE, FLEH., FRAH
ARFEFH, BAAAAE . ELER, HEwagF TN
BAF o

Similar to ci, the format for each brand of sanqu is fixed in
terms of sentence, character, tone and rhyme. In other words, how
many sentences each sanqu comprises, how to organize the
sentences, how many characters for each particular sentence, the
tone for each character, how to arrange the rhyme, which rhyme to
use, even, oblique or falling tone rhyme? All these are specified.
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However, when necessary, a filler or fillers can be inserted into a
particular sentence or sentences.

RANEFARAMER: D RIWeq. Afokdr, #
RRETAE. BOXBER. 2 Kil, AFREH4—FHE
BAR A FERERNT —NETF.

The present anthology is distinguished from others in the
following two aspects: 1) Included in the anthology, all the cut
verses, ci and sanqu and their English translations are all my own
products; 2) As the title implies, three hundred ski, ci and qu, one
hundred each, and their English translations, are included in a
single anthology.

F—H£ET. FT 1400 S H %4, 300 EERF. 100 £ &1
160 £ Egd, EET 300 EEE, ARDRN (ERXAR
BFBA_EE) T 20I8FHKRT, AEEBMBEW 300L 5%
AN (R BCEE) F2020458HKRT, (LH=F
EHERE) T20235BKRT, HAH, BRURANKERN, K
SR, ALK, ZEFKKEAGLEASER 2017 FH1E
B, FELWE%AaAET 20194, RAXRBRERNTE TN,
AL E SRR ERAER, WRARBBRIFERN.

Altogether I have written and translated more than 1400 cut
verses, 300 regulated verses, more than 100 ¢i and more than 160
sangu. And 1 have translated 300 Tang poems as well. Of them,
some are included in Two Hundred Chinese Regulated and Cut
Verses and Their English Translations, published in 2018. Another
poetry anthology is Stray Birds: A Chinese Translation of Cut
Verses, composed of more than 300 cut verses translated from
English and published in 2020. Still another is Three Hundred
Chinese Cut Verses with English Translations published in 2023.
And the 300 cut verses, ¢i and qu with English translations are
included in the present anthology and all the others will be edited
and wait for opportunity to be published. The cut verses included in
the present anthology were mainly composed in 2017. However, the
first two were composed in 2019, used as substitutes for the two



